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SECTION 1
INTRODUCTION
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Pirandello at 360 Degrees

GIAN-PAOLD BIASIN AND MANUELA GIERT

With a paradox that Pirandello might have liked, since paradox was a
freasured inteHectual concept for him, cur introduction to this oritical
anthology begins with a discussion of names that are nat included
within it; the first is Glauco Cambon, the editor of a 1967 anthology
of critical essays in English that could be considered the antecedent
of this present velume. In order to intteduce current trends and in-
novations in Pirandellian crificism, it is fitst necessary to survey —
albeit briefly - the ifineraries that critics have followed so far. Their
achievements have indeed made possible the contemporary views and
contributions.

Ameng Italian writers of the twentieth century, Pirandello s un-
doubtedly one the most studied, yet he remains mvsteriows and strange-
ly distant, inviting ever more investization and mterpretation. His
life, almest perfectly divided between the century of candlelight and

~ that of electricity, and his varied texts - literary (postry, short story,

novel), theatrical (drama and comedy), essays (philescphical, aesthetic,
philelogical, interpretive}, and personal (letters, condessions, memoirs)
= contire ta be a seemingly inexhaustible source for widely different
readings and for successive generations of readers.

Foday it would be almost impossible to read Pirandello with virgin
eyes. To start with, we approach him knowing a lot {or is it really a
lot?} about his life. The first biography, by Federico Vittore Nardelli,
L'uamo segrete {1932), to which Pirandello himself conttibuted a great

camotnt of information and gave a sort of official sanction, was taken

up and judiciously used by Gaspare Giudice for his Pirandells {1963),
which remains the most comprehersive and autheritative biography to
dlate In falian. Enzo Lautetta’s Luigt Pirandelio: Storia di un persowaggio
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fuori di chigue provides a fascinating view af the Siciban soctety and
culture that bred Pirandello. Nino Borselling's Ritratts e innmaging di
Pirandelle {first published in 1979 under the title frimaging di Piran-
della) is an excellent biographical-critical profile in Jtalian, while Walter
Starkie's Lufgi Pirandells, 18671934 is perhaps the best-knowrn intro-
ductien to Pirandello’s life and work in English. But this wealth of
biographical studies should not induce the conwiction that everything
worth saying has been said. The flow of informative material on ansd
by Pirandello seems endless, particularly as far as his letters are con-
cerned; there is, for example, his corTespondence with Nino hartoglio
fedited by Sarah Zappulla Muscard), that with Gabriele [ Annunzio
{edited by Eurlale De Michelis), and most notably, the letters between
Pirandello and Marta Abba, o which Pietro Frassica based his remnark-
abie A Marts Abba, per non morire. This correspondence has now been
published in its entirety in Ttalian (Marts Abba. Caro Meestro .., edited
by Pietro Frassica, and Leifere o Marta Abba, edited by Benite Ortolani)
and partially i English (Pirandeilo’s Love Letiers to Marts Abba, edited
by Benito Ortolani). There is also a fine and thorough article by Daniela
Bini that comments on the importance of these letters.

Aszide from and bevond biography, our knowledge of FPirandello 1s
enhanced (and complicated) by the enormous array of critical readings
and assessments of his texts. In Bibliografia dells critica pirandeiiiana,
18621981 Corrado Donati provides a detailed and comprehensive
overview of recent criticism and proposes to group it inte three major
trends: historicist, psychoanalytic, and stylistic. The inevitable sim-
plifications of this classification have the great advantage of clarity
(but in less able hands than Donati’s, such simplification could flatter
the interplay between different methodologies that is always present
in the best eritics). Starting with Donati’s classification and proceed-
ing from i, there seems to be little doubt that a major contribution
to Pirandellian studies was made by historizist, or to e more pre-
cise, sociological and ideological, criticismn. This should come a3 no
surprise, given two well-known cultural facts. First, modern ltalian
culture has been dominated by idealistic, Crocean philosophy, and
Croce's polermnic against Pirandello certainly helped to keep the latter’s
fame live and influental. Second, in the postwar vears, the spiritual
Aialectics of the Hegelian-Crocean idealism were easily turned into
Marxist, materialistie dialectics for the purpose of literary criticism,
particularhy under the aegis of Lukacs arnd Gramscl No wonder, then,
that the influence of such criticism lasted well info the 1980s, and
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1I:hat Pirandelic was a prime cbject of study, analysis, and contrasting
interpretations for a number of cntics irméludﬁg:: Carle Salinari and
Alrc:angelu Leome de Castris in the 1960s; Renato Barilli, who continued
his nveatigation well into the 1380s; Roberto Alonge, Lucio Lugnani
?Jaudm Vicentini, Glorgie Barberd Squarotti, and Robert ]Iih::a-n‘t:nrr:nlsklf
gi ielzi:iiz ﬁ;iécrmward; and also Romano Luperini, Gigl Livio, and
A major shift in Pirandellian criticism in the early 1980s was as-
pecially due to Leone de Castris’s grcmndbreakmgd work, Storia
Pirandello (1962). This historicist study rame only two years after
Salinari’s reflection on Italian decadentism and in particular, on Pi-
randello’s place and tele within it. Over the vears, no conser':sus bias
ermnerged as to whether Pirandello was ondy ‘the conacience of Ttalian
decadentisin’ and of the crisis of bourgeois society and its values
or whether he projected that crisis onto a universal and alﬁstoricai
plane, whether he interpreted and adhered to the negative ideclogy of
Fascistn {as Pirandello the man umdoubtedly did), or instead proposed
-a tadical criticigen of it from within (as his texts and the vision of the
Tf-f-arld they propose seem to affirm}. What is undisputably important
iz that, despite their contrasting inferpretations, the sociolégicall}f and
ideologirally eriented critics have indeed examined Pirandello’s sewwre
with a totalizing view of his works, both in themselves and against the

- necessary background of Italian and Furopean history and the history

of idess. It is also important to mention Renato Barilli’s long-lasting
study 4_::f Luigi Pirandello’s contribution to Ifalian and Furopean cul-
tural history. This far-reaching approach has undoubtedly opened new
avermes to Pirandellian eriticism by placing the Sicilian’s oenore in an
open dialegue with the lives and works of other major cultural figures.

. 'l'her rich and fertile cultural background defined by a generally
lfgst::rncist approach is the focus of other quite valuablefsmdci’es. Gara-
ziella Crv::rrsinovi’s Pirandello ¢ Vespressionisme, Wladimir Krysinski's
Il paradigra inguiets: Pirandello ¢ lo spazic corparative della modermiti
Anthony Caputi’s Pirandello and the Crisis of Medern Comnsciaismess,
Thomas Harrison's Essayisms, Pirandello nel romanze europeo by the late:
and beloved Giancarlo Mazzacurati, and Franeo zanglrﬂli’sflfnga i
mf:ﬂleﬂz’ana nella narvation contemporanes. Undoubtedly, the historicist
ﬂljiﬁcs have extensively explored the ‘public’ content and context of
Pirandelle’s works, laying the ground for much subsequent eriticism
Chur _readers will certainly appreciate the latest developments in thi?:
readings and interpretations offered in this anthology — a clear indi-
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cation of the strength and wvitality of the historicist, both in Italy and
the United States, even when it is presented under the label of new
hdsfomieismmn.’ .

Mo matter how philosophical, ideclogical, or intellectual a:n atthor
may be, and Pirandello undoubtedly possessed these qualities to a
higi’\ degree, the other direction in which a text o1 a corpus of texts
can and should be read is the interior ome. Psychological and psy-
choanalytic criticism is often allied or intertwined with & sociological,
thmati_c, ot stylistic approach, as iy evident in Gian-Paclo Bi?sm“s
treatrnent of the PirandelHan ‘antiherc” in ‘Moscarda’s Mirror,” and
in Manuela Gieris discussion of Pirandello’s narrative withi;r‘tl andl
beyond medernism. Such criticism has exerted a tonsiderablg 1.1:1ﬂ1.1~l
ence and produced some memorsble books. For example, vaf’ﬁml
Macchia’s Pirandello o ln stanza della fortura is an elegant and refined
reading of Pirandello's anguished and tortured characters by a critic
armed with the tools of psychology, symbolism, stvle, and European
culture, whase aim is to discover the most sectet meanderings of h}.}-
man motivations and expressions. Or consider Glacomo Debenedetti’s
1 vemanzo del Novecento; in a chapter on I fi Mattia Pascal E{ebm‘tﬁ!dettt
argues, with intellectual subtlety coupled with anlimpasmcme@pa?«
Hoipation verging on moralism, that the Pi:andP_H:mn protagonist is
incapable of achieving his own epiphany - that is, the protagonist
fails to see his inmermost self and to resolve his existential crisis by
really charging himself, so that the episternological project of the novel
remaing incomplete, _

{rher critics use a more decidedly pevchoanalytic approach: Jean-
Michel Gardair, MNeure Bonifazi. Paole Puppa, Elie Givanola {per:r—
haps the maost strictly technical of all), Jean Spizzo, Edoardo Ferrmfm,
Jermifer Store, and Arma Meda are among those who have applied
psychoanalytic categories (taken mostly fro::n Freud bui:: also frvgu_n
Jung and Binswanger) to Pirandellian texts, with excellent interpretive
results. Still others, such as Antonio Iliane, explore the metaps?d’uc
dimension of Pirandello’s texts. Yet no critic seems o show an in-
terest in Lacanian criticismn for an inferpretation of Pirand_ello’_ § fexts
~ a somewhat surprising situatior, given the wide contributions of
structuraiism to contemporary thought. (On the other hsmr:ll, ‘]acques
Derrida seems to have had little to do with Pirandellian {:['it].ﬁl&ﬂ"ll as a
whole: only an essay by David McDenald seems worth mertioning.)

