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GAZING, READING AND \\'RITING: POSITIONING THE

READERINLEoPoLDoALAS'S..UNDOCUMENTO' '

Jennifer Smith

Although the only weapon ever brandished in Leopoldo Alas's short storv "un

documento" (1882) 1s a pair of binoculars, the main characters. the Duchess Cristina and the

Naturalist writer, Fernando Flores, ensage in an impassioned power struggle through the acts

of seeing. reading and writing. while the position of observer/writer is generalll ' the

superior one within the story. these roles constantly alternate between Cristina and Femando'

This interchan-eing of roles has led caroll 'n Richmond to conclude that there is no winner

to the power struggle between the lovers siuce, even though Fernando obiectifies the

Duchess in his novel according to his or,r'n Naturalist world vieu'. Fernando is subsequentll '

objectified as a "plebeyo" in cristina's letter u'hich serves as her response to his novel (372-

73). In this sense both characters are ultimately perceived, understood, and objectified in

the other,s u,ritten document. Although valid. this reading underemphasizes the narrator's

and author's atrempt to position the reader on the side of Fernando and accept his Naturalist

account of events over Cristina's narrative of spiritual and romantic Idealisni'

The gaze is fundamental to the power struggle between Fernando and Cristina' lt

is initially portrayed as a sexual act that carries with it the abilitl ' to penetrate and excite the

other's bodl'. ln a particularly telling sceue Fernando metaphorically makes love to Cristina

at the circus when she receives his phallic gaze within the lenses of her binoculars: "Cnstina '

al recoger [a mirada] dentro de sus gemelos. y sentirla pasar por la retina al alma' quedose

como espantada de gozar placer tan intenso en regiones de su ser en que iam6s hab(a sentido

m6s que unas ligeras cosquillas" (45). This passage exemplifies Laura Mulvey's assertion

that there are also scopophilic pleasures involved in being the object or receiver of the gaze

(834). However, in contrast to N{ulver''s theorl'. the storl' Suggests that being the object of

the gaze is not only sexually, exciting. but can also be a sign of empowerment' Cristina

enjoys accepting the gaze of u,hat she perceiyes to be the insignificant masses' For the

Duchess, the fact that all eyes are on her signifies her superiority' The narrator tells us that

she enters the theater with the alro-qance of a queen or 
-qreat 

artist who knows that everyone

is looking at her and talking about her (39) and that she imagines that she is the sun and

Fernando an insignilicant insect who receives pleasure just basking in her glorious rays (43-

44). This makes the Duchess vieu her decision to reciprocate Fernando's gaze as an act of

charity.r \[/hat is important here is that even when Cristina consciously positions herself as

desired object of the gaze. she is actually "seeing" the other see her. This dynamic is clearll '

exemplified in her interactions with Fentando:

Cristina no miraba a Femando cuando sabia que 6l la miraba: esto ya saben todas las mujeres cdmo

se hace. Flores no sospechaba nadal creiase a solas en su contemplaci6n y procuraba saciar el apetlto

de contemplar sin miedo de ser sorprendido. Bien conocia esto la duquesa; r'eia que el .foven del circo

la miraba. (43 I
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Here the Duchess seems to control the gaze since she is watching Fernando watch

her. Nevertheless, soon afterwards, Fernando spies her watching him watch her. This rnise

en abtnte is also reflected in the binoculars each person Llses to look at each other since this

visual instrument. a metonymic representrtion of the eye, both emits and receives the phallic

gaze. In accordance with Michel Foucault 's analysis of the visual power associated with

Jeremy Benthem's Panopt ic irn pr ison, i t  is precisely Crist ina's abi l i ty to see those who

observe her that robs the gaze of i ts power. According to FoLrcault ,  the genius of the

Panopticon was that the prisoners knew they rvere being rvatched but yet could not verity

the source of the gaze:

Bentharn laid down the principle that power should be visible and unveritiable. Visible: the inmate

\'"' i l l constantl)'have betbre his eyes the tall outline of the central tower frorn rvhich he is spied upon.

Unveritiable: the inrnate must never know ivhether he is being looked rt ilny one nrorncnt. ( 20 I )

Cristina curtails Fernando's ability to control her actions because she knows precisely

rvhen he is rvatching her. Thus, here the phallocentric 
-9aze 

is ineffectual in that its object
(Crist ina) knorvs when she is being seen.

