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Who are they, and what are they about — these legions of ancient southern and
eastern gods and goddesses, angels, devils, heroes and heroines who have refused to
bow off the stage of a Christian civilization? They keep returning, sometimes disguised,
their number augmented by fresh cohorts from the northern and western, the Celtic and
Germanic realms, as well as by visitors from more distant pantheons such as the Hindu.
Although Renaissance savants began to approach this complex question in ways that
eventually would foster our modern analysis of myths, a further complication swiftly
overtook such efforts. Their coworkers, the poets, brooded forth that mysterious cons-
tellation of Renaissance figures whom, in retrospect, we recognize to be ancestral spi-
rits of modernity.

The magnificent Baroque tester and quester, Shakespeare's Hamlet and Cervantes'
Don Quixote, arrived on the scene shortly after the philosopher Montaigne had begun
exploting the perplexing twists and turns of his own consciousness and of the cultural
record of humanity in a quirky new genre dubbed essays. Through and with Hamlet and
Quixote, European readers were already probing the reliability of human judgment and
the nature of the imagination as the Age of Reason spread its peacock fan.

A full century before the ink dried on Bacon's and Descartes's respective treatises
on an empirical and a rationalist method to strive for certain knowledge and to reassess
the human heritage and purpose, one of the radical doubters of the Renaissance, Cornelius
Agrippa of Nettesheim, had recommended such a complete revision. The ears of Re-
naissance cognoscenti surely tingled when Marlowe's rebel Dr. Faustus cited Agrippa
as a model of self-empowerment for aspiring minds. Hamlet and Quixote reached their
respective tragic acceptances of natural and divine law in the fifteen-year interval at the
start of the seventeenth century between the horrible finishes meted out to impious
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Faust in Marlowe's play, as in the original chapbook, and to Don Juan in Tirso de
Molina's play. Confident that a more responsible culture of doubting had dawned. eigh-
teenth-century philosophers appropriately modified the rationalist program for the re-
education of the human race. Yet Hamlet, Quixote, Faust, and Don Juan lingered on
into Romanticism as embarrasing memories and their paths crossed even more
quently in art.

Have these fictional characters been driving the process, or has, rather, the sheer
volume of critical commentary on them been responsible for their persistence? In order
to grasp the obvious paradox that, collectively, we participate in an open cultural con-
spiracy keeping them alive, we may appreciate but do not really need pointers from
newer anthropologists like Claude Lévi-Strauss, who has suggested that Freud's theory
of an Oedipus complex is simply one of the latest crystallizations continuing the an-
cient myth'. Cervantes long ago confirmed this composite lesson of the Renaissance
anticipating Lévi-Strauss. In creating the anti-romance Don Quixote in the wake of
Ariosto and Rabelais, and thereby founding the self-critical modern novel, Cervantes
recapitulated the troubling discovery that when you fight the Middle Ages and ro-
mance you perpetuate them in cultural memory. Rabelais' joyful mockery of our stulti-
fication during the supposed epochal downhill slide of the Middle Ages, which Renais-
sance humanists sought to reverse, gave way in Cervantes to that bitter-sweet self-
ironization about our medieval addictions that has been the hailmark of critical huma-
nism down to the present. When Quixote dies in Christian humility, abjuring his desire
to restore the phantom of romance, we along with the bereft Sancho feel a pang of
regret that the dream-spawning noble clown is at last beaten into submission by the
laws of life.

Shortly before Catholic Quixote's first sally, Hamlet, a student from the then fashio-
nable new Protestant University of Wittenberg, electrified audiences by being fated to
peer into the abyss of human life. A humanist princely questioner who knows what both
a king and a clown are, and who unifies diverse roles as the axial protagonist of late
Renaissance consciousness, Hamlet reaches the ripeness, the «readiness», at the limits
of the knowable, in his encounter with otherness and the uncanny. Perhaps their human
fallibility in their respective struggles have made Hamlet and Quixote less irritating
companions than Faust and Don Juan to the ensuing centuries. This long train of se-
cond thoughts has, of course, considerably colored our views of them. If Hamlet's and
Quixote's respective submissions to superior natural and supernatural reason has ren-
dered them less troubling, by the same token, sheer obstreperousness in their earliest
ventures in literature may well account for the disproportionate effort required to domes-
ticate the anti-heroes Faust and Don Juan over the past some four hundred years.