The stylistic approach was and still is particularly vigorous in Ltaly,
given the lasting influence of Crocean aesthetic SEﬂSlbﬂ_‘lI!}F. '[:1:1e TAngE
includes: proud philelogical and textual studies; Leo Spitzer's essays,
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published in the 19305 {not eny Pirandello, but Tlrich Leo's ‘Pirandello
Between Fiction and Drama,’ written at doronto, should be noted);
continuing interest in the history of the language and the JUestione
della lingua, including the place and functon of dialects; remewal and
revitalization breught about by the grafting of structuralism and serni-
otics onto the pre-existing critical tradition. In Pirandellian criticism,
stylistic concerns are present even in the sociological, idealogical,
psychological, and psvchoanalytic works already mentirmed, but a
comprehensive study of Pirandello’s style is still rmssing (motwith-
standing the promising title of Filippo Puglisi’s Pirandeilo ¢ ln sua
lingua), Sectorial studies abound and are generally quite successful
- an indication of the complexity and variety of Pirandello's texts.
Indeed, it is not essy to assimilate the language and rhetoric of a
short story, an essay, a drama One of the most memarable studies
in the fleld is Marziano Guglielminetti's ‘Il soliloquio di Pirandello”
in his volume Strutfure e sinfassi del remanze ftaliane del PR HOvE-
cento. As the title suggests, Guglielminetti traces narrative techniques
used by Pirandello in his novels (indirect free speech, authorial com-

E . mentery, dialogue, syntax, verbal terses, and addresses) and in so

doing he traces Pirandello’s subversion of the naturalistic code, the
author-character and author-reader relaticnghips, the implicit dispar-
ity between fictional and theatrical language, and the temsion between
spoken words and “interior silence.” Maria Arntonietta Grignani’s Jat-
est volume on Pirandello is a remarkable contribution fo this area of
study,

Bervenuto Terracini’s analysis of Pirandello's pre-grammatical ex-
pressiom {especially in the character of Madama Pace in Sei PeTSOs-

© - Aggl) effectively shows how a stylistic device reveals the refuzal of

a character by the author. Giovanni Nencioni's study of the use of
interjection in PirandeHos plays links the study of style with that of
staging, a link that is particulazly evident in Giuseppe Bartolucel’s and
Franco Fido's analyses of stage directions, Maria Luisa Altieri Biagi's
study La lingua in scena compares the language of the novelle with
that of the cme-act plays; her skilful analysis takes up some insights
by Nenclont and provides a valushle model for understanding the
profound differerces that distinguish the ‘spoken’ language of fiction
from the "spoken’ language of theatre, and distinguish both of them
from actual spoken language.

Stylistic criticism, inchading a sophisticated use of thetorie and a
continuous interrelation with other methodologies (as demonstrated
in this anthology) is crucial for contemporary developments: on the
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one hand it is the indigpensable precursor for a semiotic approach
to Pirandello’s texts, such as the one proposed by Cesare Segre with
models of Fitandello’s “theatrical communication” or Untberto Eco's
treatment of ‘Pirandello ridens’; on the other hand it opens the way
for the study of the ‘language’” that is most properly theatrical: the
staging and the production of a plav, the interpretive role of the great
directors, the theories of playing, the costumes, Hghts, and stage props.
I this comtext there is an ever increasing number of studies including:
two clever contributions by Riccardo Scrivano in his Finzioni feafrslf
{he has also edited a useful critical anthology, Letferntura e tezbro);
Ecoberto Tessari’s attention to Pirandello’s tension between writing
and directing; Richard Boglinzzo's study of Pirandello as director;
Alesgandro TF Amice and Alessandro Tinterri’s treatment of Firandello
as capocontico; and Clavdio Meldolesi's critical systematization of Bi-
randello’s theatriral productions. Finally, a much awaited re-thinking
of Luigd Pirandello’s often contradictory vet constant work in and for
the theatre, but also and especially of his contribution to the develop-
ment of modern and contemparary theatricality has come with Claudio
Vicentini's outstanding volume Pirandello: If disagio del featro, :

The new developments of the historicist approach to Pirandello’s
life and work have also produced, after decades of indiffererice and /or
disdain, a growing critical attention to the relationship between FPi-
randelle and the cinema. After Maurizio Del Ministro™s pioneering
wiork, quite zlowly at first and now maore and more decidedly, scholars
are paying due attention to a long neglected segment of Firandello’s
contribution to modernity, Notable examples are the many valuable
essavs collected in the proceedings Pirandelle e il cinema (edited by
Enzo Lauretta), and the analysis of a Pirandellian humoristic mode
in 1talian cinerna from Pirandello to Fellind, Scola and the directors of
the new generation in the recent book by Manuela Gieri, Contemporary
Italinn Filmmuaking: Strategies of Subversion; Gavriel Moses’s forus on the
‘cinematographic novel” in The Nicke! Was for the Mories is the last but
not the least stage of an interest nourished for decades. Thquestion-
ably, all recent studies of Pirandello’s work for, on, and in the cinema
have profited enormously from the publication of Franceseo Callari’s
Firandeilo e il cinema, a work which includes a complete cellection of
Fitandello's theoretical and creative writings on the cinema, and also
from the publication of two excellent volumes by Nino Genovese and
Sebastiane Gesh unified under the title Lz mueg inguisfante & Prrandello:
il cinema.
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* Finally, feminist and gender criticism, as the newcomer on the
scene, has brought aboud some of the most innevative and original

nterpretations of Pirandellian texts and the vision of the world they
. comvey. By highlishting the female viewpoint and the treatment of

fernale characters by a male Sicilian author, these studies have opered

. up a whole new chapter in Pirandellian criticism. Aside from essays
. dealing with single texts, Luciana Martinelli's Lo specchio magico: T

raging del ferntinile in Latgl Pirandells and Maggie Gunsberg's Patri-
archal Representations: Gender and Discowrse in Pirandelle’s Theatre are
undoubtedly the most powerful and provocative studies in this field,
and as our anthology shows, they have laid the gronandwork for further

© inquiries. In fact, the final section of this volume is deveted to such
+ Inrwrvative approaches to Pirandello’s work, including Daniela Bini's

"Hnacting the Dissolution of the Self. Waman as One, No One, and One
Hundred Thousand” and Thomas Harrison's ‘Regicide, Patricide, and
Tyrarmnicide in I fu Mattig Pasoal: Stealing from the Father to Give to

" the Somt

Bini's discussion focuses on the dissolution of the male fogos via

- the empoweriment of female discourse, ‘In giving veire to womern,
* Pirandello accomplishes the goal of his male characters,” one which
they constantly attempt to fulfill through humeristic reflection, that is,

‘the defeat of logical discourse, the unveiling of the fallacy of words.’
Where male characters denounce the entrapping nature of words and

© language, Bini observes, fermale characters deconstruct logic and lan-
. guage by building their discourse on nuances of the vaice, silence, and

body and facial expressions. This challenging specification of female

- discourse is explicated in Pirandello’s plavs on the theatre/life con-

troversy — Seif personaget in cerca d'antore [Siy Characters in Search of an

O Avther, 1921 and Cigscune a suo mode [Each fir His Owm Way, 1927) et
_-also In one of the plays he wrote especially for Marta Abba, Trovarsi

[To Find Oneself, 1932]. Bini places the mmeeting with Marta Abba at

. the centre of a major bwist in Pirandello’s development, since with the
+actress “lending her body and soul to his characters, Pirandells was
o o succeed in defeating the philosophical discourse of the male Woyos
.- and ascertaining woman's positive foree in the world " As Pirandello
.- himszelf wrote in 1334, the mysterv of any artistic birth is the same as
. that of any natural birth; thus, woman is the perfect metaphor for Hfe
. and art. As previously noted, Bini's study is powerfully grounded in
- recent feminist studies, such as Gunsberg’s and Martinalli's texts, but
+ it is also basically nspired by phenomenological philosophy.
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Harrisom's essay is not directly inscribed within a femindst or gen-
der-oriented approach, but is certainly indebted to the generalized
eritique of patriarchal society pursued by new historicist and enltural
stizdies. Although he deals primarily with cne novel, I fi Maltia Paseal
[The Late Maitia Pascal, 1904], Megrisem provides us with a new model
for discuzsion of the male subject in a radically modernist text, since,
as he states, “what is at stale is a vizgien of modernity, where Orestes
becomes Hamlet, and Hamlet turng inte the self-knowing Oedipus.’
Moving from a celebrated passage (where Paleari tells Mattia about
a maricmette theatre that is about to perform the tragedy of Orestes
and wonders what would happen if the paper sky were totn apart in
the very moment Orestes 1ifts his hand against the tyrant), Harrison
proceeds to a close analysis of the novel & it exernplifies modernity
— that is, ‘the epach of the antihero, of the perplexed, self-conscious
Pirandellian chavacter.” According to Harrison, what is at work in [f
fu Mattio Poscal is not a myth of restoration, such as that of Orestes,
but a2 myth of implacable rivalry — between fathers and sons, and
between brothers - the myth of Osdipus. Even though at first he reacts
as Flamlet would, Mattia witimately decides to aet as the avenging
Orestes. Yet, ‘the tyrarmical/ fyrannicidal syndrome is broken ... not
when Orestes furmns into Hamdet, but when Hamlet turns into Oedi-
pus,’ that is, “when he realizes that tyranny is not a feature of the other
male, but a prineiple in which they all [males) participate.” At the end
of the story, resigned to his non-<identity, Mattia is now ‘an Oedipus
appeased outside the order of all fiteral, historical accomplishment.”
Thoas, Harrizon concludes that there are reagons — thematic and rheter-
ical — to interpret Il fir Matfin Pascal as a text which ‘leaves ancient,
patriarchal logic pertnanently disrupted .’