Although in the example qiven above it is Cristina who assumes the traditionally
passive/receptive role of object of the gaze usually assigned to the woman. in other instances

Cristina consciously takes on the position of active subject rvhen she penetrates the young
rvriter's body by pointing her binoculars in his direction and making him shake with fright:
"Cristina, no bien hubo sacado de la caja Ios,qemelos. clirigi6los al humilde escritor, que

tembl6 como si le mirase con dos cariones cargados de abrasadora metralla" (-11). Cristina's
gaze is not only a way of dominating Fernando. it also pro!'es to be a source of sexual
pleasure: "esa noche la consagraba el la,  hacfa algunas semanrs. a un espionaje que le
causaba una clase de delicias que tenian la frescura y el encanto fortisimo de las emociones
nuevas" (4-l). Here Cristina experiences sexual delights by openly breaking 

"vith 
convention

and actively reciprocating Fernando's saze. While Fernando initially f-eels protected by the
darkness of the circus theater that he shares with Cristina's other adntirers ("s( la miraba
tenazmente, s in mieclo, crevindose seguro en la oscuridad de la mult i tud" [41-42J), this
illusion of impenetrability. or what lvlulvey terms '' i l lusion of voyeuristic separation" (836)

is shattered when he discor,ers that he has been targeted bv Cristina's binoculars. Fernando
f'eels violated when he recognizes that he has been symbolically placed in the role of the
\\'oman by allowing himself to be objectified by the gaze of a "don Juan del sexo ddbil"
(38). fhis understanding of seeing as a form of phallic domination is underscored by the
narrator's ref'erence to Cristina's binoculars as guns and canons. Yet, Fernanclo's initial
subordination to Cristina is not just visual. As a duchess married to a wealthy and powerful
man, Cristina is of superior social standing. Moreover. being six years Fernando's senior
and a veteran of many love affairs, she e.xceeds Fernando in both age and lif 'e experience.
Furthermore. because of Fernando's timidity, Cristina is torced to assume the traditionally
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mascul ine role in their  relat ionship by taking the ini t iat ive at the beginning: "El.  estaba

visto, no habia de atreverse sin grandes garantias de buen 6xito, y fue ella quien tuvo que

arriesgar m6s de lo justo" (50). But, most importantly, Cristina establishes her authorit), over

Fernando by insisting that the relationship proceed according to her terms. Cristina's

superior position vis-)-vis Fernando sets up the principle conflict of the story: Femando's

attempt to reverse this situation and to dominate Cristina by becoming the definitive bearer

ofthe gaze and objectifying her rn his text.

Not merely restricted to visual power plavs. the gaze in this story is also inextncably,

linked to each character's claims to knou,ledge or truth. The rise of science and Positivism

in the nineteenth century made the assertion of the existence of a phenomenon increasingly
dependent on its materiality and its ability to be observed and studied. Both Auguste Comte.
in his Corrrs de philosophie positive (1830-42), and Claude Bernard, inhis Introduction d
l'dtude de la ntedecine erpdrinrenrale (186,5) hierarchized the various forms of knou,ledge
arguing that positive or experimental knor.l ' led-se u,as superior to other forms of knou'ing
since it was based on experirnentation and the study of observable phenomena.l Although
this emphasis on empirical reality did not eliminate other types of intellectual speculation
altogether, it effectivell 'subordinated them to science. Insisting on the need to elevate
literature to the level of science through the application of the experimenral method. Emile
Zolaargued that the body.both in its healthy and infirm state, should become the primary
focus of the novel:

if the territory of the experirnental doctor is the bod;r of man. as shoq.'n in the phenomena of his
different organs both in their normal and pathological condition. our territor.v- is equallv the body of
man. as shown by his sensory and cerebral phenomena, both in their normal and pathological
condition.r ("The Experimenral Novel' ' 32)

This line of reasoning leads Zola to proclaim in the last paragraph of "The
Experimental Novel" that "the metaphl'sicalman is dead; our whole territory is transformed
by the advent of the physiological  man" (54).r  Leopoldo Alas. whi le skept ical  about
attempts to convert literature into science. ultimately supported and defended ZoIa's
principal thesis that the experimental method of observation and experimentation ought to
be applied to literature.