And no wonder! The Faust of the late-sixteenth-century chapbook pulsates with
humanist self-assertion so extreme that even the acknowledgment of it constituted a
threat to readers then and later, including supposedly «enlightened» beneficiaries of the
rejection of old orthodoxy. It is plausible to argue that as a libertine Marlowe manipu-
lated the chapbook's fascination for the prideful magician so as to cloak the Renais-
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through of the Western principle of the paramountey of individu
Don Juan, then, chal lenges frontally what we celebrate on Valentine's D
we see Shakespeare's play Romeo and Juliet. For the Western love ethic posits that mey,
and women can aspire to be more than sell-interested animals. As Socrates taught in
the Symposium as a disciple of Diotima and Petrarch in the Canzoniere, inspired by
Laura, love educates and ennobles its servants, Now, as soon as Don Juan first appears
on the European scene — we have no proven earlier version of him than Tirso's play
fromabout 1616—a perplexing doubleness attaches to his fiery drive to possess women
generically, not individually. Although Tirso exhibits nothing comparable to a Marlovian
hidden agenda, his play conveys more than the condemnation of human inconstzmcy,
transitoriness, and confusion, more than a dose of obdurate sinfulness. This is proven
by the variety of responses to the Don Juan figure, which Leo Weinstein in 7/e Metq-
morphoses of Don Juan and Oscar Mandel in The Theatre of Don Juan have helpfuily
surveyed, right into the second half of our century?. If we then trace one revealing
thread in the fortunes of this myth — the recurrent struggle to domesticate Don J uan, g
struggle perhaps successful in certain cultural areas as our century ends — what does the
domestication of the trickster-seducer reveal to us?
To end El burlador de Sevilla y Convidado de piedra, Tirso demonstrates that the
King of Castile's reaffirmation of marriage is congruent with dispensing justice. Not
Just the females, but also the males who have been duped by Don Juan, that is, end
gered by the sexual principle, are reintegrated into a sanctioned social order. Octavio
can marry the disgraced Isabela as a «widows now that her ravisher is deceased; and
the Marquis de la Mota can finally take his cousin Ana who almost qualifies as a
«widow», so close did Don Juan come to success under his friend's borrowed cloak.
This squaring of the books is prepared when, in place of the king as patriarchal autho-
rity figure, the statue of the dead Commander inflicts on Juan as foretaste of hell the
burning which we have seen Juan cause in Tisbea in Act 1, soon
Isabela. Instead of Venus arising from the waters, a masculine incarnation of the power
of love, Don Juan, comes to the proud fisher maiden out of the sea and engulfs her in
flames. Tisbea, who moments before has vaunted to be «sola de amor esenta» (the sole
girl not ruled by love, line 378), is anxious lest he be a wily Odysseus, her personal
«caballo griego» (Trojan horse, line 61 3) and she the foolish city that opened its gates”,
Reciprocally, in the final analysis, Juan's shipwreck in the feminine element proves (o
be a permanent condition. Using Petrarchistic rhetoric to snare her when he awakens in
Tisbea's lovely arms, he speaks the truth unawares: «Vivo en vos, si en el mar muero»
(I'live in you if I die in the sea, line 584).
[n their attempts to steer the course of events more humanely by prudential con-
nivance, once passion has unleashed the ugly incident of Duchess Isabela's mistake,
both the King of Naples and Juan's uncle Don Pedro undertake woefully inadequate
measures (o cope with the eruption of the natural forces we witness. Of course, Don
Juan's behavior is the extreme case of this self-serving approach by the aristocratic
elite, which the King of Castile, too, collaborates in during Act III. Tirso readily plays
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gives it to him «pour 'amour de I'humanités (for the love ol Mankind, 748) when out of

genuine piety the beggar refuses. Juan's natural generosity extends to spontaneous|
defending an outnumbered swordsman who turns out to he Elvira's duty-bound, pur-
suing brother, Don Carlos. When the grateful Carlos offers Juan the opportunity (g
make peaceful reparations throu gh marriage, Juah clearly conforms to the beggar's
example by refusing to compromise on his own code as a libertine noble. That firmness
is not shaken even by direct evidence of a supernatural power in the encounter with the
statue. Juan's defiant answer is to invite his murder victim to supper. The Roman garh
of the statue suggests both paternal authority and classical virtue, The worldly paralle]
is clear when, in Act IV, Juan's father rebukefully declares: «Je ferois plus d'état du filg
d'un chrocheteur qui serait honnéte homme, que du fils d'un monarque qui vivroit comme
vous» (I would have more regard for the son of a porter that was an honest man than the
son of a monarch that should live like you, 763) and proposes to check his criminal
conduct. In Act1V, we shiver at Juan's ruthless Oedipal aside, «Eh! mourez le plus t6¢
que vous pourrez» (Die as soon as you can, 763), and at his long speech on the political
uses of hypocrisy, the age's most fashionable vice. His mastery practicing it on his own
father in Act V gives us the full measure of his subversive potential. In Moliere's hand,
Juan's detailed analysis of how «sous cet habit respecté, (les vicieux) ont la permission
d@tre les plus méchants hommes du monde» (arespectful outside licenses the wickedest
fellows in the world, 771) becomes a dagger to penetrate the moral hollowness of his
times. We hear a genuine libertarian protest through the mocker's exposure of social
dissembling.

