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In spite of the critical acclaim following
the award of the Nobel Prize for Liter-
ature to Juan Ramén Jiménez in 1956
and a recent revival of interest in his
work we know very little about
Jiménez’s literary apprenticeship and the
influence exercised over it by the cultural
climate in Spain in the 1890s.

The aim of this study is to give a more
accurate picture of the origins and early
development of Spanish Modernism and
its domination of Juan Ramén’s forma-
tive years and early writing. Dr. Card-
well argues that the poet’s mature
ética-estética cannot be properly under-
stood without reference to his Modernist
apprenticeship. Starting from the firm
basis of contemporary evidence, from a
reassessment of the cultural and philo-
sophical debates of the 1890s and from
an internal study of Jiménez’s earliest
writings, the book reconsiders the more
important appraisals of the art of Jimé-
nez, of Modernism and of the contem-
porary Generation of 1898. The book is
a pioneering study in that it adopts a
new approach to the period. It seeks to
present the literary history of the period
not in terms of opposing movements and
literary squabbles but rather in terms of
a general fin de siécle sensibility. That
sensibility was a product of imported
literary ideas (Symbolism, Parnassianism,
Decadence, German Idealism, English
Aestheticism and  Pre-Raphaelitism),
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INTRODUCTION:

BREAKING THE MOULD

The aim of this study is threefold. First it seeks to consider Juan
Ramoén Jiménez in the context of his age; second to examine his
literary apprenticeship; third to correct the deficiencies of critical
assessments both of the poet and of the Modernist movement in which
he made his literary début. The following chapters offer, then, a de-
tailed analysis of the early development of Modernism in Spain and
of the domination of Jiménez's formative years and early writing
by it.

In the Conversaciones con Juan Ramoén Jiménez (Madrid 1958)
Ricardo Gullén recorded a passing comment of the poet, the signifi-
cance of which has been almost entirely overlooked.

Se ha estudiado el modernismo a base de clichés, de lugares comunes. Hay
una especie de molde, elaborado por las ideas recibidas, y a la critica le
cuesta trabajo salir de ahi, porque suele ser perezosa y no le apetece ponerse
a estudiar de nuevo, buscar a los problemas otras soluciones distintas de las
hasta ahora aceptadas. (113)

Such a comment has far-reaching implications for the historian of the
Modernist movement in Spain and for any assessment of Juan Ra-
mén’s place in it. Let us begin with a survey of the current attitudes
towards Modernism and the clichés they have given rise to.

When we examine the corpus of criticism, and even the most impor-
tant work in the field, two major problems emerge. The first concerns
the discrepancy between our knowledge of the manifestations of
Modernism and our knowledge of the influences at work which pro-
duced it. With regard to the former a considerable number of critics
— Salinas, Dadmaso Alonso, Lain Entralgo, Diaz-Plaja and Silva
Castro' — have assessed the diction, themes, prosody and aesthetics
of Modernism and have stressed its palingenesia of rhetoric. Few crit-
ics have paused to consider the reasons why such an artistic phenome-
non should have come about. Modernism has been casually linked
with Parnassianism, Symbolism and other aesthetic movements in
Europe in the mid-century but no attempt has been made to discover



what theories were held in common or why such influences should be
accepted. The present study proposes to reconsider the problem. And
what of the origins of Modernism? Rodé, Lafinur, Zum Felde and
Diez-Canedo have touched on the question of the ideological and
social factors which were to produce Modernism to argue for a general
reaction against the Disaster of 1898, a revolt against an industrialized
and mercantilist society and what Onis was to call ‘la crisis universal
de las letras y del espiritu, que inicia hacia 1885 la disolucién del siglo
XIX ... un hondo cambio histérico’.* None of these critics adequately
explains the reasons why the shift in sensibility took place in 1885
and they neglect the fact that many major Modernist works were
published long before 1898.

The second problem arises from the discrepancy of attitude between
those critics who appear to see Modernism almost exclusively as a
literary phenomenon and those who have emphasised its much broader
philosophical and idealistic manifestations.® There is a common failing
in Modernist criticism whatever its allegiances. In all of these posi-
tions, as D. L. Shaw has remarked with regard to N. Davison’s
Modernism in Hispanic Criticism (Boulder, Colorado 1966), there is a
desire to describe rather than to analyse.* This has led directly to the
present unsatisfactory situation concerning the definition of the move-
ment and the assessment of the place of one of its leading Spanish
exponents, Juan Ramén Jiménez, which this study seeks to correct.

I propose to examine the two shortcomings referred to above with
particular reference to the commentators of the age and contemporary
writers abroad and in Spain. An attempt will be made to establish
the outlook of various members of the movement and other outside
observers with whom Jiménez came into contact. Consideration will
be given to the various writers Jiménez claimed to have read with
a view to reconstructing the process of the aesthetic formation of the
poet and to understand how the movement as a whole evolved. In this
way the discrepancy between what we know of Modernist rhetoric
and the influences at work which produced it will be reduced. Further,
the observations of contemporary chroniclers might provide a more
adequate description of what Zum Felde termed ‘un estado de con-
ciencia’. An analysis of the climate of ideas, philosophical and artistic,
obtaining in the final decades of the century might demonstrate that
the arbitrary imposition of a cultural watershed in 1885 or a spiritual
crisis in 1898 has little historical validity. Let us consider further this
‘estado de conciencia’.