In his book Bodr Works: Objects of Desire in Modern Narratit,e, Peter Brooks
analyzes the way in which the body is manifested in modern narratives u'here readers,
narrators and characters alike gaze at and unveil the body. usually the female bod1,. in order
to make it signify'and thereby satiate both scopophilic and epistemophilic desires:

What presides at the inscription and imprinting of bodies is. in the broadest sense, a set of desires: a
desire that the body not be lost to meaning-that it be brought into the realm of the semiotic and the
significant-and, underneath this, a desire for the body itself. an erotic longine to have or to be the
body. t22t
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This connect ion benveen visual,  sexual and intel lectual dr ives is clear ly seen in Alas's

short story where both characters see. consume and attempt to derive and inscribe meaning

onitrom the other's body. Hol,vever, as rve lvill see, it is Femando's critically acclaimed

novel that will most etl'ectively make the body signity by using the erperimental method of

observirtion and experimentation in the creation of a docurnerto llutrtuntt."

The chirracters' interpretation of what thev see is intbrmed b1, what they read. From

the very outset of the story the narrator makes a point of cornmenting on Cristina's current

reading preferences: Schleiermacher and Spanish myst ic ism. Fr iedr ich Ernst

Schleiermacher was a German phi losopher and theologian who, in his On Rel i ,qion:

Speet:hes to its Culturecl Despisers (1799, revised ed. 1821). attempted to defend religion

against reasoned cntique by arguing that religion was "t'eeling and intuition of the universe"
(qtd. in Mautner 506). This groundin-e on t'eeling and intuition breaks with the scientific

method and provides a basis upon which to justity adherence to spiritual Idealism. While
the narrator never menlions what particular aspects of Schleiermacher's work Cristina is
interested in, he does make it clear that the lessons Cristina has taken tiom her reading have
not been particularly edifying or instructive. For example. the narrator ridicules the changes

Cristina has implemented in her lit-e because of her reticling choices ("los mfsticos espafroles
y Schleiermacher han conseguido que la duquesa introduzca en su tocado reformas
radicales; y ahora [...] gasta apenas una hora en su tocado. pero bien aprovechada" [36-
37]) as wel l  as her result in-e inabi l i ty to see real i ty for what i t  is.  When Fernirndo is
concerned that Cristina may have read ,l[ttdunte Bot'ttry because she might associate their
vulgar meeting place, a carriage, with the scene from Gustave Flaubert's lamous novel, the
narrator responds directly to Fernando's t'ears by proclaiming: "No, inf-eliz. no ha leido tal
cosal Crist ina lee a Schleiermacher y a fray Luis de Granada, no temas" (_50).r  The
impl icat ion is clear:  Crist ina's unfamil iar i ty with an), thing other than Icleal ist  l i terature
prevents her from recognizing that her relationship and secret nteetings *,ith Fernando are
not only more sexual than spiritual, bLrt actually quite prosaic.

Simi lar ly.  the narrator makes l ight of  Crist ina's interest in myst ic isrn by showing
holv she eroticizes the experience to create rvhat the narrator later rei'ers to as her
"romantic ismo mist ico-er6t ico" t5l) .  This becomes part icular ly clear in the narrator 's
ret'erence to Cristina's reading of Siin Juan de la Cruz's "Cdntico espiritual":

Cristina, que un ntes antes estaba enamorada de San Juan de la Cruz. y hubiera dado cualquier cosa
por ser ella la iglesia de Cristo, la esposir nristica a quien el santo requiebra tan finamente, habfa
cambiado de idolo y, se habia dicho: 'Lo que yo necesito es un umor hurnrno; pero verdadero,
espir i tual .  c lesinteresado. '  (42)*

Cristina's literal interpretation of the conjugal rnetaphors of the San Juan de la Cruz's
tamous poem leads her to believe that she can reach new spiritual hei_qhts through a chaste
lol'e affhrr. While Cristina insists that her union with Fernando is "spiritual" ancl therefore
cornpletely dift-erent tiom any of her past adulterous relationships, it is clear to the reader
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(as wel l  as to Fernando and the narratot ' )  that their  relat ionsl i ip.  uhether consumtnated or

not.  is st i l l  sexual in nature. l t  is Crist ina's readinc preferences that leacl  her to vie '"r  her

relat ionship r ." i th Fernando as a spir i tual  ronral)ce. a pr ivr leged expericnce of select

individuals.  She u'r i tes her " text" bl  establ ishing a l ist  of  concl j t iorts lor the relat ionship:

1)Fernando must acknowled_se that their  love aff ; r i r  is superior to others.2t al though she

cannot of ler hinr the vireini t , r  of  her bodr .  she can offer hirn the r  i rgini ty '  of  her soul s ince

she has never trul-r ' lorecl  beftrre.31 Ferlartdo hinrsel f  is of  a superior nature. even t l rou-t l r

onl l 'a \ \ 'oman l ike hersel l  is  able to recoguize i t  and 4) their  re lut ionship.  a l though nt-r t

completel l  devoid of phlsical i t r .  shal l  not be consunrnrated (,5()--51 l .