These underground currents are all the more interesting in the light of a transfor-
mation that appears in counterpoint to Juan's macho generosity. In ActIV, Elvira visits
to announce that out of earthly love there has emerged in her «une tendresse toute
sainte, un amour détaché du touts (a tenderness entirely holy, a love quite detached,
764); she wants to save him, with the intention of withdrawing again into a religious
retreat; and she begs him, «ne me refusez point votre salut» (don't refuse me your
salvation, 765). Juan feels a tiny flicker of his old flame at this but continues on his own
course. Elvira's grasping for the sublimation of desires — perfectly in accord with the
major Western tradition of the educational ladder of love — will provide one of the
major weapons that lesser playwrights cagerly take up in the struggle to domesticate
Don Juan. The paramount exam ple is, of course, the sentimentalized drama Don Juan
Tenorio(1844) by the late Romantic José Zorillay Moral, who allows one of the seducer's
victims, Dofia Ines, to save him by the power of her love founded on total self-sacrifice.
The main action on a terrestial level climaxes in Act IV of Part T when Don Juan
acknowledges his love for the wronged Ines, convinced she could redeem him through
her goodness. But her outraged father Don Gonzalo scorns his contrition as a cowardly
dodge:; forced to kill Don Gonzalo and Don Luis and feeling heaven's gate is closed on
him, Juan leaves Ines behind in the hell of worldly life much as Faust abandons Margarete
in the dungeon at the end of Goethe's Faust, Part 1. In Part [1 of Zorilla's work. we enter
not a complex symbolic affirmation of human striving as with Goethe, but a Baroque
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Person» (would the poet never had woven me, too, into the play as dramatis persone,
72). We are listening ~ need I say it? —to Don Juan himself who reveals that for many
ages of man already he has been striving to escape from the director's control, painfully
aware that «ich hier unten schon viele Jahrhunderte als Akteur gedient habe und eine
von den stehenden italienischen Masken bin, die gar nicht vom Theater herunterkommens,
(I' have served many centuries here below as actor and am one of the standard Italian
masks which never step down from the stage, 83). Despite seeking refuge in insanity,
Don Juan is condemned suddenly «wie in einen unermeBlichen Abgrund, in dem dje
Zeit wie ein unterirdischer nie versiegender Strom dumpf dahinrauscht» (to peer deeply
into myself as into an unfathomable abyss in which time is rumbling on as a never
exhaustible subterranean stream, 84); he can never escape his role. Don Juan next tells
his story to Kreuzgang in the form of a savage commedia dell'arte farce, to a Mozartian
accompaniment, the music from Don Giovanni badly executed by village musicians,
The protagonists, Juan, his brother Ponce, and the beauteous Columbine, are mari-
onettes, while a malicious clown, Jackpudding, acts as fate and chorus.

In the next chapter, Kreuzgang translates this nocturnal farce for us into a more
prosaic daylight genre preferred in the mendacious bourgeois age, that is, into a sentj-
mental tragedy. In this version, at first unknowingly, two brothers struggle murderously
over their own sister. But it remains at bottom the same terrifying account of Oedipal
desire and violence. The watchman hears Mozartian music repeatedly as he explores
the hidden face beneath the mask of his times in this initially mawkish, then increas-
ingly gothic and horrific tale. It sounds again in a later chapter when he finds that the
town's last noble soul, therefore starving, has committed suicide. This poct dangles in
his garret by the cord that bound the manuscript of his rejected play Man: A Tragedy,
Through the wachman we are able to read its Prologue, spoken by the clown, which
comes in the middle of the action, thus effectively at the end of our human story, be-
cause here the drama falters. The reason is explicitly stated: in the Romantic age, under
the reign of reflexion, we pass finally out of the delusion of a tragic stature inhering in
the human story and beyond belief in immortality into the truth of farce, into insane
laughter, hurtling toward nothingness. The clown analyzes the triumphalist moment
when European idealism proclaims humanity and world history to be God. He exposes
this pretentious claim (it will later provide the core of Hegel's philosophy) as the gigan-
tic, the axial lie and confirms that «der f)dipus, der Mensch, nur bis zur Blindheilt, nicht
aber in einer zweiten Handlung zur Verklarung fortschreite» (that man, that Oedipus,
will progress only as faras blindness, but not in a second plot to transfiguration, 142).
Kreuzgang identifies in anguish with Hamlet, because Hamlet has appeared in cultural
history on the boundary between kings and clowns, tragedy and farce. As the novel
teaches us, Oedipus, Don Juan, and Hamlet are stages in the consciousness of a crea-
ture who is sliding down a Viconian ladder of values from the divine into the absurd.