Cur volume iz divided into four sections, entitled respectively Tn-
troduction,” ‘Structures,” ‘Meanings” and “Innovations.” [n the first see-
tion, Franca Angelini’s chapter offers a broad overview of the renewed
interest in Firandello's gencre beghming in 1993, the vear in which
copyright of his works expired. Since then, productions of his plavs,
editions of his texts and scholarly sctivity have flourished at an in-
credible pace. Angelind limits her discussion fo the years 19934, and
focuses on productions and editorial initiatives ‘that avoid routine,
fashicn, or the anxiety of unmotvated subversion.” Participating in a
general move from the theatre of the actor-artist to the theatre of the
director-artist, the history of the staging of Pirandello’s works 1ecords
a growing interest of the great Italian meftenrs o sedne, such as Giorgio
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Strehler, Tura Romeond, Mario Missicali, Leo De Begardinds and Nanni

-+ - Gazella, especially for two texts which Angelini defires as ‘canionical”:
+ Set personaggi v cerca d'qutore and 1 gigand dells montzgna [The Mountain

Giants, 1936]. Angelini’s detailed analysis of these productions is of

© utmost interest for a non-Italiam audience, as she poirtedly lists the

vizlants brought to the original texts and to their earlier and mote

- famous stagings. Angelini’s mapping of recent Pirandellian riises en

scene by some of the most thought-provoking Italian directors also

- qualifies as a valid confribution to the study of contemporary Italian

theatre.
The final section of her essay is devoted to editions and criticism.

- First she rightly singles cut the publicatiors of Pirandello’s works by
- Mendadori, Emaudi, and Garzanti as they are sustained by a figorous

philological commitment which aims at accounting for the mimerous
and important textual variants. Unquestonably, such editions con-
tribute enotmously to scholarly work In this field, a work whose maost

'_ characteristic feature is now, Angelini states, a visible preference for

decuments over global interpretations and philosophical perspectives.

~ She alsp mentions a notable exception, Romano Luperind's critical work
* on the development of the theme of allegory in modernity and its apph-

cation to Pirandellian texts insofar as such g theme is cormected to Pi-
ranclelo’s theory of humour and thus to the impossibility of the tragic

.. in his narrative and theatrical works. Angelini then rightly mentions
. the renewed interest in Pirandello’s biography, especially prompted

. &nd inspired by the recent publication of his letters to Marta Abba, as

- well a3 a flourish of studies on Pirandello's complex relatiomship with
- the cinema, and with the theatre of his time.

The essay that opens the second section of the volume, Donato San-

[ teramo’s ‘Pirandello’s Quest for Truth: Sef pereonaget i ceron d'autove,’
" focuses on the investigation of Luigi Pirandells’s contribution to mod-
. ern theatricality, Santeramo moves from an inifial acknowledgment of

the main themes of theatrical debate in the early twentieth century,

- that is, the hiatus between the written text and its mrse en scime. Such
.. debate gave rise to a generalized discussion of the nature of artistic
- representation but alze, and more impottantly, of the complex relation-

ship between art and truth and the possibility of producing convineing
signification in a world which had lost all certainties. Basically, then,

. at the tum of the century theatrical debates developed according to
. two main perspectives, one centred er the idea of “theatre as spectacle”
.. and leading to the rise of the director, and the other focusing on the
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notion of ‘theatre as dramatic text” and leading to an emphasis on
the tole of the author. Pirandello actively participated in these debates
talding the side of the text, and, thus, of the author, in an effort to define
‘the function of drama as en artistic means of creating signification.”
Following the suggestions offered to conternporary criticism by such
works as Claudio Vicentind's Firandells: I disagio del featro, Santeramo
proceeds to a valuable discussion of Pirandello's controversial rela-
tionship with the theatre in general, and with the staging of a written
work m particular, since "his theoretical writings until 1936 digplay
a kind of suspicion ... towards the very concept of theatricality. In
comtrast, his plays written after 1918 became an experimental labo-
ratory for his investigation of the dissonant relationship between the
written text and the mise en sclue. Sei perscnagyl in cerca d'autore s
closely discussed and taken to be the bresking point in Pirandelle’s
dramatic production as well as a first significant attermpt to explore the
boundaries between fiction amd reality. Se¢f mersonaggi progressively
becommes a forum for the conflict betwesn the author's subjective stance
and the Characters’ fables presented as cbjective and true. On the
one hand it testifies o the impossibility of fmding ‘a single source of
discourse and an unambiguous instance of signification.” On the other
hand, by submitting the Characters’ story and the author’s refusal fo
acknowledge their tragedy to ‘a radical process of estrangement,” the
play sanctioms the definitive deconstruction of the typical structure of
bourgecis drama,

The complex relationship between text and performance - the rap-
port between reality and its theatrical representation bt also that be-
tween the realistic nature of theatre and the theatrical nature of reality
15 at the centre of Maurizio Grande’s far-reaching and groundbreak-
ing study of the second play of the trilogy, an essay entitled ‘Pirandello
and the Theatre-within-#he-Theatre: Thresholds and Frames in Cigs-
cumo @ suo miodo.” Grande argues that in the dramaturgical writing of the
trilogy “the play between fistior and simmlation” i so pronourced that
they become barely distinguishable. Furthermore, the metatheatrical
pature of the three plays erases the boundaries bebween theatrical
ilhusion and illusionistic reproduction of reality, and makes simulation
indiscernible from iflsizn. The issue then becomnes to establish the way
in which Pirandello ‘orchestrates the relationship befween fiction and
simulation’ in the theatrical illusion and in its metatheatrical reflection,
and thus neutralizes simulation and magnifies fictien. In so doing,
Pirandello makes of ‘metatheatrioal simudation the most external frame
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of dramatic game playing, a frame which leads vz to the innermost
- threshold of fiction: the ilusion of reaiify.’

Grande then proceeds o draw a convincing analogy between the-

- atticad simulation and game playving. Yet, theatre cannot be reduced
o to the logic of simulation, sivwe theatre is characterized not only by
. the suspension of disbelief but also by the suspension of dramatic
" fetiom, that i3 simulation which then becomes nor-game: ‘the sym-
“bolic pact which regulates theatrical ficion makes ... simmlation ...

-agsurne the nature of sugpended game and illusory reality.’ Given

. the significant role played by the paradoxical form of simulation that
-is the device of the ‘theatre within the theatre,” Grande argues that
'Pirandello’s metatheatre strengthens theatrical illusion and pushes 1t
o the lianits allowed by the game between fiction and reality, and the

garne between simulatiom and truth, placing theatre at a new frontier

cof ilusion, that of hallucixaetion.” With Cigscuno ¢ sue modo, Pirandello

‘aims at erasing the boundaries between theatre and life.” Metatheatre,
being ‘the script of an impossible perdormance,” is then ‘life that mir-
rors itself in the theatre and ... transcends arey illusion of reality.” Yet,

"when metatheatre forces theatre fo mirror itself in life, then theatrical
Allusion again becomes the reflection of ancther illusion, to infiruty.’
Thig is how, according to Maurizio Grande, Pirandello moves beyond

the avant-garde and becomes a ‘classic,” that is, ‘the prophet of a world
in which nature cannot ‘held up a mirror to art,” any more than art

- ¢an duplicate natare.”

I his essay Pamnilies of Characters and Families of Acters on the
Pirandellian stage,” Pacle Puppa takes us on a mesmerizing journey
through the complexity of Pirandello’s work, ultimately focusing on

“his theatre and EE-pEEiﬁr:ll}’ on the development of the drarnatic charac-
“ter. In his writing on the theatre Pirandello displays a ttue phobia for

the trarsposition of a text onto the stage, since he perceives any transla-
tion to ke a betraval of the original creation of the poet. Wet, characters
constantly oscillate between the harmaonious identity received by their
ereatar, and a neurchc urge to rebel and find fulfilment outside the

text, in the body of the actor. However, arcording to Pirandello, the

actor/interpreter is an inadequate szdium for the type of character
wha finds a desperate and. impotent answer to his or her nightmarish
and lellish experience in flights info fantasy and madness, and is per-
secuted by recurring impulses to suicide. Ultimately death is wished
for as a release to the beyond, ‘that is, the only form of indemnity or

‘compensation ... Before climbing ento (or descending upan) the stage,
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the victim is relieved’ of all bonds, disembodisd and “turned into a
mysterious shadow.’ It is the appearance of such ectoplasmatic ¢rea-
tures that signals Pirandello’s entrance into the world of theatre, and
his protagonists become philosophical seisomnenrs, that is, epic subjects,
artti-herces of a dislecfic theatre.