In contrast.  Femanclo. l ike t l re l l l lator ancl  aut l ror.  is a reader and u r i ter crf  Natural ist

f ict ion. a gelu'e that dis l l isses rr)nralr t ic ancl  spir i tual  ideal isnr as o J ' , r iot ' i  fortrr  of

knor.r , iedge. i f  not pure fantasr.  in order to stud\ ancl  portnrv real i t r '  t ts i t  is seen and

experienced .  Zt-r la exl t la ins the di f f 'erence betu'een tr-atural isnr and Ideal isrtr  i r t  the lol lot i  i r t r

\ l ' i t ) ' :

We natural ist ic novel ists sut-rrui t  each t i rct  to the te\ t  of  crbservat ion arrc l  exper inrent.  u l r i le the ideal ist ic

wr i ters adnt i t  r l ls teLious elenrent\  \ \h ich esc. t [ rc analvsis.  ancl  thelef i r re rernain in the ut tknoutr .

outs ide of  the iuf luence of  the larrs governing nalure .  [ . . . ]  I  duh as idealrsts t l rosc u ' [ .ur  t r rkc ' r 'ef .uge

in the unknor',n 1i 'rr thr. pleasure of bein-c there. u'ho huve u taste hut tbl the n'tost riskr,hvpotheses.

who disdain to subnt i t  thenr to the test  of  erpel intent Lrrrdcr the pretert  that  the t ruth is in thernsc' lves

and not in the th ingi ."  (36-- l l1

Alas echoes this idea in "Del  natural ismo" assert ing that Natural ism. unl ike ldeal isnt .

seeks to present real i t_ i  as i t  is  seen ancl  exper ienced (122)." '  Fernauc' lo 's adhercnce to

Natural isnt  leads hinr in i t ia l l l ' to reproach hiursel f  for  h is ou'n f 'eel ings and behaviors ancl

to conrpare hirnsel f  r l i th the nrost  fanrous parodied ronrar) t ic  of  Spanish l i terature.  Don

Qui jote:  "Apagr i  la luz v se quedo pensando: 'Ai l i , i  va don Qui, lote:  dsta es h segunda

sal ida. . . ' . )  se desprecraba r  se bur lab:r  de sf  propio de todo corazon" t47l .  Unl ike Cr ist i t ra

who rel 'e ls in the ide:r  of  her nen'  spi l i tual  ronrance. Fernando has rnuch more drf f icul t l

accept ing that the exper ience is spir i tual l l  enr ichinc and that he is not s i rnplr  being dragged

intoavulgaradul terousaff l i rb l 'h is iouer inst incts.  \ 'et .duetothestrengthofFernando's

in i t ia l  at t ract ion to the Duchess. he cornes to abundtrn his ou'n wor ldvieu' tetr tporar ih:

Fernlrndo cstuvt l  a lucinado algr in t ier lpo.  L leco rr  creL'r  r -n la verdacl  de lcrs sent in.r ientos de Crist ina

I  a sf  pr t ' rp i r - l  se. juzgir  enarnonrdo: asi  c1ue. de bLrena fe.  busc6 r '  tebusc6 en su inrasinaci6n. l  hast l r

elt su l lentol' ia. alimenttr pala aquelltrs anlores eu clue tan griul papcl desernpeii it lr irn la retorica 1 l lr

netaf is icu.  Dias enteros hubo en (plr ' r . lo pens6. r i r l t i t ' r ' r r  ur t i . r  vcz.  quc todo aquel lo era r ic l iculo.  ( -5 I  t

Thus. at the beginning of their  relat ic ' rnshrp Crist ina clear lv has the upper haucl as

Fernando agrees to accept her conditions and repress his orvn desiles and interpretation o1'

evelt ts.  Whi le the narrator disapprol 'es of Fernanc'kr 's in i t ia l  subrr i ission to Crist ina. he

presents Fernando in a courpussionate manner by showing hou Ihe ) 'oLrng u'r i ter t r ies to
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resist  the Duchess's seduct ion. Crist ina. on the other hand. never quest ions her own

behavior. In this way. the narrator's sympathetic portrayal of Fernando contrasts sharply

with his ironic presentation of Cristina, whose ideals are ridiculed and who is portrayed as

xrrogant. trivolous and disposed to romanticizing and celebrating her immoral conduct.