Modernism represented more than an artistic revolution. Indeed, as
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Onis recognised, it implied a change in sensibility. But there is a
general failure to relate the consequences of this ‘crisis espiritual’ to
the philosophical and religious origins of the movement, especially
with regard to Spain. Onis’ diagnosis, followed a year later by
Jiménez’s almost identical comments in the interview with Proel, were
probably the earliest attempts to find a valid universal definition of
the movement. Their positions have subsequently been refined by the
work of Gullén, Schulman and Gonzalez.® Yet none of these critics
is specific about the ideological antecedents of Modernism or clear
about the type of Romanticism which informs the so-called ‘Romantic’
aspects of the movement. With reference to both Latin America and
Spain D. L. Shaw has argued in several valuable studies that ‘a scru-
tiny of the [Weltanschaunng of Modernism] suggests that the moder-
nistas’ religion of art can be interpreted as yet another attempt to
overcome the general crisis of beliefs and ideals which they inherited
in an intensified form from the romantics’.® Pedro Henriquez Ureiia
and others assert that Modernism is a more ‘positive’ manifestation
of true Romanticism. I take my stand with Shaw and Ramsden?, and
with the many contemporary commentators whose assessments are
quoted in this study, who have recognised, with Camus®, that the
Romanticism which survives and persists is precisely the ‘negative’
or ‘sceptical’ form. I would underline the emphasis on the sense of
life’s lost finality in the young writers in the 1890s. While modern
commentators have placed considerable emphasis on the impact of
the Disaster as an explanation for the Modernist withdrawal from
life into an ivory tower, I should prefer to consider the movement
and the young Jiménez in terms of an ‘otra solucién’, in terms of
something more fundamental: spiritual disorientation and desolation.
If we look at Silva’s ‘Nocturno’, Dario’s ‘Lo fatal’, Manuel Machado’s
Alma or Villaespesa’s La copa del rey de Thule we find increasingly
that while these writers are disgusted by the age in which they live
and by its lack of idealismo, (as Jiménez was to lament in his review
of Timoteo Orbe’s Rejas de oro), they blame not so much society or
its leaders, but the loss of religious faith. The result is an agonizing
awareness of the inability to fill the resulting void. ‘Busco en vano
una estrella que me alumbre’, cried Nervo in ‘Al Cristo’, ‘busco en
vano un amor que me redima; / mi divino ideal estd en la cumbre, /
y yo jpobre de mi! yazgo en la sima’. ‘Mi pensamiento busca al igno-
rado palacio en donde la Verdad se encierra’, echoes Jiménez in ‘Ple-
garia’, ‘y a conseguir esa Verdad se aferra / y gime y se revuelve
encadenado ... ;Y han de servir mis blancas ilusiones / para comida

11



de gusano inmundo?’. In ‘Vanidad’ he is reminded that ‘iremos a la
nada’ as in “Triste ley’ he recognises ‘jQue al fin vuelve a parar todo
en la nadal’. ‘Plegé la fe sus alas de paloma / en mi angustiado espi-
ritu’, wrote Reina in ‘Desde el campo’, ‘y rasgando el velo brillador
que ocultaba / la espantosa miseria de los hombres / el arbol de mi
vida ... /... cay6 herido / por el hacha fatal del desengafio’. ‘Dicese,
y con razén’, observed Gregorio Martinez Sierra in Alma Espaiiola
(6-111-1904), ‘que la juventud actual, si no es frivola, es triste; yo
creo que su frivolidad o tristeza son sencillamente desconcierto, por
falta de finalidad. ... Antiguamente hablaba la Iglesia y daba la
férmula del vivir ... hoy todo es silencio’. Icaza speaks of ‘la pena
enorme que en el alma abrigo’, ‘mis penas de enganado’, ‘la tristeza
resignada’. ‘Nada ha amargado mds las horas de meditacién de mi
vida’, recorded Dario in the Historia de mis libros, ‘que la certeza
tenebrosa del fin. Y cudntas veces me he refugiado en algin paraiso
artificial, poseido del horror fatidico de la muerte’. Shaw has argued
convincingly that the leading Modernists were obsessed with a sense
of fallen values and lost finality. Baroja, writing in the prologue to
Martinez Ruiz’s La fuerza del amor in 1900, suggested that the liter-
ary generation to which he belonged was characterized by a ‘gran
aspiracién hacia el infinito’, the ‘ansia indeterminada a la idealidad’.
They are what Villaespesa in the prologue to Almas de violeta called
‘nostélgicos de ideal’, ‘tormented by their awareness of an abyss
between inner vision and surrounding reality’. “These are all aspects
of a basically Romantic dilemma’.! What makes them specifically
Modernist is the deliberate recourse to the beguilement of Art as
Dario’s statement in the Historia de mis libros confirms.”” Yet, as we
shall see, this means more than the process of hedonistic withdrawal
into artificial paradises.