Of course, many other Romantics helped the Spanish macho Don Juan metamor-
phose into a representative of rebel consciousness that dared to pierce the veils over the
mystery of life. One of the most fascinating was the multitalented artist Hoffmann who
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i " his ames. In the
advertised his Mozart idolatry by adopting Amadeus as one of ]11_5 0\:}11 n ]é”:‘]v“p;: !:ql'en
d:)l' «Don Juan: Eine fabelhafle Begebenheit, die sich mit einem reisenden Enthus (LH:Q
" éra%n» (Don Juan: A Fabulous Adventure that Befell a Musnc hnl:lnlhhlmi'(];:w-inl.:
f'ru.-%\eeh} Hoffmann's narrator in 1814 recounts the flrc;m:n-llkc c:lcpm l{‘-:llt;::‘ (; k. ;! ,cf:

,“iicd.b.y Donna Anna while he is attending a production of Mozart's t?pti,ra ¢ I?" ¢ :1
s 16 1 - - S ._‘-.- R
- nito ossia Don Giovanni (premiere 1787 in Prague). Thlh. Music {..ulu,ht,al‘ns i lft.:ou);
;f‘ 1 her the secret that she pursues Don Juan in order to bring peace to her .‘\-{)lll[.,'tl 5
f;olqumed with raging love because «Nur Er, nur Don Juan, k_onmc (?I'cn wol 1;.\?11&11
(\"::"lll\ll'l"-il'li'l in ihr entziinden, mit dem sie ihn umfing, der mit der uberijufcm!get
‘q[ﬁ‘rcndcr Wut hollischer Geister im Innern siindigte» (he alc!ne. DFm l.[l]cll'l.‘il o1 e
mL‘Id awaken in her the erotic madness with which she cmbrac;(‘:)}:ng - hl;;] ;J\; 0 .Sl:l!]]lt_ ;
e iver ' ish spirit in him . Yes, Hoffmann ha
i i estructive rage of hellish spirit in him, 9: nar

h the omnipotent destructive 1 rmh s Yes; Hol s
;N:[l'he cat out of the bag; somewhere between the lines, .\mnc\}rhue ;Ihr.slagc n:n 1l :::,5
5 , - in passionz '0o Don Juan. This com &=
i { ibre i a gave in passionately to .

s of the libretto, Donna Anna g _ . Liilice
1{'3)':' with the character from Mozart's work, accessible only llunlugh lh(.: muls.l(.. :)Il):nq
i ‘ i stery of the antihero's transformation. In an arro-

arrator's ming terpret the mystery of the anti S e .
the narrator's mind to in . oo s At
ivi ike perf Don Juan has rushed from .
striving for godlike perfection, ; ook
ot i i i as passed beyond the hope of ever stilling
: ter satiety, has passed bey _ _
woman o another into bit gred | sl it )
in fact ag: hough of such a relz P,
i love, in fact revolts against the very
own longing through : ‘ ; O
i j as a4 way (o outrage Nature :

isting such a delusion at every opportunity as a way _ .
s il desting i ; achieves «ein herrlicher Triumph