Fernando, however, is ultimately clrawn back into the Naturalist tradition when he

recognizes htmself in a story his friend tells him at a cati about a man who allows himself

to be strung along by a woman without ever getting what he "really" wa.nts out of the

relationship:

Una noche. Fernando oy6 en el catt a un amigo una historia de amores que, aunque no lo era. se le

antojri parecida a la suya. En ella habia un amante que jamiis llegaba irl natural objeto del amor, al tin

apetecido (tomando lo de fin. no por lo f]timo. sino por lo mejor). Flores se puso colorado: casi crey6

que hablaban de 61. y volvi6 al tormento de verse en ridiculo. (5 l)

Fernando immediately sees that he has al lowed himself  to be dominated and

manipulated by Cristina. He norv believes that as both a man. and as a Naturalist writer, he

must reco_qnize the "natural objeto" of his physical attraction and cease to subject himself

to Crist ina's fanci ful  f ict ion which, t iom a Natural ist  perspect ive, merelv serves as a

romantic disguise for instinctual reproductive drives. Shamed by the awareness that he has

been made to play to the fool, Fernando decides to initiate a sexual relationship with Cristina

rvho. not surpr is ingly.  quickly submits to her lover 's newfound aggression (51)."

After having satiated his sexual desires, Fernando abandons Cristina in order to

pursue the epistemophilic project of making her body signify by turning her into the nruteria

prinn of a Naturalist novel. Thus. in accordance w'ith Brooks's paradi,em. Fernando, having

taken pleasure in the observat ion of Crist ina's body (scopophi l ia),  now yearns for the

knowledge he believes the body can be made to reveal (epistemophilia).r2 Fernando satiates

the former urge physically and the latter prof'essionally by lnscribing Cristina's bocly with

meaning in his text. In this way, Fernando overcomes the anxieties aroused by initially

being penetrated and objectilied by the gaze and the narrative of a woman. This process is

also in accordance with the Natural ist  project as out l ined by Alas rvho claims that the

Naturalist writer must first systematically observe his subject (scopophilia) and then perform

his "experiment" by placing his subject in the controlled environment of the novel, from

which the lesson (meaning) is derived (epistomophilia). While the author must restrict his

characters'act ions to expected behaviors based on his previous observat ion. the author

ultimately creates/controls his subject as he moves irom passive observer to active creator:
"el experimentador viene a ser el creador del objeto que observa" (Alas, "Del naturalismo"

l3l ). Thus, Fernando overcomes his initial subjugation to Cristina by rnoving fiom observer

to creator of the tlocument humctin (Cristina).

While Fernando puts into practice Zola's and Alas's theories on Naturalism,
Richmond argues that Fernando's attempt to convert Cristina into a docutnento humnno ts

a detail that actually disassociates Fernando trom the author since Clarin, in his essay "Del
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naturalismo," criticizes authors rvho make the dctcumento huntano the exc]usive focus of

their  novels (382-83).  This.  however.  s l ight ly misrepresents Alas's arqument.  Alas's

objection is to restricting the topic of the Naturalist novel exclusivell' to character studies

or documentos humanos ("Yo no estol' conforrne con que el principal objeto de la novela

naturalista sea el estudio del docunrcnto ltunnno. ;Por qu6 este lfrnite? Toda vida ofrece

asunto al arte ["Del natura]ismo" 142, emphasis minel) and to creating character studies

that do not go beyond an "an6lisis psicologico. en que se prescinde de todo lo que est6 fuera

delcardcterestudiado"("Delnatural ismo" 143i.  Alas.then.didnotdisapproveof character

studies, but rather felt it was necessarv to examine a character in relation to larger, external.

social  forces. On this point.  Alas actual l l '  agrees u, i th Zola who also insisted that the