Puppa argues that ‘the diglectic theatre owes its irresistible tendency
towards metatheatrical solutions to the disturbed presence of its logical
reasorer.’ In fact, the development from stage to metastage is parallel
to the penesis of the character of the philosopher. Sei persomaggt i ceron
d'autore 15 the citnatic stage of a progressive anmihilation of theatre
achieved through a neurctic reascming on theatre itself. In the two
subsequent morments of Pirandello’s metatheatre, Clascuno @ suo miode
and Questa serm si recita @ soggette, ‘what is emphasized is the lack of
symurietry in the internal passages,” and ‘strident ruptures at all levels’
prevail Yet with the progressive sitencing of the radsonstenr, the author-
father iz fmally condemned to sterility. Pirandello’s word becomes
‘poetic’” and the scene corresprmds to a religious practice whose new
minister is now the female actor. With words that uneannily echo the
stances of Harrison and Bird in this present volume, Puppa concludes
that, as ‘all traces of a patrilinear heritage are erased,’” Pirandello’s
stage becomes a place of mediation for ‘a mefaphoric pregnancy.” The
character =5 amuthor now coincides with the auathor as character who
becomes an ‘offspring of his own creation.”

The study of the Pirandellian subject’s discursive strategies, that
iz, the use of language and rhetotic in narrative texts, is the focus
of Maria Antoniefta Grignani’s essay ‘The Making and Unmaking of
Language: The Rhetoric of Speech and Silence.” The title alludes to
Reoman Jakobson's study of the ‘specular relations between language
at its birth in a child and that in the state of dissolution in various
forms of aphasia,” and is taken here as a metaphor for the themes
and rheteric of the object at hand. Being thoroughly conscious of
its own precariousness and that of language, the Pirandellian subject
may decide to break ‘the discursive pact that organizes linguistically
the instance of communication ameng the I/vou demarcators,” and
then reach an aphasic stage where silence prevails. Grignani point-
edly explains the reasoms why it is now not only possible but urgent
and useful to analyse Pirandelio’s persuasive speec‘_‘n with the tools
provided by neathetorical studies. While in periods in which rhetoric
corresponded to corstituent harmeny there was noe space for humour,
now that achelars of thetoric investigate ‘the technigues of advancing
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‘reasons for and against a given topic of discussion and the argumenta-
: tive efficacy of thetorical fgnares,” Pirandello becomes a suitable writer
insofar as he is a “philesophical author.” His writing is characterized
by a censtant juxtaposition of sertiment and reflection which produces
“images associated by contrast, and a comprehensive dismantling of the
naturalistic model caused by “digression as a perpetual flight from the
-linearity of the stery.” As the novel form is profoundly disturbed by
sthe appearance of the rafsonneur, which corresponds to fthe triumph
“of repartee enunciation and theatralization of speach, naturalism is
finatly overcome.

+ The soliloquy of Pirandello’s autodiegatic narrators ultimately leads
to silence, a condition which stands for an ‘absence from onre;e]f, an
-emptying out of the values of life, and a hallucinatery perception of
‘reality outside the measures of history and human reason, an enor-
“mons lacuma in the principle of cohesion of the L7 Such a situation of
-dispoasession and suspension is due to the death of correspondence
‘befween nature and subject. Some of the narrative texts of Pirandello’s
final years thernatize this ecstatic but also horrifie suspension, and thus
-rely on syntactic and stylistic solufions that are removed from persua-
saive legic. Yet, In her perenasive and far-reaching study, Grignani paves
-the way for a thorough investigation of the ways in which Firandello
‘becornes a protagondst of the definitive pillorying of clagsical thetoric
-#nd the establishment of ‘a counter-rhetoric as the art of unmasking
‘and persuasion.”

<. All four essays included in the second section of the volume deal
-:ﬂ'lth diverse aspacts of the fundamental structures of Pirandsllo's nar-
Aative and dramatic texts, as they progressively pursue a subversion
and/or a dissalution of fraditional discursive strategies. As one of the
protagonists of the tonnented passage from the nineteenth to the tiven-
tieth century and, thus, to modemity, Pirandello participated in and
‘eventually contributed to the overcermning of the debates activated by
-the avant-garde movements. The themes and motifs of his ‘modernist
revolution” ave the focus of the third sectiom of our volume: these
-essays are mostly ingpired by historictsm and, in Donati's work, by
'-psvmuarLaI}sm

C o -Merked by a fundamentally materialist and historicist approach,

‘bioth Luperini's and Dombroski’s essays recognize in Pirandello a
representative of those conservative bourgeois artists who, at the
turn of the century, eventually came to pursue a form of anarchist
utopia through which they wanted ta achieve a critical and aiternative
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perspective, and thus be truly ‘realist.’ In ‘Laughter and Pelitical Al-
legary in Pirandello: A Reading of ("¢ qualcuno che ride™’ Romano
Iapetini continues the groundbreaking work he initiated with his
volume L'allegorin del moderno and discusses the allegorical struchure
of a short story whose theme is laughter, Drawing abundantly from
the rich background of styMstic criticism, Luperini maves from the
acknowledgment of the mimetic and thematic character of a title that
creates a suspension of meaning, and proceeds to an analysis of Pi-
randelle’s peculiar use of language signalling the danger of langhter
insofar as it represents a rupture In the social pact, a true ‘betrayal.’
Natration origimates in the direct witmessing of unfolding facts by
the narrating subject, and is thus oper. The narrator shares the com-
munity’s urknowing condition, but is also estranged and detached
from it. In this particular position, the narrating voice has a critical
function, and has the ability to raise doubts and suspend meaning.
Customarily, ‘the handling of defamiliarization through the figure of
incomprehensien’ aids authors in placing human beings ‘in a state
of allegory,’ and unmasking the ‘false, ill conventionalism of social
relationghips.” Through a close analysis of the text, Luperini success-
fully proves that ‘the allegorical suspension of meanings, pursued
by the narrating voice through the figure of incomprehension, does
rot reach any explicit reintegration of meaning, and vet demands a
hermeneutic effort from the reader.” The tale is sertaindy constructed
as an allegorical apologue, but, as always happens in the twentieth
century, the ailegory remains enigmatically void and yet constantly
demands interpretation. Jr the end, the search for the meaning of
both the disturbance provoked by the family’s laughter and the apo-
logue remains open. On the ore hand, the short story exermplifies
Pirandello’s overcoming of the poetics of humour, and on the other it
provides a critique of the repressive nature of civilization. Insofar as
*C’e qualcune che ride” exposes ‘the mechandsm thxough which society
unifies and excludes those who are different,” it is a ‘political allegory.”
At the turn of the cenfuey a wave of anti-modernism developed all
over Europe and thus also in Itely, especially in the works of writers
auch as Pirandello and D Armunzio. Robert Dombroski considers this
event in the prefatory stage of his essay, ‘Pirandellian Nakedness,
a basically materialist study of Pirandello’s critique of modernify as
it is exemplified in particular by a dramatic work, Enrics IV [Henry
IV, 1221], According to Dombroski, in Firandello™s +ision modern
tragedy begins with the moment of dispossession experienced by
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huttnan beings as they become lost in the labyrinth and surreunded by
. the mystery of life. Thus, his characters share a condition of nakedness
. and self discovery. Yet, the kind of subject that Dombrosks investigates

in h1s essay is one realized via the embodinent of a medern conscious-
ness in the persona of a mad king, F is thus necessacy to approach the

 issue of nakedness from a different perspective, and to propose ‘the

existence of a sub-text or allegorical register,” or, in Frederic Jameson's

- -words, “a “political unconscious” at the base of Enrico IV's aesthetic
- idealogy.” Written to dramatize the condition of nakedness that trans-
.- lates into the question of moderndty, ‘Enrico IV can be most usefully
- read as an allegory of capitalist economic development’ insofar as it
© suecesstully captures both the sense of paycholegical disorientation
- and the great emarwipation resulting ‘from being released from the
- feudal eonfines of a pre-capitalist past.” Henry's fall ‘inte the madness
- of modernity activates a tremendous emancipation; he becomes liter-
- ally bigger than life and capable of acting beyond all moral boundaries
. within a realm of abgolute possibility.” Yet, how can the play‘s allegor-
" ical 1egister confain two thoroughly opposing impulses? ... how can
~ . the hero be both radical and iconoclastie?” T explain this paradox,
- Dombroski proceeds fo an engaging discussion of the Pirandellian
. ~character in its tragi-comic, that is hormoeristc nature, since, as he states,
- “huonour diverts attention from human nakedness.”