The following chapters will attempt to give substance to the arguments
raised here. This interpretation of Jiménez’s early work and his place
in the Modernist movement in Spain will adduce evidence that hith-
erto has remained undiscovered, has been overlooked or has been
deemed to be invalid in fin de siécle studies. The evidence is designed
to test the arguments made by Ramsden and Shaw in their seminal
studies of the 98 and of the post-Romantic phenomenon of spiritual
disquiet. This monograph, therefore, secks to vindicate their stand and
to re-interpret their findings in the context of Modernism. It also
seeks to raise again the vexed question of modernismo frente a noventa
y ocho in order to rekindle interest in the problem, to make scholars
re-examine traditional interpretations of it and to stimulate further
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discussion in the area. The approach to Jiménez’s Decadent aesthet-
icism and the interpretation of his neo-misticismo and the conclusions
drawn are entirely original. The profile drawn of the pre-Modernist
literary climate and of Modernism in Spain is similarly new. I am
deeply indebted, however, to Shaw and Ramsden for the approach
I adopt in the final chapter where the major problem of the relation-
ship of Modernism, as Jiménez came to understand it, with the Gene-
ration of 1898 is broached. It is at this point especially that their
arguments and the arguments developed throughout this book stand
together in mutual support. It is hoped that my interpretation in no
way vitiates their claims.

[n this examination of the early work of Jiménez and his place in
the Spanish Modernist movement a position has been adopted which
runs counter to the general pattern of Modernist criticism and which
seeks to justify the views here expressed. This work is basically con-
cerned, therefore, with the poet’s ideology as it gradually took shape
at the end of the last century and with the influences operating on
it from the intellectual ambience in the Colegio de San Luis Gonzaga,
in the Ateneo and the University in Seville and in the tertulias in
Madrid. It does not deal primarily with the poetic qualities of the
juvenilia; it studies the young poet in the fullest possible context of
the literary climate of the age.

Jiménez was born into a prosperous land-owning family in Andalusia
in 1881 at a time when the political, economic and social stresses
created by the Restoration turno pacifico were beginning to impress
themselves on all but the blindest of thinking men. In addition, the
spiritual crisis inherited from the Romantics was about to break out
afresh and had already found its most explicit expression in Ganivet’s
thesis Espana filoséfica contempordnea. Jiménez grew up in a shel-
tered and privileged community which offered considerable scope for
the poet’s intellectual and artistic pursuits. Unlike many artists of his
tume he had independent means and could afford to indulge most
inclinations. As a child he was shy and withdrawn and unnaturally
dependent upon the emotional security of his mother. He was subject
to sudden fits of depression and nervous attacks. He was terrified by
the thought of death. He indulged solitary pursuits, walking alone in
the countryside and by the sea or spending hours reading and day-
dreaming while watching the effect of the sunlight filtered through
the stained glass of a door. He had access to the family library, those
of his uncles and of other leading citizens of Moguer. Even as a child
he was well-read for the son of the provincial gentry. In 1893 he was
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sent, like other privileged otfspring of Andalusian landowners, to
the Jesuit College of San Luis Gonzaga in Puerto de Santa Marfa
where he underwent a singular spiritual and religious experience and,
at one point, nearly entered the order. In 1896 he entered the Uni-
versity of Seville to read Law. He never graduated. Instead he spent
the time reading, reliving the experiences of Gustavo Adolfo Bécquer,
studying to be a painter, arguing with the establishment writers over
the merits of Darfo, making friends with the Krausist professors in
the University and making no small name for himself in liberal intel-
lectual and literary circles. A mysterious disgusto brought him back
to an enforced retirement in Moguer where he continued to read
voraciously in the literary magazines of the period and the major
European writers of the nineteenth century which he obtained from
his bookseller in Madrid. Despite the physical isolation of Moguer
he followed closely the literary developments in Madrid, Latin
America and France and maintained a constant correspondence with
the leading progressive poets of the time. In April 1900 he was called
to Madrid at the invitation of Darfo and Villaespesa to fight in the
Modernist Crusade. From this it is clear that any study which seeks
to assess Jiménez’s art at this time outside the context of the literary
developments of the fin de siécle can only present a distorted picture.
In Madrid he completed his Modernist apprenticeship and produced
one of the earliest Modernist collections to appear in Spain. Ninfeas
and Almas de violeta are, by any test, significant works in the history
of the movement. They predate the work of the Machados, Valle-
Incldn and, with the exception of Villaespesa, virtually every other
Spanish modernista writer. It is strange that these works should have
attracted so little critical attention. Later that year his father suddenly
died. The shods brought about a complete nervous breakdown and
Jiménez was sent to a mental institution near Bordeaux where he
remained until the next year. In 1901 he set off on a European tour
which was to broaden his literary horizons and usher in a significantly
new style of creative writing. While the style had changed the spiritual
vision had not. The present study seeks to illuminate the process of
intellectual and aesthetic formation and the creation of that vision
with reference to the various aspects of Jiménez’s education, formal
and informal, direct and indirect. It examines his earliest writings,
many of which have never received critical consideration, from 1895
until the autumn of 1900. It examines them in some detail for they
represent a specific phase in the evolution of his art and mark the
years of literary preparation, his Modernist apprenticeship. After 1902
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he was to reject much of the juvenilia and to inaugurate a new type
of Modernism in Spain in the pages of Helios and through the Edi-
torial Renacimiento of Gregorio Martinez Sierra. In that this was
distinct from the Modernism of Darfo it concludes a chapter in
Jiménez’s maturing art. Yet the central inspiring principle of the
worlk which followed was the product of a series of unique experiences
between 1895 and 1900. It is these experiences and their Modernist
context which will be studied the better to understand the poetry and
essays which follow.