Naturalist writer study "the reciprocal effect of societl' on the individual and the individual

on society" ("The Experimental  Novel" 20).rr  hi  fact,  both authors praise Gustave

Flaubefi's Madarne Bovctrv as one of the best novels of all time: for Alas in particular it is

a perfect example of a docLrntcnt hunnin that appropriately studies a character in relation

. toherenvironment:"ErtMadanrcBot 'ary,porejemplo.tenemoslaobramaestradelanovela

en que se estudia un car6cter. no en aniilisis abstracto. sino casi siempre en las luchas

exteriores, en sus relaciones con el mundo que solicita sus pasiones" ("Del naturalismo"
144).'o Since there is nothing in the text to indicate that Fernando did not appropriately'

study his subject in relation to her environment, his conversion of Cristina inlo a documento
humano is in accordance with Alas's view's on Naturalism and actually serves to strengthen
the intellectual alliance between the character of Fernando. the narator and the author.

Cristina's reaction to Fernando's novel is not completely favorable. While she claims
to recognize herself in his portrayal of her ("iCudnta verdad! Era ella misma" [-54].) she
feels betrayed u'hen she discovers that during the course of their short love affarr, Fernando.
rather than lovin-e her. was actualll ' studying her. Appropriately' comparin-e Fernando. the
Naturalist writer, to a doctor/scientist. Cristina relates her experience of reading Femando's
novel to witnessing her own vivisection: "Aquel hombre implacable. artista. sin entraflas,
observador frio. como un escalpelo. la ha hecho la autopsia en vida. y le ha hecho asistir a
ella. lUna vivisecci6n de la mujer que se crey6 amada" (-54). Her indignation leads her to
write Fernando a letter in which she calls him "un plebeyo miserable" (54). therebl' re-
objectifying him as one of her insignificant admirers r,r,ho is not even worth)' of
contemplatin_e her superiority. While AIas argues that the Naturalist writer should never let
his personal fantasies or desires influence the way he portrays reality in his text, Cristina

openly violates this rule since. el 'en thou_eh she recognizes the accuracy of Fernando's

account of her, she refuses to accept it because it does not conform to her ideals of how

things should be.r' By consciously attemptins to rewrite r,r'hat she recognizes as accurate,

Cristina rejects Naturalism in favor of Idealism.

While Fernando is clearly affected bv Cristina's letter which atten)pts to reconfigure

him as a "plebel 'o" ("por algo la miraba yo con miedo" [-5-5]) .  he is able to elude this

objectilication by assuming the last words in the text in o;der to disnriss her accusation as

a feeble attempt at self-defense. While it is true that Cristina never gives up the empowered
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positions of seeing and writing, the narrator and author attempt to position the reader to

reject her version of events over Fernando's since she rejects Naturalism (reality) in favor

of Idealism (tantasy). Thus, with his return to a Naturalist worlclview' Fernando not only

overcomes his initial subjugation by dominating Cristina sexually and textually' but also by

allying himself with theii,.r"ry critics of his time. who' within the text' receive his novel

favorably, and with the author. whose short story shares much of the plot of Ferntndo's

novel.Thus.al thoughCrist inatr iestoresistobject i t icat ion,sheisul t imatelyconvertedinto

a eloctrntento ltuntano an6 her body is inscribed rvith meaning both insitle the story (tn

Fernantlo's novel) and Within the titerary cAnon (in Alas's short story)'
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NOTES

r" iQuc del icadeza de sent inr iento.  qLr i  c i iv ina roluptuosidacl .  que car idat l  subl ime. t lue di : t inci t in.  en

sumahabfaen preferirba.jarse a conlcnrplaf el ntfsero gusano v despreciar i t  la '  estrel las dt su cotle ir t terplanetarial"

{44).
l  For an explanation rr l 'Comte's theon of the three phrtscs of knor, i  ledgc or thc "La\\ ol Three State r" scc

Mautner( l ( )2-03)and Standley (31t.  For arr  explunat ion o1'Claude Bernarr l 's  r ieus on the evolut ion of  t i r rnrs ot

lnorvledge see Zola. "Thc' Experinrental Norel" ( j3-34) ov "Ls 11rn-ran exferinrentr l" (- l l  ) .
r  "Si lc terrain dLr mddecin experrmentateur est le corps de l 'honrnie dtns le phdnornenes dr '  scs organc:.