. The last essay of the third section of the volume is a psyehwanalytic

- study of Pirandello’s short stories, and especially of the role eros plays
" in the complex Weltanschauung that stands at the foundation of the
- author's poetics, Donati’s study, ‘Eros and Selitude in FPirandelle’s
Short Stories,” focuses primarily on the relatiornship betiveen affec-
" tion and sexuality in the wealth of cases offered by Pirandeto’s short
" narratives, cases which indeed find correlatives in Pirandello’s novels
" and plays. In order not to generate the error of reducing the theme

of Bros to sexuality, it is imperative to remember that in Pirandello’s
works ‘vital and sexual impulses touch and interact, activating and /or

" negating themselves in the impulses to death.” The crific observes that

thiz issue generally falls within the boundaries of the relationship
between individual and coliectvity, a relaticnship which is always
oppositional for the Pirandellisn character who incessantly tries to
escape the many social ‘prisons’ created by conventions and appear-

ances. The character's rebellion does not manage to disintegrate the
;wery structure of the world; the erly choices are to reintegrate one-
- self, to be marginalized forever in madness, or fo enact a narcissistic



18 Gian-FPaole Biasin and Manuela Gierd

defence through estrangement or through the ‘philosophy of farneas.”
This is the field in which eros brings its subversive strength into play.
Through a close analysis of several short stories, Denati concludes that
in Pirandelle, eros is a transgressive force that only operates “in the
ateraporal space that encloses a person betiveen death in life and the
surrender to the boundless evanescence of nothingness.” In general
terms, then, the place of eros is the place of Pirandello’s ‘most severe
critique of a society that ... hides its own failure behind the irrevocable
condemmation of any form of pleasure.”

The fourth section of the volume includes the essays by Dandela
Bird and Thooas Harrison that we have previously discussed, and
concludes with Wladimir Krysinski's ‘Pirandelle in the Discursive
Economies of Modemnity and Pestmodernism,” an engaging investiga-
tion of Lauigl Pirandelin’s theatrical and narrative work as it stands an
the gateway between modernity and postmodernity, More precisely
Krvsinski ventures into an culling of postmodern re-readings and true
reappropriations of the Pirandellian textual body. In the conelusion of
his stimulating contribution, Krysinski alse provides a concise and
vet challenging panorama of the aftermath of Pirandello's theatrical
innevations on the contemporary scene.,

Although our volme is divided info four separate sections, it is
clear from all the essavs that Pirandello’s textual structures are mearn-
ingful, that his meanings are always and rigorously structured and
often irmovative, and that his irmovations go to the very heart of
artistic and social structures. Thus, all the essays eloquently testify
that Pirandello’s oerrre is not an isolated island in the turbulent ocean
of western culture with its criss-crossing currents of modernity and
post-modernity. After powerfully helping to establish modernism on
the [talian cultural scene, today Pirandello continues to be present
in mysterions and challenging ways. Within the folds of his worlk,
explored in its entirety and from an impressive array of critical ap-
proaches at 36t degrees, ever new messages and meanings are dis-
covered, enriching both the Pirandellian texts and the intellectual and
human lives of his readers.
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‘Scenes and Texts:
Perspectives in Pirandellian Criticism

FRANCA ANGELINT

Seenes

In 1993 Pirandello's copyright expired; this is one reason why produe-
tions of his plays and, especially, editions of his books have followed
‘one upon ancther at a frantic pace. But such activity is not necessat-
ily a sign of vitality. It can happer, in fact, that quantity does not
correspond to quality, that the race for production and publication is
concerned more with an appealing name than with the necessity of
confronting a classic author of the twentieth ceribury such as Piran-
dello, whose works are much studied but far from exhausted. Such
an exrcessive offering can also provoke reactions of rejection — healthy
reactions, that are certainly more fruitful than a formal, uncorsidered
homage. It can happen then that critics may elude the homage, express-
ing indifference to Pirandellian drama and sometimes even boredorn
in confronting texts that are overly used by directors, actors, critics,

and scholars.

- Given the denger that Pirandello may be ot only used but alse

consurned ard wasted, given the indiscriminate flowering of new, not

always controlled and phitologically reliable, editions, and given crit-

ical proposals in search of originality and novelty at any price, I will

- restrict my brief overview in two ways. First, [ will limit my analysis

to the years, 19934, and second, I will point cut and reflect uporn only

productions and editorial initiatives that avoid reutine, fashion, or the

anxiety of unmotivated subversion.!

- Twill staxt with the productions, convinced as I am that they reach

the public most directly and that they have an essential function in

preading an image, modifying a commanplace, and giving interna-
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tHiorlal status o a writer. The writer in cur case - Pirandello — has been
confined by past criticism within the narrow limits of nineteenth- and
early twentieth-century lalian culture, amonyg verigmo, anti-verdsmo,
and irrationalism. To be tmore specific, it may be surprising that a
catalogue of western literary texts of any period might demy a relevant
place to Pirandello as narrator, but it would ke unthinkable in an
analogous — imaginary — catalogue of theatrical texts of our century.
Dramaturgy of the twentieth cenbury would be unthinkable witheut
his name, because his prestige with the public and the stremgth of
his inventions endure to the present, and the “scandal’ of the situation
tepresented in his works can still be modern, at least in part. I wish
to maintain then — pending verification - that i the two vears under
examnination, the major novelties have come from Pirandellian produc-
tions, just as, in the past, they came from productions directed by his
contemporaries — Georges Pitoeff, Max Reinhardt, and Rudelf Beer,
among others. Such productions were destined to influence literary
criticizm and to mould the fmage of the playwright with the public.

The first consideration concerma the present interest for Piran-
dellian theatre, in Italy, on the part of ‘great’ directers, rather than
younger ones, and consequently, the choice of canonical texts such as
Sei Persomaggi in ceres d'autore [Six Characters in Search of an Author,
1921) and I gigant dells montagna [The Mountain Gants, 1937] rather
than texts that are comsidered minor and seldom performed. In 1553

. there were three prestigious productions of Sef Persondggi — by Franco
Zeffirelli, Mario Missiroli, and Naoni Garella {not to mention cne in
China where this text was still unknown).”

Zeffirelli's October 1993 production was based on a desecrating
determination (not far from Anatoly Vasiliev's by now famous 1957
prl:lduction,3 but with less theatrieal ingennity) aimed at an amusing
modernization of the text.! Zeffirelli re-wrote the first part of the play,
imagining that the actors, dressed in the casual way of young people,
speak about the facts of the day heard on television and then start
rehearsing not Il gicco delle parti [The Rules of the Game, 1918] but ]
ciganti della montagn (a text that, as we shall see, becamme a favourite of
Ttalian directors the following vear). Along the same rodernizing and
desecrating line, the actors’ moments of ‘theatricality” make fun of the
great Itallan directors, from Luca Reneconi to Glanfranco Cebelli, from
Giancarle Nanni to Massimeo Castri, all are teased for thelr stvlistic Hes
and formal characteristics. In the first part of the play the anusement
and irery prevail over the Pirandellian text, and widen an original
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- structure {which did allew such evasions, since Pirandells himself was
- polemic against the theatre of his time). In the second part, tragedy
- wins, and with it today's actors win too, thanks to a knowledge ac-
. quired also through so many years of Pirandellian practice.

- From the highest treason to the utmost fidelity: for his production,
- Nanni Garella chose the originsl 1921 edition of the play (rather than
- the customary 1925 edition), where the dialogue #s more harsh and
cmany stage directions are different” Garella gives masks to the six
. characters as suggested also by Pirandello in the 1925 edition; these
. ghastly masks with a strong expressionistic mark imprint 2 mythic,
- classical value on the drama. At the same time Garella pIu:‘ui:s the
- philosophemes, eliminates the cerebral, implied meardngs of Pirandel-
~-listn, and gives back ifs absclute truth to the conflint.

. By contrast, Missiroli focussed on the identity of truth and fiction
- ardl the crisis of maodern values and convictions; he also marks out
& line in Malian bourgeois theatre, having the actors trv out not f
- piuocp daile f.-:rﬁ but the beginning of Carlo Goldoni's Sreanie deilz
L villeggiotura.” The first act is entirely replaced by Goldoni's dialozues,
with the Six Characters hreaking into them, that is, breaking i.:tm a
performance that is already concluded {rather than one that is being
rehearsed). This allows the immediate and even visual comparison
between the eighteenth-century scene and the naked stage of a theatre

iy the 19205, The reason for this choice is stated by the director himself.

-lchoee the Villeggisinra becanse [ wanted the Sicilian-lialian langwage of
Pirandello ta be grafted ento and to react against the [talize- Venetian fargguage
of Goldond ... I was interested In staging through the theatre tvo centuries,
the twentigth and the efghteenth, the latter being distant encugh in time to
'_ allowy us to utilize a costarre comedy, bur also tlready intellecm-allv modern.
- Finally, eliminating that first act allwwed me to cut the noisy chatteéing of the

-2ctors who are rehearsing, the inside talk and the talk through quotes typical
 of all milieus, '

- AS we can see, every director in his own way re-thinks that part
_ f Pirandelle’s text which the playwright hirnself had already thought
“of a8 a scene open to variations and which was in fact varied in the
“praductions of many directors who were his contenwpararies, In Mig-
‘giroli’s case, the novelty consists of the elimination of the ‘rehearsal’
ih which the actors introduce themselves, and the choice instead of
comparisom between two differert theatres. These two theatres,
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however, have something In commaon - thelr modernity; both criticize
their respective contemporary societies, of which the dialectal-national
Janguage (Halian-Venetian and Italian-Sicilian) is the most evident
point of comparison.

The Mountain Giants

Ff 1293 was the year of S¢f Personaggi, 1994 was the year of I giganis
delln maﬂfagsm, the seript chosen by Glorgio Strehler for his third drama
production” {after those of 1947 and 1966} and chosen as well, as their
first encourter with Pirandello, by Leo de Berardinis and Luca Ron-
comi. Chatside Taly, this same play was also chosen by Cesare Lievi
for a production in Hamburg and by Bernard Sobel for a Parisian
production with the great Matia Casarss.