For all of Dario’s celebration of ‘el arte puro’ and his emphasis on
aesthetic values, the Modernist movement in Catalufia and in Spain
was not devoid of ideology." Indeed, it marks a reaction to a specific
moment in the history of ideas in the Peninsula. The Modernist move-
ment in Spain was rather short-lived and abortive. Only second rate
poets persisted with it. The major ones either rejected it, or, like
Jiménez, transmuted it into the basis for a new regenerative spiritual
idealism. In that Jiménez was to emerge as leader of this new aesthetic
force which centred about the magazine Helios, his part in the devel-
opment of a new type of Modernist ideology is undoubtedly impor-
tant. This aspect of Jiménez’s formation has been overlooked or
neglected consistently. His subsequent doctrine of an ética-estética
cannot be placed in its proper perspective without it. This, 1 believe,
justifies the concentration on the prelude to his mature work and the
limited but detailed scope of this monograph.

[ also seek to reconsider some of the existing lines of thought in rela-
tion to modernismo and the early work of Jiménez. Among the
accepted ‘truths’ that have become a central part of the histories of
the movement and of the assessments of Jiménez’s earliest artistic
endeavours the following might be challenged: that Darfo was the
central figure in the development of Modernism in Spain and that
it was he who, single-handed, brought the nuxevo cvangelio to Spain;
that the literary scene he found there, which he recorded in La Nacién,
was moribund; that it fell to the younger poets under his leadership
to rescue Spanish letters; that Modernism was mainly a palingenesia
of rhetoric with little ideological content; that little was known of
European literary developments until after the return of Jiménez and
the Machado brothers from Paris.

When we consider the actual historical development of modernismo
and Jiménez’s place in it, there remains the difficulty of escaping the
vicissitudes of an over-general solution on the one hand and the
restrictions imposed on the other if Jiménez is seen as a part of a
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chronologically determinate and identifiable Modernism. Criticism,
in general, has failed to come to terms with the problem because it
has favoured the concept of large movements. The present study
would suggest that the internal incongruities and differences between
writers, loosely termed Modernists, invalidates any attempt at a
general appraisal even of a single chronologically determinate Modern-
ism, still less a Modernism as a whole movement. In an essay in E/ Sol
on 10 May 1936 Jiménez made a very clear discrimination.

En Villaespesa, el horizonte y todo lo demés era el modernismo, aunque ¢l
no pudiese explicar bien lo que el modernismo y ¢l significaba. Fue el “pala-
din, el cruzado, el pujil del modernismo”, del modernismo hispano-americano,
portugués, espafiol, de su modernismo. Porque en el modernismo hubo muchos
variantes. Rubén Darfo era la cabeza evidente, el conjunto, la sintesis, el
modernismo ideal, e influye en todos nosotros, exotistas y castellanistas.

This would confirm the argument for a prima facie plurality of
modernismos, a view which had been partially postulated by Luis
Cernuda.® When such a cultural phase has been analysed into its
distinct components the real affinities and differences, philosophical
and practical, between Jiménez and the other members of the move-
ment can be assessed.

In 1956 Jiménez was awarded the Nobel Prize for Literature. This
event revived scholarly interest in the poet. Within two years the
biographies of Palau de Nemes (Vida y obra de Juan Ramén Jiménez
[Madrid 1957]) and Garfias (Juan Ramén Jiménez [Madrid 1958])
had made their appearance. The next decade saw not less than twelve
major studies.”® Since then six further significant monographs have
been published.! The difficulty in tracing copies of the early collec-
tions and in finding articles published in forgotten literary reviews
has now been overcome by the reimpression of the canon in the Biblio-
teca Premios Nobel and the many collections edited by Garfias and
Gullén. On balance there would seem little to add. Yet for all the
merit of this considerable corpus of scholarship there remains a number
of deficiencies.