l l 'dtat nomral et a l 'dtat pathologiquc. notre lerrain ir  nou5 s51 dgalenrent le corps de I 'hornnrc dans se. phdnomencs

cirdbraux el sensuels. I  l '6tat suirr et a l 'etat morbiclc ("Le ronran expir iurental" - i [ tr .
a "L'homme m6taphy'sirpc est nron. tr)ut notfe terrain se transfornic arcc l 'honrnre phvsioiogique" ("Lc

roman expdrimental" 52 t.
:While Alas clainls that Natural isrn does not ainr l()  con\crt art rnl() scit-nce ("Se Vcr; i  quc el nalural ismr. '

no quiere convert ir  en cicncia el arte. por nri is que esta asprraci6n extrana l larL'zca scdueir al cr i t icr.  \  no\ el i \ ta.
qur '  he de nombrar tantas veces. al  c i tat io Zola" l "Del  natural isnro" I  l ( r l r .  he supfort \  the appl icat ion of  thc

experimcntal method to l i teraturc: "Hoi. e I  l rccho. el dato clc la oLrse rvacit lrr .  el  lesu]tackr dc la erpcriencir t icrcrr
una importancia superior a la que lo-grarc'n cl) otros t ienrpos: r los nrisn-ros que se oponen i t  r lur '  el  andl isis de lo:
datos del sentido sea el inico mc<todo reconocen que por las condiciones generales dc la i  ida presentc. del grado

decul turaysurnodopecul iardebcpredomiuaresenr6krdo. [ . . . ]  Estedesconhardelaideal izaci t in.esteprur i t , ,
de recoger 1, estudiar los datos sensibles. est l  tendencia general a ocuparse en la r ida real.  corr sus pormell(rref.
gue t ienen mds interds del que suponc un ideal isnro sin valor ' .  toda esta tendencia general la representa en el arte
el natural ismo, v por esto es el rrodo artfst ico propio de nuestros dias" ( l16;.

6 Zola uses the temr do(utn(nts huntuins to speak both ol the data col lectecl f l 'crrn the obscrr at icrn of re al
human sub.iects ("You are either an observer uho gathers together hunrun dutu or vou are a poel *hcr tei ls me vour
dreirms" ["The Novel" 2(r5. enrphasis mincl:  "Ou vous Otes un obserr ateul qui rassemblez des doc'unu,nts huntun.r.
ou vous 6tes un podte qui me contez ros rdves" l"DLr ronran" 261 . ernphasis minelt:  rLnd 1o rvhat the natural ist \ \  r i ter
creates from his observation of lutt turt ddtu (Ot1 the contrtrrr.  take facts. l i rcts thut lou ha',e seen around vou.
classify them according to a logical order. f i l l  up the gaps b-v intuit ion. obtl in the marrelous resr.r l t  of giving l i fe
to hunnn dcln" ["The Nolel '  263. emphasis mine]:"Prenez au contrarie des faitr  rruir qrre \ ' ()u\ avez obserres
autour de l .ous. class6s les d' iLpris un ordre logique. comblez les trous par l ' intuit ion. obtenez ce nervei l leux
rdsultat de donnel la vie a des dttcuntents huntoirt .r" l"Du roman" 2-59. emphasis mine]).  \ i 'hat is nrosl irnl>orlant
to understand about this tenn, \  'hich serves as the t i t le of Alas's short stor\.  is that Zola agreed u' i th NI. de Goncour-t
that al l  great books uerc'character studies. or human documents: " lM. de Goncourt]  adds that hurnctn data alone
make good books-'books *hich set mankrnd. as i t  trulv is. standing squarel l  on i ts leg. '-an opinion rrhich I
have defencled tbr -years past" ("The Norel" 27i).  emphasis nriner: "[ \ '1. de Goncor.rrt l  a. joute que les dt 'cunrcnt.s
hunrt ins font  seuls les bons l rvres. ' les l ivres oir  i l  1 'a de la vraie humanit6 sur ses. jambes' lopinion que je di fends
depuis des anndes" ("Du roman" 266. emph:rsis nrine). This. as we shal l  see. is trne of Zola's ideas that Alas
expktres in his own essal "Del natr-rral ismo" and that u i l l  be of ccntral imponance in his storr.