y rue ashi > happiness of lovers, he achieves

tor. By cruelly dashing the s of ok jeves wer mph
?ibcr ieflc feindliche Macht, die iiber ihn immer mehr hemu&ht,.htk‘ll.u? c%em bc-cniﬁrrim
e i iiber schopfer! — Er will auch wirklich immer mehr aus
iiber — iiber den Schopfer! .
Leben — iiber die Natur — il . . g e
i inab zu stiirzen in den Orkus» (an exa
dem Leben, aber nur um hina Ty
i § ai educer forever above our narro , abov
hostile monster, and raises the s . A e
it i ires more and more to transcend hife, only
above the Creator' He really desir B
i is simply too bad that Donna Anna is the
deeper into Hell, 94). It is simp pigthe feminipe courtrpent
i ow, as the deeply wounded cre :
to the bitter seducer, because now, eepl; . ! oAt
really embrace an ordinary husband, she «sprichtin gehelmhcn !}nlgl‘ylﬁ::ll:l.nlg oY
S zi ene innere, alles Irdische verzehrende Sti g
derbarsten Beziehungen, jene ini 2 repde Sy i
aus» (expresses in secret harmonies, in the most marvellous relations, that inner sta
the ly happiness, 96). .
the soul that consumes all earth ‘ . —
In retrospect, after Bonaventura and Hoffmann, Don Juan's Iol@e}r) 11}1;6 tlpfdte;ie"l;;l; X
’ . M 1 u l
fimi -standable and a relatively simple job. .
as a criminal rake seems an unders fe Ve SImpLc] e
: ' al fer 5 ate of perturbatio
i i 1 that the eternal ferminine 1s in a ste .
chapters of his adventures revea ( SL e
i i ospects for job satisfaction a .
and desire worse than his own, the pr S i ey
ic playwri istian Grabbe actually brings the two archetyp
late Romantic playwright Christian A N R
i i spli g sciousness in his tragedy
g - as rivals representing a split modern conscic : /
ders together as rivals representi e
“aus ondemns both Faust, the more cerebral cha
Juan und Faust (1826). He conc : L
i irratione nent of the life-force, because o3
ideal, and Don Juan, irrational expo | B e
i -eal, constitute a mutually irreconci
God and nature, the ideal and the rea , ‘ o
and are equally inefficacious as meaningful pathways. George Bernard Sh
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thing reassuring to add as the next century starts. The banner allusion to Nietzsche ip
Shaw's Man and Superman (1903) tells us much about the context in which we shoulq
place his particular modernist domestication of Don Juan, and the witty dream-play set
in hell within Act Il confirms the new twisl, Through dream, the rebel entreprencur ang
socialist reformer John Tanner reexamines the logic of the career of his namesake Juan
Tenorio and admits that he is now an aspirant for heaven, but a newer kind of hcaven,
where boring human beings have no place because «you live and work instead of play-
ing and pretending»; it is the «home of the masters of reality», a refuge from an «earth
which is the home of the slaves of reality»*. In Hoffmann, Donna Anna is eternally g
vibrant young woman; in Shaw, she discovers herself in old age as a tedious crone in
whom lingers the mind of a vapid vamp.

Late nineteenth-century art and literature witnessed a rebirth of the femme fatale
and a concomitant rise of the theme that the glory and cruelty of life were interlocked
Artists like Huysmans and Wagner popularized the views of the Romantic philosopher
Arthur Schopenhauer who, in 1818 in his treatise Die Welt als Wille und Vorstellung
(The World as Will and Idea), taught that human existence is a tragic captivity to the
«will» or «life-force»; and that, even though certain individuals gain deeper insights
into human suffering and joy, we are driven by the imperatives of the survival of our
species and directed from the ultimately ungraspable unconscious. To improve on
Schopenhauer, Nietzsche proposed a creative affirmation of nature's inexorable laws, a
vitally heroic and aristocratic reshaping of values in an era whose false, sickly values
he thought were hollowed out to the point of collapse. The combined vogue of
Schopenhauer, Wagner, and Nietzsche fed so-called «decadents writing of the fin-de-
siecle, for example, the works of Gabriele D'Annunzio, which embraced cruelty and
death as necessary elements for heightening existence above the herd mentality.

In contrast to Nietzsche's inherent misogynism, his Austrian contemporary, Leopold
von Sacher-Masoch, celebrated the superior power of the feminine or natural principle
and of male subservience to it in such influential novels as Venus im Pelz (Venus in
Furs), which swept Europe in 1870. Pitted against this new feminine truth as well as the
secret purposes of the unconscious, many male protagonists of important early twentieth-
century works discovered their subordination to life's larger design. Joyce's Ulysses is