Critical eonsiderations of the reasoms for such a recurrent choice
shenald begin by proposing comjectures based on the productioms and
an the statements made by the directors. There seems to be ne doubt
that hiskorical analegies induce Halian directors and actors to propose
again and again the historical, pessimistic Pirandellian view not only
of the destiny of the theatre but of human beings in their relationship
with art, poelry, and aesthetic vision

One further aspect of the modernity and contemporary relevance
of J giganti della montagna i3 that it is an open and not concluded fext.
‘This openness {s partly the result of the author’s death, buf i even
more the result of the structural impossibility that a text so open in
its themes and so infinitely interpretable be closed and confined in a
conclusion and a univoeal meaning. In fact there is no doubt that both
Countess Tise and her co-protagonist and partial antagonist Cotrone
can be placed in contrasting positions, and beth of themn have a good
baggage of rights and wrongs. Cotrome s right and wrong when he
ignlates himself from the world and from society, as Ilse is right and
wrong when she maniacally repeats a poefry text by a young lover
who is dead — just as dead both poets and authors are also dead in this
text that could well be considered postmodern. And what about the
Gianits? They are crude and brutal, but they nevertheless build worlds,
preferring new and cheap shows to poetry. These shows could be
vesterday’s sport events or today’s television shows; they are ‘obscens’
shows — that is, shows sutside the scene - that are favoured by the
EIBE5ES. :
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[ am intentionally simplifying and listing some of the irreconcilable
- positions proposed by Pirandello’s fext In order to demonstrate its
infirite interpretability — just as classic and modern myths cannot be
interpreted in just one sense. This aspect is certainly an Important
axplanation for the success of [ giganti amonyg the great Italian directors
of today. The other reason lies in the singular analogdes between the
19305 of the Pirandellian text and the 1990s, analogies that concemn
. the relationship between poetty and theatre and between theatre and
society. In fact the actress Ilse and the actor-divector-wizard Cotrome
“establish a relationship of comparison or competition rather than one of
- comflict; the comparison is based not only on the difference between the
institutional, traditional theatre of Ilse's ‘cart’ and the private, mental,
“wigionary theatre that anybody can create through the wizard-like
- power of imagination, but also on the obstinate presence of Ise in
" the world, even if she has been rejected by it. Cotrone, on the other
- hand, acts in aristocratic isolation, without following the performance
" rules that, though criticized and criticizable, form the essence of the
" theatrical institution, The comparison then is between a theatre for so-
“clety and an individualistic theatre, destined only for its own pleasure
- and consumed in aristocratic isolation.

. Pirandello doesn’t choose, doesnt decide; he limits himself to list-
~ing the constitutive elements of the two theatres and their conflict with
~the rude world of the Giants, a world that is af the same Hme both ar-
:; ‘chaic and, in a modern way, mechanicistic. But even this outline I just
proposed can be modified; the perspective can change to suggest other
differences and other comparisons. It is exactly this aspect, the infindgte
"interpretability of the text together with the modernity of the confliet,
- that makes this script Interesting for today’s scenes. The continuing
significance of I gigan# lies, in sum, in the bad conditdens for the Italian
| theatre of today, crowded out by sport games and television. (In fact
" cinema might have been the 1930% equivalent of television.)

v From these premises I can develop a brief apalysis of the produc-
-Heons of Strehler, Romeoni, and Leo De Berardinis. Betiwveen the 1966
sproduction and the 1994 production by Strehler there is first of all
cthe same contrast as fhat between the Hse of Valentina Cortese and
that of Andrea Jonasson; Cortese was gifted with every charm and
“affectation {"birignao”) of the ‘great actress’ of historical Ttalian memory;
by contrast Tonasson's Isle is more severe in a modern way and lacks
nareissistic concessions.
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In the 1966 production the end of the epoch of the ‘great ac-
tor’ was central; In fact, the play ended with an iron curtain that
crushed the cart of the comedians on which Ilse and her com-
pany were travelling. The 1994 production underlines the charac-
ter of legacy given to Pirandello’s text, and makes of it the summma
of Strehler’s vision of the theatre as well — a vision that combines
both the reasons of Ose’s theatre of poetry and werds and the rea-
sons of Cotrone's theatre of pure vision and magic lights. The for-
mer doesn't want to give up talking to human beings and soci-
ety and ‘being-there’ in the world; the latter finds a metaphysical
gpace, away from human beings, aristocratically self-referential ancd
sullenly self-sufficient. Both are also Strehler’s theatres, cultivated by
him through his long career against the Gianfs, fo whom we can
attribute different names and furctions, but whe, in any case, rep-
resent the obtuse reasening of economic and political power, afraid
of the critical force contained in a theatre made for human beings.
At the end of the playv, a dead Ilse is carried into the audience by
her art companions. This ending can be interpreted in different ways,
but seems to affirm the necessity of compnunion between theatre and
society.

The staged Salzburg production by Luca Roncoend is very different”
The choice of an isolated, disused factory distances the representation
of Cotrone’s magic world in time and space. The characters appear on
the scene, marked by weariness and time, as if they had escaped a
disaster and miraculously survived. Here, too, the scenic play of the
protagonist is central, because she appears simultaneously as a ‘great
actress’ {of the Russian rather than the [talian schonl) and as a person
sharply identified and involved with her drama.

The director Roncond, who has always preferred other archetypes
of twentieth-century dramaturgy, from Ibsen to Schnitzler, made an
interesting statement comeerning his first production of a Pirandello
sCript:

[o - dichiaza il regista - che mi sano sempre sotiraite alle inderpretaziond
.. soatargzialments negative della ‘via italiana’ a Firandello, ho accettato ...
proprio perche approceie al sue teatro @ mediate da una lingua strantera,
11 lungo dove lo spettacole si svolge — un ex-fabbeica di sale in un'isola sul
fiutne ~ I'ho scelto io perché mi & sembrate ideals per rispettase la struftura
frammenta-ia di un testo che pur certrato sul teatee e l2 sua essenza, si svolge
funri dal paleoscerdca,
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-k who have always avoided ihe substantially negative interpretaticns of the
-‘ltalizn approach’ te Pirandelio, have accepted .. exactly because the aporoach
“to his theatre is mediated by a foreign lenguage. As for the place where the
. performance takes place — a former salt factory in an island on the river —
.1 chege it because it seerved to me ideal in crder to respect the fragmentary
“structure of a text that, even though it is centered o the theatre and its essance,
“takes place cutside the stage.

. Ronconi, unlike Cesare Lievi, refuses the ending added by Firan-
“dello’s son Stefane Pirandello, becsuse he respects the integrity of
“the work left unfirashed at the author's death. This decision brings
ihe whale play within an autobiographical sphete which characterizes
-~ aording to Ronconi - all Pirandello’s later werks. For Renconi,
thery, the writer's love for Marta Abba is central, as is the homage to
“the actress that he lovingly transtated into the play. Marta Abba or
“Eleonora Duse? Which of the two actresses was the mode] for Ilse? Or
was it both of them, the close Abba, and the divine Duse, who always
_avoided inferpreting Pitandello's plays?

- . The problem ElIlSEE mainly when we consider the Berardinis pro-
- disction of | gigonti;' the extracrdinary acting performance by Leo
“de Berardinis en tratesti, reaching trance and transfiguration on stage,
-had & strong emotional fmnpact on the public. The production notes
‘point ouf three reading levels in Pirandello’s work: the [lse-Cotrone
Juxtaposition, Cotrone’s magie, and the Glants. ‘My attemnpt,’ writes
the director-actor, ‘has been that of absorbing Pirandello’s pages by
‘adhering to them and meaking them my own, $0 much my own that,
-85 an actor, I chose Ilse’s figure and made her become tragic, for a
kind of biographical identification. Biography in depth, to be sure.
For years I have firmly believed in the strength of postry amon
ﬁpeople, be they giants or human beings, in spite of any derision.’
And in an interview Berardinis clarifies the idea that guided him
to his identification with Ilse, starting from the model of Fleonora
Duse: "Ten years after the death of the actress, and after the “de
tline of the great actor” and the adwvent of the director as supreme
_a.rtlst of the scene had been announced, this image is stll very alive
in Pirandello. The Ilse of [ giganti preserves many traits of it .
The following bistory of the theatre witnesses a progressive r:th
tancing from the tigure of the actor-artist. ¥ Leo de Berardinis as-
serts the primacy of poetry and of the actor-director. He sees Piran-
dEHD a5 the one wha, aware of the decline of this epoch, armounced
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with I giganti the transition to ancther theatre {perhaps Renconi’s or
Strehler’s?y,

Books: Editions and Criticism

The strong mfluence that productions of this kind have on the work
of historians and critics is evident, but for the publishing industry the
most important phenomenen is represented by the great quantity of
Firandells texts that were published when the copyright expired.