T ln this scene from l l4adunt Botan Enrnra and her lor. 'er. Leon. r ide around the city a' l l  dat in a crlr ia-qc
withthecurtainsdraun. \ \ 'h i lethereader isnotpr i r l ' torr ,hat isgoingonirrs ic lc. th isrestr ict ionof informat ionis
verysugsest ive.  AccordrngtoCdrardGenettethisscencisanexampleof ruseof"extcrnal  fbcal izat ion"for" the
reason of propriet l  (or the roguish plai u i th improprir ' t_r ')" (  I90r.

I  In San Juan de la Cruz's "Ciint ico espir i tual" the bride (rcpresentrnc the soul. and sonretimes the Church)
goesinsearchofthebr idegroom(represent ingJesusChristr .  Oncethel  areuni teclandnr l r r ied. thescrul t 'ecls
protected and coniplete.

" "Nous. dcriVains natural. istcs. Irous sottnrettons chaquc fait  i  l 'otrscrvation et i  l 'c 'xpir icnce: tandis clue
les 6cr ivains iddal istes admettent dcs inf luences mvster ieuse dclrapplnt  I  l 'anal lse.  et  restenl  dds Iors dans
l ' inconnu. en dehors des lo is dc la natule.  1. . . ]  . i 'appel le id ia l is tes ceux qr-r i  se rdfugrent dans l ' inconuu pour [e
plaisir d-y'6tre. qui n'ont de 

-roOt 
que polr l  les h1'pothises lcs plus r isqutjs. que didaitnent de les sournettre url

contrt i le de l 'erp6riencc. sous prdtexte clue la vdri td c-st en eux et non dan' ler chosc's" ("Le roman expe<rinrental"

-r4--1t )
r ' '  "Final idad [del natural isnro]: la verdad dc lo real tal coutr es. N{edicrs: la otrserracit in de los datos

minuciosa, atenta. sistemiit icanrente estudiados: y desput<s en la conrposici i ln la erperinrentaci6n. quc es l l  que da
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l r  enseiaza. el resultado, que es la obra del arte despu€s de la gestacicin y de todos kts trabajos preprratorios. El

ideal ismo niega ese prop6sito: la verdad tal como es; y niega los meditrs, que nunca en i l  sort cttmo deben: la

observacit jn y la experinrentacion" 1' 'Del natural ismo" l15-26).

'r  Among the many clues in the te.\ t  to indicate that Crist ina herself  r lav not actual ly bel ieve in the spir i tual

romance she has created is her revelation that she rvas somewhat surprised and disappointed that Fernando actually

agreed to have a non-physical relat ionship with her: "La duquesa habia agradecido a Fernando su del icadeza.

aquel respeto a la base {".  pero no clejaba de parecerle extrafro, quizd un poco l-rumil lante, acaso algo sospechoso

ese t irme cumplimiento de convenciones que. al t in, no eran absolutas, segfn el mismo te\to de la ley; repito que

ella agradecia esta conducta tan confirrme con su icleal,  pero no la hubiera espertdo" 1,5 l) .
r :  According to Alas. "La experimentaci6n es la observaciSn preparacla en que el observador coloca los

hechos. los datos adquinclos, en tal disposici6n. que les hace dar alguna ensei ianza acerca del punto que 6l Pretende
dilucidar" ("Del natural ismo" t30--3 l) .

r r  " le t ravai l  r6ciproque de la soci i t6 sur l ' indiv idu et  de l ' indiv idu sur la soci i t i "  ("Le roman

erp€r imental"  l8)
rr Zola cites Flaubert's ,\laclctme Bova4; as an example r:rf a work that appropriately uses description with

moderat ionbecausei tenhances,ratherthansubmerges,thecharacter("TheNovel" l3,5;  
. 'Duroman"13l) .  He

concludes by saying: " l  would counsel anyone to study Gustave Flaubert.  tbr descript ion or for the necessary

paint ing of surroundings, each t ime they complete or explain a character" l"The Novel" 235); "C'est dans Custave

Flaubert que je conseil ie d' i tudier la descript ion, la peinture n6cessrr ire du mil ieu. chaque fbis qu' i l  complbte ou
qu' i l  expl ique le personnage" ("Du roman" 23 I ) .

r i  According to Alas, "No ha de' intervenir la voluntad del autor para determinar Ia lccidn del cari icter en

tal o cuir l  sentrdo, porque esto serla volver l l  ideal ismo" ("Del natural ismo" l3l).
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