perhaps the best-known playful revaluation of the age-old heroic tradition of Western
literature. The main male protagonists — Leopold Bloom (the suffering cuckold named
after Masoch), Stephen Dedalus (the artist-elect who broods over his failure to be a
Nietzschean superman), and Blazes Boylan (the relentless seducer whose name recalls
the heat and fire of the Don Juan tradition) — can never fully grasp or displace the
inexhaustible reality of the All-Mother whom we meet in Molly. While Joyce couches
his daring revaluation in a benevolent Rabelaisian humor, Kafka practices a grimmer
surrealist masochism in stories such as Die Verwandlung (The Metamorphosis) in 1914.
There Venus in Furs puts in her appearance on page one, in the guise of a magazine pin-
up, as the goddess to whom the wretched traveling salesman Gregor Samsa is being
sacrificed. The elusive but triumphant feminine principle is often openly associated
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with Masoch's Venus —appearing, for exum[;le. in []w vﬁom;l:::lt I}r?gs:::::::llign: :}[Ih(::i;ll:i
‘oust's 016 de chez Swann (Swann's Wa 013; se,
i 'M'iwdIE’lt:(}a"::—‘t:c{?:if;;;”({fI(:i(\\:j;:;(fsl‘]::cllfu in ThonutsyMunn's Der Zauberberg (Tht:‘
g‘,hlhl.l'i}_l ﬂ lflin) i‘n 1924, With women of their mettle on the scene, the l_iicralurc (?Ji
Ma%;.?::;“ilil I(ru'dly a c:(m};',cniul place for Don Juans, let alone selfsacrificial, parodic
moc s he ¢
b « a few years after Proust's and Mann's masterworks, Hermann l~IcsfSt‘_:'s |lmvcl
g -::::'.j;!}'( l‘)y27:) Itakes note of the puzzling (.lecli.l.ae of meaningful nutscuti'l|‘n\:ly’m‘1i‘1e
e sntieth century. Its inner narrator and title figure gradually recognmu.l‘lml asa
early‘thcl“I I'm-ln imclle.cmal he represents the preponderance of worn-down I-amfanyn
;11(:tl§rll ’-m'c'l‘l human vitality. In dream-like processes, a resentful Stcppenwull dis-
S f“’ﬁ' ll t:'u- from being the monumentalized culture hero of his nation e.mt.l t{}us
S vt l‘;‘] ,lc‘-ld the poet Goethe had and has a mysterious hermetic and (.il.(}l'lysmll
clfct:llf’t_« : (wi‘lh‘lit'c and creativity. Hesse revisits and intertwines two traditions de-
cmmt’.‘-t:l;(ll.“ m Romanticism, as he reconsiders the last moment when a Faust or Don
smndfilt'll Ir:ul force. One tradition is the recognition of the link between laughtgr and
Jm.“ll f\.vlil (:u‘r the unconscious, a theme that passed from Jean Paul, m"er.B_zu_ld:?!:.urc .‘l.n
i :un "lllt‘] Freud. The other is the reverence for Mozart as the demiut gic instrument
ﬁﬁ:ﬁigh \:.rhich the entire range of the |i|-e-forc‘c. fi rom lhn:? anigchcA to g:;,(t:ﬁ?z:,;f\,
pressed itself in the age of Goethe. Don Juans} hellish la.ug 11(?rl1|1d_ " fn ornft-:
msmuted in Hesse's novel into Mozart's Ccl.esll‘d”iﬂ‘lghlt’:l over the l‘\r’ll?{‘,]. e :
isE aves us with Steppenwolf's confession of his humiliating failure to ‘u:.k_nuw
Eelf:: l:::{::;?nll:nl of lt;e zlrrjxiil‘ogyllc, at the climax of his psychedelic experience in 1!1?
i:;azv,ic Theater. The ringing laughter of quam cuscade:'; (wcT Slep\l;'c]nw'(:!iblﬁflly w‘ll\u:
redempltive reminder, an inspirinlg 1‘elp.mn|'. ;m‘d ‘:;i:ﬁ;::::gu l:nl;[::] L Ii:s:g; o [:;1;);,«;"-;?
e [, we can hear Mozart laughing —and whe s it mez loz
a;&%:::::n 1:5 reader of the twentieth century feel a yearning ln‘ C?~n11wlmil[:fc‘:;nh that
remote mind, like part of the mind of God, l-hu.t subs_un_ws Dun;! 1‘1(.111‘ s -‘.‘?E‘“ ct;ouwm
We are only doing what the religious u?xls\‘.ienuahsl zujd bXI.‘a—l;I}%ldE!.l.l S;r;()r)al;c
Kierkegaard did when in 1843, in his meditative essay ‘I:nfcf:.-l{:. er ;m:maTirw ‘;\.—cr
probed the mystery of love and reviewed the whole F)()n Jufm trac :um:, from m.emmi‘
Moliere and Mozart to Grabbe. This scenmr:Jd na-.v.s.c(l;llall m{l]“:[:]gt::sd\:;‘i{:;:] {;:;*T]w m{;d -l
> the ivalent facts warriage and to understan o _ :