Since there are too many Tecent editioms to list hete, [ will simply
point out the most impertant ones, published by Finandi, Garzant,
and Mondadori, that all met an immediate success among the reading
public, In the past two years IT fu Mezftm Pascal [The Late Mgttia Pascal,
1904] has been a bestseller in Italv

As we saw in regard to Sel pﬂ?Sﬂﬂ_“Iggi, it is time for the critic of
both narrative and theatre to face the problems of variants in different
aditions; by now a philolegical study must (or should) accompany
any edition of Pirandello’s works, even an inexpensive one intended
for the common reader. Let me single ¢ut, ameng the mest important
cnes, the Mondaderi editions of the novels and short stories edited
by Mario Costanze with infroductions bv Giovanni Macchia, and of
the plays edited by Alessandro d"Amico.” 1 The dialect plays have been
edited by Sarah Zappulla Muscara for the Bompiani publishing house,
and by Gaspare Giudice for Garzanti. All these editons are sustained
by an arduous philological commitment, and are aimed at rendering
readable the dialectal texts and at dorumenting the munerous drafts
of the theatrical texts in Italian, We can consider this commitoent as
the distnectve mark of the most recent Firandellian criticism, a crit-
cism which prefers documents to global interpretations, philosephical
perspectives, and the so~called ‘Pirandellisms.”

An impartant excepten is the critical work of Romano Lupering
en the theme of the allegory of the modern that he applies to the
Pirandello’s works. His analysis starts from the problem of the loss of
aura, a5 Walter Berjamin called it, which characterizes modernity. Ac-
cording to this point of view ‘art can realize its objectives of knowledge
and analytical deconstruction only by adapting itself to the degraded
reality by which it is surrounded and by pesiting itself, at the same
time, as the mitror and the critical conscience of that same reality. 15
The theme of allegory is connected with the theory of humour as the
comaciousness of a loss of ‘universal meaning” of the world; therefore
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it is connected to the impossibility of the tragic in Pirandello’s work
and in modern theatre in general — henee the decomstructive and de-
structutalizing character of the Pirandellian conveption of art.

On the side of document-criented criticism, by contrast, I should
peint out the research on Pirandellian biography, on the letters that
the playwright exchanged with friends, with Marta Abba, with men
of theatre, and with contemyporary political figures. These letters doc-
wnent complex relaticniships, that can now be seen with unprejudiced
eves, not in & Manichean way, but with close attention to Piran-
delle’s various attifudes, often difficult and comflictual, towards the
vast world of ‘others.” As for the biographies, there are two remarkable
approaches by M.L. Aguirre d"Amico — Vivere com Pirandelio and Albwm

Pirandelio™ - which offer new perspectives and points of view, par-

Heularly the first one, which is mostly dedicated to the two women of
. Pirandello’s family, his wife and his daughter, both differently marked
by a life close to and in the shadow of a man of genius.

The publication of Pirandellian letters has been stinulating new
critical perspectives for quite 2 time. Those pubhshed by Alfredo
-Barbina, Sarsh Zappulla Muscard, and Elic Providenti” have cast light
‘on Pirandello’s years of studies in Bonn, his sentimental and family
life, and his first condacts with the world of literature and theatre.
His letters to Marta Abba, edited by Pietro Frassica’* outline a very
-complicated love relationship between the old, adoring play erght
.and his puptl, Marta Abba. She was capable of inspiring Pirandello
-with many female characters for his last plays, but she was unable to
‘take upon herself the role of “divine’ that both of them desired.

- Half-way between document and eritical indication are the vol-
‘umes dedicated to the relationship between Pirandelle and the cin-
~ema. This complex relationship, after the initial rejection decumented -
by the novel 5 giva ... [Shoot!, 1915-16], later re-titled Curderni
i Serafine Gubbio operatere [Notebaoks of Serafine Gubbis, Cameraman,
192536, adheres in an increasingly r:onvmced wayv to the ruamer-
ous linguistic possibilities of the cinema’® After these researches
the judgment on the relationship between the playwright and the
‘cinema can perhaps be radically reversed. In fact cinematic pro-
‘ductions of Pirendellian texts have profoundly marked the history
-of the cinema, with the first sound-mugical film in Italy, [a con-
“zone dell’amore [Love Somg, 1930, an adaptation of the short story ‘In
gilenzio” [In Silence,” 1923], and with the ‘intermational use' of his
“texts that became possible — for examgple, the French productions of
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I fu MatdHe Pascal by M. L'Herbier and P. Chenal, and the guperb
1932 interpretation of Come fu wri ool [As You Desive Me] by Greta
Gatba,

Let me turn from FirandeHo’s personal relationships and his re-
lationships with contemporary culture to those often conflictual rela-
tiorships with the theatre of his time. " They were, as we know, far
from linear, made of an unsuppressahle vocation for the stage and
a similarly unsuppressable refusal of its laws and contventions, al of
wilich were regularky subjected to criticism and deconstruction. At
this point I can retutn to the theatrs of the directors with which my
brief and far-from-exhaustive analysis began, and I can draw some
provisiomal comelusions. I understand why the most recent produc-
tions have preferred not the Pirandelo of existential plays and ‘minor”
works, but the Pirandello of the plays on the theatre, which present
the most comprehengive criticismn of the laws of representation and at
the same time affinn their unsutpassable truth and poetry.

This conviction concerns us directly and irwalves the theatre of
the last twenty years. The hypotheses of transferring the theatre into
immediate {ime and place(s}, the happenings and the experiences of
the Living Theatre (also dreamed of by Pirandelio), are contained in
an experience which iz fundamental for us even though that too may
no longer be relevant. Other theatres remairy that of the actors-artists
{according to the definition of Leo de Berardinis), or that of the Charac-
fers in gearch of an authern, or that of Countess Ilse and Cotrone (which
could also be, aside from the visionary quality of a single Individual,
the modern magic of the cinema}. The already existing theatze also
remains, with its limnits and its dependence on society’s laws and rules,
together with the theatre of topia, which must not die.

That iz why in recent vears Italian actors and directors alike have
favoured the Pirandellian plays dealing with the theatre; and above all
that is why they returm with insistence to the text that deals with the
problern of art in an epoch of loss of aura, in an epoch of reproduction
and mass meclia, that is, to I gignr# dells montagna.

Translated by Maria Rita Francia Biasin
NOTES

1 For the most recent years see Romano Luperini, Introduzions o Birgndello
{Barl: Laterzs, 1992), and Franca Angelind, IT pusio su Plrandells {Bari:
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| Laterza, 1992}, These volumes offer detafled information sbout less recent

~ critical tendercios, which are here orutted for reasons of gpace,

" 2 This inferesting 1933 production ook place in Beljing, Similarly attuned

- to Dave Stamper's song sung by the step-deughter, Prends eands

. Tehgu-Thir-Tchau, it evoked liberty-style chiniserios of the 19208, thanks

" alzo to the gostumes. The preduction was quite formal {the child dies

(- bf a gun shot bending his head three times), and was able bp newtralize
. the scandal and the disturbing elements such as the incestuous situatian

. treated by the atfraction of the step-danughter for the Father.

+ 3 The Russian director dnatoly Vesiliev later produred a more modest

- version of Cinezana & sus mode at the Centro Teatro Atenee in Rome with

- young Ialian actors aliernating their roles.

. 4 5a persomagyi, staged October 1993 at the Teatro Manzoni in Milamy;

" directed by Franco Zeffrelli, with Frrico M. Salerno, Barbara Buacellato,

I G Zanetti, and K. Bianchi

- B Bet personagst, staged Noverber 1993 at the Teatro Testoni in Bologna;

T with Virginio Gazzole, Patrizda Zapps Mulas, Emamuela Grimaldi,

" and Roberto Trifird, and with Garella himsel! in the director's rola,

»- - Plrandello’s 1921 text is availabie in ‘he volume edited by Guido Dravien

;0 Bonino (Furin: Einawdi, 19933

-6 Sei personagyi, staged November 1993 at the Teatro Argentina in

Rorne; with Gabriele Lavia, Monica Guerritore, Glamrico Tedeschi, and

Marianella Tazzle,

.7 Missiroli made ehis statement o the journalist Stefamiz Chinzari for the

o mewspaper L'uwitd, 7 November 1003,

© 8 I gigantd delly moniagna, staged March 1954 2t the Piecolo Teatro of Milan;

- with Andres Jonasson, Franeo Graziosi, Giulia Lzzzarini, Tine Carrars,

.. Glancarlo Dettard, Line Traisi, Anna Saja, and Engo Tarascio.

- ¥ Baged July 1994 in a former sait factory in Perner-lsen; with Jutte Larrpe,

Talier Schrricinger, Wolf Redl, and Sebestian Mirow.

10 Staged in 1903 and subsequertly at the Teatro Argentina in Rarne in

Fanuary-February 1994; with Antonio Carrpobasso, Marco Sgroeso, Elena

Bricci, and Donata Castellaneta, and with Lea de Berardinis as Ilse.

11 This statement can ke found in the piavbill of the Teatro Argentina for

. the 19934 season.

12 See Dusdarni dt Sowtarcangeln 1 (1994 7.

13 The kest editions of thds novel are the Garzanti (edited by Ming Borselling

and Giorgio Patrizi), the Mondadori fedited by Marziano Guglislrminett

and L. MNay), and the Einaudi (editad by Glancarlo Mazzacurati). All

three contain critically relevant readings. See alse Franca Angelini, Miti
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moderni & miti dassici nei Fre Mattla Pascal,” Bivdsta di studi pirandeliion
{21 Liecemmber, 1293): 7-15.