Many of these works deal exclusively with the poetry written after
the acknowledged watershed of 1914. Apart from Diaz-Plaja’s Juan
Ramén Jiménez en su poesia (Madrid 1958), there is virtually no
detailed study of the early work. The major failing here is that the
rigid and exclusive coordenadas established oversimplify the consider-
able subtlety of Jiménez’s ideas. Much criticism of the later work
makes judgements of the primera época on the basis of poems taken
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from the anthologies prepared after 1917. It is obvious that any
assessment cannot be made on the evidence of revisions. A proper
scrutiny of the original poems is called for. A further failing concerns
the question of formative influences. Critics in this area presuppose
that the provincial atmosphere of Moguer was inimical to contact
with new ideas. A second feature is that critics do not address them-
selves to the question of why Jiménez was attracted to or interested
in the many writers he cites in the autobiographical notes over the
years. The question the critic must pose of any age is why its emergent
writers accept certain influences, adopt certain techniques and employ
certain images and themes rather than others. It may be that this
question is related ultimately to the dimension of spiritual disorienta-
tion. This study does not suggest that these critics give a deliberately
distorted picture of the period 1895 to 1900. It is that the picture is
far from complete; the result of a misguided preoccupation with
Jiménez’s own assessment of the situation.'?

Criticism, then, is deficient in two major areas. First on the period
1895 to 1900. Second, in its failure to take cognizance of the intel-
lectual, spiritual and artistic climate in which Jiménez worked and
in which his own aesthetic matured. G. Siebenmann’s statement that
‘toda la trayectoria poética del poeta de Moguer seria distinta de lo
que fue sin su arranque en la estética modernista’ (op. cit., 507) is
undoubtedly true. The trouble is that this truism has too often been
ignored. By seeing Jiménez in terms of a whole literary movement
we shall the more clearly understand his subsequent development.
We shall also see Jiménez amid the multiform and contending claims
of the various components which went to make up the whole move-
ment and his reaction to them. Gicovate has suggested that what Juan
Ramén sought was ‘una manera de comprender el hecho poético, de
entenderse a si mismo y de reafirmar su confianza en el labor que se
habia impuesto y cuyo significado le es siempre vago al principiante’
(38). The following chapters attempt to give substance to Jiménez’s
earliest conception of ‘el hecho poético’ as he served his Modernist
apprenticeship.
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CHAPTER ONE:

AN IDEAL FOR LIFE

I. THE COLLEGE AND THE CLOISTER

This chapter is concerned with the ideas and intellectual fashions which
Jiménez would have encountered and the books he read or probably
knew before his departure for Madrid modernista. Indeed, the focus
in this study is concerned specifically with the climate of ideas in
which he worked, its impact upon his aesthetic and ethical vision of
the world and its expression in the themes and symbols which he
employs. As such his work will be studied principally from the the-
matic and aesthetic rather than from the stylistic point of view. While
we are concerned to discover the nature of the Modernist movement
in Spain in which the poet matured there is little attempt to analyse
the modernista style in which he expressed the central preoccupations
of the movement. To do so would, in some degree, overlap previous
criticism in the area. The useful appendix, ‘Estudio general del mo-
dernismo’, of Michael P. Predmore’s La obra en prosa de Juan Ramén
Jiménez (Madrid 1966) more than adequately evaluates the formal
stylistic aspects of the early work. Emmy Neddermann’s Die symbo-
listischen Stilelemente im Werke von Juan Ramidn Jiménez (Hamburg
1935) remains, of course, the most complete account to date. This
chapter sets out, then, to reconstruct from the fragmentary evidence
available a profile of the intellectual and spiritual experience of the
adolescent poet in the Jesuit College and subsequently in secular circles
in Seville. Since, in many areas there is virtually no record available
as to which ideas the poet actually encountered, a number of tentative
assumptions might be made on the basis of more certain and allied
evidence. The question of formative influences in a given intellectual
atmosphere is generally admitted to be a difficult one. Yet a start
must be made with regard to Jiménez’s spiritual formation. While we
have an adequate account of the style of the emergent poet, we know
virtually nothing of the ideological and philosophical climate of the
College, the University, Orbe’s circle, the Modernist tertulias of
Madrid or of the problems raised in the magazines and in the books
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Jiménez read. A cautious attempt is made here to cast some light on
an obscure, and to the present, insufficiently illuminated area of his
poetic apprenticeship.