::'1|[1111:nai]::t’|lx\:]:}:ltzril;rl:::ﬁ:‘ tl:a].! caugi%l between the po!e_srilies f’f ueslh_cuu amllcllhlgta‘l
cunscinusnc:;. Kierkegaard unashamedly follows Hofhpann in Ecw;:rmg' I::I:TT;:::“*[;LI
virtual god and Don Giovanni as perhaps li.'lc closest lhlt:l}_l.lh ‘guu:mﬁl:ae "‘(;CE“ e
have in our paltry times after Homer, the _B;blm and Shflk@é\f)edl’c. n o ]ep“ d-u};-‘;ge{[
Danish sage anticipates much that Rilke wll! have to say dhou\l :v.olmr:in i .1 il.}.‘ m.L | u;[m-y
by the curse of reflection, more capal)_lt:_: ;1 love, u}c ;:i:?lphgiuizng :}.d :‘:’ii[( e
ragment Kierkegaard is granted any gift but one sole | Satid headdresses
:i:l?:: ]:: lva: I ows:i‘Hﬁisl:erede Samtidige, jeg vaelger een Ting, ill jeg a(;u‘dl ;tt:glt: l\;;
Latteren paa min Side’. Der var ikke en Gud, der svarede et Ord, derimod gave sig d
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til at lee» («Esteemed contemporaries, I choose one thing: always to have laughter op
my side». Not a single word did one god offer in answer; on the contrary they
to laugh)”. Thus our challenging consciousness of our own human conditior
doxically connected with a divine realm.

The variant expressions of the anti-Romantic strain in the nineteenth century fag-

all began
118 parg-

cination for Don Juan include the young Galdés' novella La Sombra (The Shadow) of

I870. Imaginative but brashly confident in positivistic values, the Spanish author hyg
his unnamed narrator, a psychologist and gentleman detective, relate the stra nge case
of Anselmo (implicitly named after Cervantes' «Curioso Impertinente» from Doy
Quixote), an elderly eccentric recluse with fustian Romantic traits. By inducing Anselmg
to recount his story in what amounts to a therapeutic investigation, the outer narrator
discovers that, as a young husband, Anselmo became so threatened by the age-old
reality of Eros that he slipped into madness, allowed his compromised wife to perish ip
a house fire (that exhibits the flame motif of the legend), and repressed these traumatic
memories. A key event of incipient madness dredged from Anselmo's past is his expe-
rience of seeing Paris, the ancient seducer, step down from a picture on the wall and
begin to undermine his marriage. In therapeutically induced new conversations with
Paris, it grows clear that Anselmo could not face the fact that a present-day conqueror,
Alejandro, his best friend, was the actual intruder. In painful exchanges with his alter
ego Paris, Anselmo has to hear or reveal his own deeper knowledge of sexual realities,
of the double and triple moral standard in society that enables regulation of the tensions
between nature and the communal order, and the elaborate network of relationships
mediated through marriage. His parents in-law represent the normative attitudes force-
fully. Atthe end, on drawing Anselmo out of his Romantic sickness, Galdés' liberal and
humane narrator is quite proud of having exercised the new sort of scientific tools
which promise a progressive liberation of the human mind from its superstitious past.
But Galdés underscores, at the same time, the lasting power that is exhibited in the
ancient myths and must be respected.