In September 1893 Jiménez took the diligence to the station on his
way to the Jesuit College in Puerto de Santa Marfa. The College of
San Luis Gonzaga was the natural centre for the schooling of the sons
of the wealthy landowners of Andalusia. Jiménez, like many of his
literary contemporaries, was no exception. There, like Alberti and
Buiiuel, he became acquainted with the less reputable aspects of Jesuit
education. There is no evidence to suggest that the influence of the
Jesuit training led directly to Jiménez’s break with orthodox Chris-
tianity as in the case of others of his generation and of Alberti and
Buiiuel. However, the commentaries of Pérez de Ayala, who was soon
to be a close companion and a fellow-member of the Helios group,
probably provide a relevant comparison with Jiménez’s experience.
In an article in El Imparcial on 11 April 1904 he wrote of Leopoldo
Alas, his Professor of Law at Oviedo: ‘La inquietud religiosa, la
inquietud metafisica, sintiéla él en la misma entrafia, como adivinando
este periodo espiritual por que atraviesan hoy las almas’. Two years
later a paragraph in a letter to Andrés Gonzalez Blanco (another inti-
mate of the Helios group) revealed that he was aware not only of a
spiritual unease in the collectivity but also in himself and, moreover,
that this Jesuit schooling was directly responsible for it: ‘Lo que no
sabe Vd., y es muy importante, es que he perdido hace algin tiempo
otro divino tesoro, que es la fe. Pero en cuanto le diga que estudié seis
afios con jesuitas . .. se explicard Vd. ficilmente esta pérdida’ (O. C.,
[Madrid 1963], I, xxxvii). Pérez de Ayala’s novelistic hero Alberto de
Guzman, like Martinez Ruiz’s Antonio Azorin and Baroja’s Fernando
Ossorio, all long for the faith they have lost. The men of the Genera-
tion of 1898 are, as Ramsden has suggested, ‘religious spirits without
faith, sceptics tormented by their scepticism, atheistic mystics’ (JRUL,
34). Their autobiographical heroes are often introduced as simultane-
ously preoccupied with aesthetic problems and problems of ultimate
value. Such, T suggest, was the case with Juan Ramén Jiménez who was
closely associated with many of the noventayochistas, who moved in
their literary circles in 1900 and who drew many of them about him
to collaborate in Helios on his return from France. The combination
of spiritual preoccupations and Art and sensual experience as avenues
towards the recovery of existential confidence belong as much to
Modernism as to the Generation of 1898. More specifically, these
avenues are central features of the early work of Jiménez. The critical
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task must be to assess how much Jiménez shared in common the gener-
al pessimistic reaction to the spiritual problems of the age and the
degree to which his own spiritual confidence was affected by it. The
poet left autobiographical notes concerning the everyday routines and
schoolboy life in the Colegio but was significantly reticent about his
deeper personal experiences and the gradual disaffection with organi-
sed Catholicism. The following paragraphs will attempt to piece
together the available information with a view to investigating the
evident heterodoxy of the poet’s response towards spiritual problems
and ultimate why-questions.

Jiménez, like his 98 contemporaries, was an idealist, a ‘nostalgico de
ideal’ tormented by an awareness of the impassable gulf between a
hostile surrounding reality and inner vision. In their abhorrence of
reality and their questioning of life’s ultimate finality, Modernists and
98 were alike (cf. JRUL, 36). In ‘Rejas de oro’ (Vida Nueva, 87,
4-11-1900), a review of a play by his Krausist-Socialist friend
Timoteo Orbe, Jiménez contrasted a vision of a ‘dulcisima vida de
ensuefios’ with ‘la sociedad moderna [que] es un gran organismo
material; se traga a los seres; los digiere penosamente en su vientre
ayudada por el jugo aurifero, y los arroja al exterior en excrementos
nauseabundos . ... ‘Ahf’, he lamented, ‘no puede existir parte alguna
de idealismo ... (LPr, 219). We might contrast Jiménez’s desire to
rescue humanity from base materialist desires and to ‘hacerla entrar
por la puerta blanca de la felicidad’ with Azorin’s definition of the
distinctive characteristic of the 98: ‘el desinterés, la idealidad, la ambi-
cién y la lucha por algo que no es lo material y bajo, por algo elevado,
por algo que en arte o en politica representa pura objetividad, deseo
de cambio, de mejorfa, de perfeccionamiento, de altruismo’ (O. C., IX,
1138). What was the nature of the ‘algo’ Jiménez sought? Was it a
purely aesthetic ideal as the preface to Villaespesa’s La copa del rey
de Thule and the early poetic collections seem to suggest? Or was
it linked to the idealism of the period which finds expression in the
essays and works of Jiménez’s contemporaries — Azorin, Baroja,
Unamuno, Martinez Sierra — and which is the inheritance of the
visionary messianism of the post-Krausist era?