Margarida Losa has detected in the main trends of the twentieth-century treatment
of the Don Juan myth since Shaw — what I call his «domestication» — an ongoing cri-
tique of patriarchal culture and a mainly implicit or subterrancan feminist plea'. She
sees already in Tirso's play the seeds of a questioning of the institutions by which Eros
is contained and managed by the male power-brokers who have to put down serious
threats to their compact. Although not detailing the tension of these forces in Tirso's
play, Losa regards Freud's treatment of Don Juan in Toten and Taboo and Civilization
and Discontent as actually recapitulating the contest between Eros as an anti-social
disruptive principle and Thanatos, but with a new twist, since while Don Juan can be
constantly destroyed in the individual, he is never defeated in the race. Besides point-
ing out interesting substitutions of modern for older motifs in the legend (e.g. use ol a
«polycultural Center» in Jacinto Grau's El burlador que no se burla for the traditional
cemetery, or the displacement of sexual by abstract passion in Max Frisch's Don Juan,
oder die Liebe zur Geometrie), and shifts in the relative weighting of emphases (e.g.,
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abundance of scenes of persecution of Don Juan, _the |'epercus4510nst(t)lt ta:;a;lslon\i
s -" -[ instead of seductions by him in Brech('s verspn), Losa argues that the '
ey Jial» focus of twentieth-century Don Juan literature has issued in a kind o
lzu‘gcbi‘..»{ «|.-“;?1L1i‘ni\‘m evident in works such as Almeida Faria's O Congistador (1 990):
! MIE . nid:ccﬂlury. Emile Capouya astutely noted that the original «Don Juan with-
[As -:?erlcd dimensions of full-blown iconoc]as,nwopld be no fit instrument 1.“01j the
o  Reformati morality play, even though it is his restless lust that supphes the
e RL’O'I Ismn({'}[f;rﬁo'ei drama»''. As mere priapic womanizer he and his women
Chic-f m?p'c:\lfl{:ulflr'iml tiitl.lelltl to slip into comedy - to go over the boundary line which
wmluc“lh illin '13; skirted. Trying to domesticate Don Juan, Capouya argues, <<h?1s the
g tl 1cll:zni %alil.}g and neutralizing the qualities that Shaw (still) percewed_ in the
eﬂ-ﬂ-:l - ; 'nulglhal led him to incarnate them in the revolutionist, John Tanner, in Man
chmu‘clel:‘: an. (...) The Counter Reformation dressed Don Juan in the gaudy robes.of
{m‘f 5”‘!}( ":;:ﬂil:l "ll't::iws Our own age, so much more timid and tacit, un.dercuts. the entire
- mq.‘-l o I“llhe ?lccms.ily for revolution by declaring that the revoluponary is a.defec-
qucslll}ll 01 Stalin l-iil]er. Mussolini — our era has suffered so much from the actions of
uvc.."LC"“ I“'ik()l;‘llil'ics that it is ready to condemn out of hand any unorthodoxy, any
otlbl;;;:f’;l;:(; .au); exuberance, any protest. A homosexual and impotent age ztlgcnzlses 1t:c
e e tiveisp i ( the door o
ative spiri srversity and barrenness, even as itlays its ﬂustnaﬂqns a
Lrﬁi?:f [‘;[E]ll; 1:::?52?:?; }é’n?m'e — save the mark, we even have a techm_ca] terllntfor 3\1[2
“; i n.era that represents our excuse for not trying to gllange our caslralm;f{ spcnel V). 1
lcllll to be told that men are being moulded to an innocuous, LlllC("m'Ibdtlve, asexuha
;;znblcrn. as Organization Men and m_embt.trs of.the .Lonely C.rolwd. It 1si2¢:s%lfztsiicn¥1 dz
the notion that Don Juan is merely sick, sick, sick is confgema‘ tofacsocOu yr1 " '1i‘ns[ e
up of gelded men and altered women». Thus far, 'the plOt.GS[S of Cap l-t?ct]é g(u e
«shallow profundities which are :hc mlfclil::itgal coin of our day» inana publis
i ion in 1959, with its slant of that day. . .
3 T!I;flzfggotlya is halfway correct, in an administer(?d society iuch ;‘IS (:)?ﬂ?zv:q(()liztlk:i
1990s (the kind Kafka dreamt of) there is scant room in th?.pub]lc lela m ShWi'u; i
ced» nations for the original Don Juan ot even his MOZHltlE'ln, let a O}Te-d ;US; ,O 2
carnation. Therefore 1 conclude that (ihe disrespectful, rii?;g; IIS]FI?;?; ! 3] ust ag] s
srobably has gone underground into deeper, more reco et ( ‘
ll';;nalr: gsychf; he must wear r’nm'c sub_l_le m_aiksﬂ?c](: rll)tzli(iiréz :\(;?t;:;([)lnlz S::yv 1:8112 ;;1:;]1 'thg
as the ultimate trick of disappearing into s of t S
Elly(;:)t‘:e?il:zll speech act, instead of the old Freudian dodge of be J ng b?lh Ot.(c‘.irllleaé;lll:ic_l
homoerotic. — It may give some offense to suggest that our contempor ‘:1?; \:; Aesxa:
bits its own duplicity vis-a-vis Don Juan: for example, by.lon 1hehune 1(-“115‘ mbl( [!:ear
rationalize the proliferating barbarism ot.leli]a[ young ganghlcﬂ;l w (;II'I \:flc r: dg-m-fini“g
being interviewed on TV as minor celebrity hgurc_s:.and hy..(.m t e.m. 1({:_1 1;; t:l:m;d o2
new peaks of expressed aversion for any masculinity that is not certiliably td ,
alue ilated. . . .
va]u?l’élllg\:/li?tilg)f Don Juan in the 1990s may, hqwever, be 111.(6 the stage w_hlc?fat vgz
worm reaches because, in order to be reborn in a higher form, it must allow itself to
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wrapped textually in protective layers and then to wait in somnolent exile for a propi-
tious season. I am convinced I shall never see Don Juan's remergence from the cocoon
of his domestication as an interesting butterfly. My remaining time on earth will not
suffice. But some day, —and if Valentine's Day works its spell and some of the young at
heart continue to do what is so utterly politically incorrect, to get married and have
children, — it will surely only be their children or children's children who may experi-
ence it: who may some day behold Don Juan unfold his flaming wings again to fasci-
nate and perplex further generations; or who, at least, once again, may hear Mozart's
celestial laughter.

n
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