Juan Ramén was evidently attracted to the spiritual side of life in
the college, for he recalled some ten years after the event that he
almost became a Jesuit.! Yet, as one critic has suggested, ‘[e]l poeta
evoca los afios pasados con mentalidad de adulto ... hay razones
criticas serias que nos aconsejan poner en tela de juicio estas vivencias
evocadas bastantes afios mas tarde’.? A scrutiny of Jiménez’s school
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books, especially the marginal drawings of a sacred nature in the
Manual de retérica y poesia of Nicolas Latorre y Pérez ([5a ed.],
Jerez 1890) and the account of the poet’s membership of the Congre-
gacion Mariana of the college leads Saz-Orozco to conclude that ‘[s]u
pensamiento religioso se mueve dentro de la teologfa catdlica. Los afios
de colegio le encauzan por una trayectoria de devocién sincera, con
la caracteristica que ya imprime la delicada sensibilidad del poeta en
ciernes. Al salir del colegio se abre una nueva vida ... (33). One
might counter this proposition with the observation that it is not
unusual for highly sensitive adolescents to pass through a religious
phase. Jiménez’s lifetime penchant for the spiritual and the idealistic
would have led him to be attracted naturally towards pietistic devo-
tion. The point is that emotional commitment rather than intellectual
conviction based on dogma is all too often volatile. A second feature
of the Jesuit education which Saz-Orozco and Palau de Nemes touch
on is the study of Thomas a Kempis® Imitation of Christ, la guia y
el biculo de su conducta desde su infancia. ... [E]n la Imitacidén
[encontrd] su gufa espiritual y la justificacién de su conducta’ (PI, 26,
29—31; §-O, 16—17). Certainly some of Jiménez’s early verses ‘no
son sino eco de las verdades cristianas que Juan Ramén Jiménez lefa
y anotaba cuidadosamente en su ejemplar del Kempis’ (S-O, 24).
To the evidence of two cantares first published in El Programa
(Seville) in 1899% (I and IV) Saz-Orozco might have added cantares
VI, XII and XVI. Saz-Orozco also detects among the poems of Almas
de violeta ‘una nota de piedad religiosa sincera. Canta a la Virgen
Maria dentro del tono afectivo y espiritual en que se movia’ (25).
Yet ‘;Solo!” and other poems of associated type properly belong to
non-religious artistic currents. The principal impact of Thomas a
Kempis was more fundamental than the affirmation of popular and
naive Christian truths in cantares. Moreover, these cantares have less
to do with spiritual problems than with the tradition of moralising
in poetry that had been reinvigorated by the reaction against sceptical
Romanticism earlier in the century. In them we find a combination
of the goodness and the piety of an Arnao, the costumbrista themes
and the moralising of a Trueba or a Rueda and the cloying sentimen-
tality and the lapidary concision of a Campoamor. A cursory reading
of any literary or society magazine or work from the 1870s onwards
would show just how perennial was the fashion for this type of cantar.
Jiménez’s attempts show all the conventionality of earlier models.

In the Jesuit foundation of San Luis Gonzaga, subject to Post-Tri-
dentine rules and Molinist strict disciplines, the young Jiménez would
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have found what the Jesuit Manuel Alcald has described as a ‘religién
positiva ... que proclame en sus simbolos y en su magisterio oficial
tantos misterios y tan racionalmente articulados entre si.* Alcald goes
on to argue that the Catholic catechism and theology has often wanted
in ‘mystery’. It has been, all too often, subject to over-intellectuali-
sation, especially in Jesuit communities. ‘Subsistia, con todo, la alter-
nancia ... de equivaloracién de los misterios de la fe sin la debida
jerarquia y, consecuentemente, sin la elasticidad histdrica que requiere
una acomodacién matizada y personal en la catequesis de los mismos.
La consecuencia de todo esto, era la de una educacién rigidamente
dogmdtica con fuertes matices impositivos” (151). The point is that
artistic temperaments, like those of Bunuel, Alberti or Jiménez — all
educated in this College — would have found a peculiar difficulty
with this type of training and its want of ‘mystery’, and its lack of a
personally satisfying faith. We might, then, be able to explain why
these artists, all of a highly sensitive temperament, would have sought
the missing ‘mystery” of the spiritual life which attracted them (reli-
gious or aesthetic) in Art rather than in the Church. The spiritual
exercises of the college would have dwelt with considerable emphasis
on the fundamentals of the religious life and especially on the prob-
lems of sin, retribution and death. The accent on moral turpitude,
punishments and hellfire, ascetiscism, rigorous and cheerless self-
mortification, rather than the joy of faith, probably depressed an
impressionable, nervous and hypersensitive mind like that of Jiménez.
The annual period of Loyolan exercise, a necessary and compulsory
part of the College life, would be the most damaging. ‘Las medita-
ciones sobre el fin del hombre, el pecado y el infierno’, notes Alcala,
‘constituian piezas claves de la metodologia ignaciana, que ordinaria-
mente se ofrecia a los alumnos de una forma incompleta y, no rara
vez, depresiva’ (154). This type of experience is related in artistic
terms in the painting of the Crucifixion that was executed about this
time (Plate 1).° It might also have inclined Jiménez to the melancholic
and pessimistic view of the world he was soon to voice in the poems
of the late 1890s. It might explain in part his morbid preoccupation
with death and the corruption of the flesh to be found in the many
poems written in the seven or so years that followed his college days.
The Counter-Reformation emphasis on the theme of sic transit gloria
mundi and in ictu oculi of Las postrimerias de la vida and Finis
gloriae mundi, captured by Valdés Leal on the walls of the Hospital
de la Caridad in Seville (which Juan Ramén may well have seen
during his stays between 1894 and 1898), was still very much a part
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Plate I: Crucifixion. Oil. Painted by Juan Ramén Jiménez
¢. 1895—1896. Casa-Museo, Moguer.

of the Jesuit educational system at the end of the nineteenth century.
In addition the compulsory reading of Padre Nieremberg and other
edifying authors may well have exacerbated Jiménez’s nervous reac-
tions. Jiménez was later to paint a graphic picture of his religious
instruction in the Colegio. In a essay, dedicated to his college friend
and fellow poet Fernando Villalén in 1936, Juan Ramén recalled
Sunday morning lessons even down to the details of the forbidding
textbook (C/, 80—81). Formalised religion seemed deadening to both
spirit and senses alike. In a leading article in Helios in 1903 he ex-
pressed his personal conception of Beauty:



Las cosas bellas deben respetarse porque la vida las hace bellas; donde hay

una rosa, una fuente, una mujer radiante, debe sofiarse en un ambiente de
divinidad. (LPr, 131)

By contrast he found the traditional message of Christianity less
attractive:

El cristianismo pretende cubrir con sombras amarillas la divina belleza: los
primeros fandticos representaron a Jesis viejo y repugnante; las monjas
quisieran valles para sus pechos y crean en una humildad miserable y mal
oliente. {Malditos los asesinos de nardos, los asesinos de besos, los asesinos
de carnes tibias, blancas y fragantes! (Por mi lira, pido justicia de amor para
tales asesinatos). (LPr, 132)

When the Beauty of traditional Christianity lost its appeal Jiménez
sought other sources of spiritual sustenance.

Only one of the religious manuals of the Jesuits seems to have left
any impression of enjoyment or intellectual satisfaction: the Imitation
of Christ of Thomas a Kempis. This work, as Jiménez was to remark
on more than one occasion, was to make an enormous impression on
his life. Within two years of leaving the college Jiménez showed clear
signs of a thirst for ‘spirituality’ and ‘mystery’ divorced from the
Grace offered by the Church. He also showed a fear of death that,
if it did not prostrate him, left him in a state of nervous exhaustion
and terror. He recalled of the autumn of 1897, that ‘[1]Jos médicos
aconsejaron a mi madre que no me permitiera trabajar; estuve muy
palido, caf al suelo varias veces, sin conocimiento’. In the poem ‘jSolo!’
(PLP, 1531), dedicated to Salvador Clemente his painting master,
he recounted that ‘Malo, muy malo yo estaba / cuando se fue aquel
invierno . . .; / no sé de qué, pero el caso / es que mis dichas murieron; /
y me llevaron al campo / a respirar aires buenos ...” These attacks
were to be the prelude to a series of nervous disorders.

Following the advice of the Imitation, Jiménez virtually withdrew
from contact with the outside world. This led to a self-imposed clois-
tered existence, first with Dr. Lalanne in Castel d’Andorte, then with
Dr. Simarro in the Sanatorio in Madrid and after 1905 for a consider-
able period in Moguer. Even on his return to Madrid he lived in the
relative isolation of the Residencia de Estudiantes. After his marriage
the series of flats that he rented were, for all the world, like monastic
retreats. In the essay ‘Habla el poeta’ of 1907, Jiménez began with
a quotation from the Imitation.
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Si attendis quid apud te si intus non curabis quid de te loquantur homines.
(Si atiendes a lo que eres dentro de ti, nada de importard lo que hablen de
ti los hombres.) Estas palabras de Kempis podrian resumir mi vida y mi
obra. Y ya dentro de mi alma, rosa obstinada me rio de todo lo divino y
de todo lo humano, y no creo mis que en la belleza.

These words summarise an attitude that suffered no major change
during his lifetime. On the fly sheet of his copy of De la imitacién
de Cristo y Menosprecio del mundo which he studied in the Colegio
de San Luis Gonzaga we find a note written towards the end of the
1920s:

Citas en el libro. Liricos y criticos de mi ser.

Nota: Kempis influyé mucho en mi retraimiento.
Nunca me ha pesado la influencia de K. Copio (sic) las ideas suyas que me
decidieron mds hondamente.

At this time Jiménez ambitiously planned a series of collections that
were to include his own revised work set alongside the various influ-
ences, stimuli and affections (literary and social) which had shaped
his poetic development. A Kempis was one of the most profound and
long-felt of those early passions. In the biographies and the autobio-
graphical essays we find the common theme of an obsessive desire
for withdrawal from the world. Rafael Cansinos-Assens and Andrés
Gonzalez Blanco® recalling the Sunday afternoon meetings of the
Helios group merely corroborate what Jiménez was himself to say in
the various contributions written for that magazine or was to imply
in essays never published in his lifetime (cf. LPr, 71—146; 221—57;
899—917). Subsequently Ramén Gémez de la Serna and Juan Gue-
rrero Ruiz gave eloquent witness to Jiménez’s obsession concerning
noise, the desperate craving for peace. His behaviour was to give rise
to the story of the cork-lined room.” Jiménez himself must have sensed
his own inability to cope with the world at large for he was soon to
call himself ‘El retraido’. This fact may also explain in part the attrac-
tion to writers like Rosalia de Castro, Bécquer, Nervo and Verlaine.

Of the twenty-seven passages marked in the Imitation thirteen deal
directly or by inference with that aspect of the contemplative life
which urges a withdrawal from the world as the basic premise for
spiritual preparation. The remainder are concerned with the subse-
quent stage of spiritual progress, that of the personal inward journey
towards the silence in which the still small voice of God is to be heard.
The marking of these passages seem to suggest that Jiménez was
absorbing the ascetic philosophies of & Kempis without accepting the
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