1% To date only two volwmes of the Mascfire nude [Naked Masks] have been
published — one in 986 and another in 1993 - containing the plays
written between 1208 and 1923,

18 Luperini, "L'attc del sign#ficare aliegorico in Sef personagyi e in Enrice 117
Bivieta A7 studi pivandelliand, 6/7 (June-December 1991): 9. See also Guido
Graglielmd, ‘Ltllegoria in Firandelle” in Tovda e segezione {Turin Finaadi,
1974).

i5 Both published by Mondacord, Milan, in 1950 and 1993 respectively.

i7 Alfredec Barhina, ed., Letters d'amore df Luigd 2 Anteretta (Rome: Bulzeoni,
1458); Sarah Zappulls Muscard, ed, Certeggi inadiit (Rame: Bulzoni,
1580); Letere da Born (Rome: Bulzeni, 1984); Episiolaric fimiliore glomanile
{1885-1889) (Florence: Le Monnier, 1986), anc Leffere glovanili da Palering ¢
di Rama (Rome Bulzond, 19931

18 Pietro Frassica, ed., A Marta Abba per nox morvirg [Milar: bursia, 1951,

18 See especizlly Lucio Lugnani, Firandstlo: Letferaturn e leatry (Florence: Lz
Nimerea Ttalia, 19900 and L'hehmsia fefice e alir saged su Pirandello {Naples:
Liguor, 1988); Franca Angeling, Ssrafne ¢l dere (Venice: Marzsilio, 19505
Braneeaco Cgllari, Pirvandelle ¢ il sinemn (Venice: Marsitio, 19927 Claudio
Cerrerird edited Pirandellos film script for Accinio (Turin: ERI, 1950)
and Fossano Vittorl edited the scoeenplay for Sef Persomage? (Florence:
Liberoscambio, 1584
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" Pirandello’s Quest for Truth:
- Sei personaggi in cerca d’autore

" DONATO SANTERAMO

“The histus between the text and its mise e scive, the dichotomic re-
Tationship between the stagniant text and the dynamic, ever changing
‘staging, was at the centre of the debates on and around the theatrical
-event at the beginning of the twentieth century. Such debate, far from
being merely a formal discussion on the nature of representation,
-encouraged significant sesthetic speculation on theatre in particular
and on art in general, as it investigated the relationship between art
#ned truth and the possibilities of creai-mg signification in a world that
-had lost the cerfajnties of experience. Mmrdmg to Pefer Szondi the
modermn theatrical age, in particular the period from 1880 to 1950, is
characterized by the introduction of an ‘epic element’ in drama. In its
-first phase modern dramatists such as Ibsen, Chekhow, and Maeterlinck
pursued the negation of the fic ef nunc within intersubjective relation-
ships. However, at this point the ‘epic element’ was to be produced
-at the level of content only; the structure of the play maintained that
of traditional dramaturgy.® At the hun of the century, however, the
core of the debate focused on two principal perspectives: theatre as
“spectacte, which led to the rise of the figure of the director, and theatre
2% dramatic text, the author’'s gtandpoint.

Significantly, Luigi Pirandello was at the centre of this debate as he
tackled the issues from the latter perspective and focused on textnal-
ity. While he was surely aware of the philosophical implications such
.2 discourse could bring about, Pirandello contirmensly challenged his
-own assumptions, as the intemal dialogue between his artistic produc-
tiom and his essays denotes, It is a dizlogue that never achieves a frue
resolution. In fact, ane can detect the spectacie/text controversy in
‘Pirandello’s endeavour as he reflected on the nature of the theatre by
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favouring the text over the performarce in his essays while question-
ing and investigating the zons franca offered by the stage inmany of his
plays. Theugh he sought to answer the questions related to theatre as
dramma, his goat, similar to the project of those who focused on theatre
ag spectacle, was to define and determine the function of drama as
an artistic means of creating signification.’ This task became exrep-
Homally dndricate because of the complete failure of speculations of
both the naturalist and symbolist onovements, a failure which had led
tor the complete armihilation of the entire theatrical apparatus.® Thus,
Firandello's viewpoints on the theatre amalgamate both the proposed
theoretical hypothesis and the exnpirical stage experimentation in the
theatre af the turn of the century as speetacle and as drammatic fext.

In 1908 Pirandello published an essay entitled THustratori, attori
e traduttorl’ [[lustrators, Actors, and Tmﬂsiamrs],s an «laboration of an
essay he had written in 1899, ‘L’azione parlata’ [The Spoken Action].® In
both essays, he fercely opposed any “inferpretative’ achem whatsoewer
by the director or the actor. He disputed the artistic validity of the mise
en sréne by arguing that there is an irredeemable dissenance betwesn
the text writtenn by the author and its staging, In Tllustratori, attori e
tradutiorl,” he stated that, if sometimes the mise en soéne of a fext is
better than the written text itself, it is only because the written text
was of no value in the first place. Pirandello also maintained in that
same essay that if one wants the original and not a mere franslation
of the text onto the stage, one must twm to the comrzdie delarte and
its ‘canovacce],” that iz, ‘sketches in embryo.” Me concluded bis essav
by affirming that the commedin dell’arfe is nevertheless a trivial form
that lacks the ideal simplification and concentratien common fo every
superior work of art” The text, therefore, was central for Pirandello
at this stage of his life and career, and the written word here is
comsicered to be the gupreme and absolute guctoritas, A playwright's
text is considered an authentic artiste creation, wheteas the staging
of that text is seen, by Pirandelle, as only a mawlkish and unnecessary
product,

However, Firandello’s attitude towards the theatre was quife differ-
ent only a few years earlier. In a letter sent to his famdly from Fome in
MNovernber of 1887 he wrote: "Uh il teatro drammatico! [o lo conguis-
tetd [0 non posse peretraryi senza Provare una viva emozions, senza
provare una sensazione strana, un eccitamento del sangue per tutte
le vene.® {Oh, the dramatic theatre! I shall conguer it. [ cannot enter
it without experiencing a vivid emotion, without feeling a strange
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~ sensatiem, an arcusal of the blood throughout my veins.] This statement
-1s not surprising if one considers that Pirandello had written plays,
~which he later destroyed, at a very early stage of his career. In fact,
s imitial artistic efforts were almest completely devoted to the theatre.
La gente allegra [Happy People] and Le popolans [The Comman Wamen],
- were written when he was in his twenties (both were destroved); and
- L'epilogu [The Epilogue], I niblio [The Kite], and Scamandra, altﬁough rict
- staged until many years lafer, were written between 1891 and 1899,
“Yet, from 1899 to 1916, Pirandello did not write anything for the theatre
- except for Lumie di Sicilis [Lights in Sicily, 1910], ¥ dovere del medico [The
Doctor's Duty, 1911), and Ceze {1913), all of which are considered stage
-adaptations rather than plays. On the contrary, during this perind
he composed many short stories” and, in 1904, he published what
-is corsidered his narrative masterpiece, If fir Mastia Pascal [The Late
Mattin Pascal]l. He also completed his essay on humour, L' wmarismo
[On Humoser, 1908], a work that is pivotal for an understanding of his
aesthetics and is considered his philosophical testament. )

It is noteworthy that the sixteen vears in which Pirandello the
‘Playwright was dormant are the same years in which the erisis of the
two leading Buropean theatrical assthetics, naturalism and svmb olism,
rearhed its peak. Pirandello’s theoretical starting point in ‘L'azione
parlata’ and ‘Hlustrator], atteri e traduttori’ coincides with that of
the naturalists. In fact, he continuoushy insisted on the validity and
flecessity of the written text. However, as he explored the pcssibiilities
of the stage, he came to realize that the impasse such g conception of
the theatre would create had to be overcome, This awareness coincided
with an understanding of the impossibility of creating narrative works
capable of producing mearing, ™

- It has also been argued that Pirandello’s attack on theatre in ‘0-
lustratori, attori ¢ traduttori” was trigzered by the fact that his early
theatrical works had all been turned down by producers and directors,
‘end that his disposition towards the theatre was a personal vendetta
against the theatrical enfourage that had refused to stage his plays.
-I_t is impertant to note, however, that even i, 1925, after he had re-
-celved international acclaim, he reiterated everything he had written
in ‘illustrator, attori e traduttori.’ While in Paris for the staging of Sei
personagH i cervg d'ontore [Six Characters i Search of am Auther, 19211,
in an nterview given to the daily newspaper Le Temyps, he explained
that he still believed that the staging of a play is always a betraval
of the original — that is, of the text as the author conceived it — and
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that the mise en scére s not in itself a work of art.” What is extremely
startling is that Pirandello, from 1916 onwards, had devoted practically
his ertire artistic production to the theatre and he would continue to
do so until his death.

Pirandello was not unique in trying to find a reselution to the
theoretical irrpasse the theatre was facing throughout El.l.rr:r]_::u:a,13 As
a matter of fact, at the beginning of this century, all the vatious the-
eries of the stage vestigate and reveal the contrast between three
aesthetic drmains: the artistic elaboration of the text by the authoer,
the interpretation of the director, and the inferpretation of the actor.
Significantly, while in Italy, Edward Gorden Cralg, ome of the first
theorists to address these contrasts, was drawing the most extreme
consequences from. the distinction between theatre as spectacle and
theatre as work of art.®® However, his starting point was net the
deamatic text. Instead, he insisted on the Importance of the visual-
izaHon /inspiration of the text, which should give life to a ‘perfor-
mance text,” thus creating an original werk of art that will have only
a ‘thematic relationship with the dramatic text. ™ There is a state-
ment in Firandello’'s “Tllustratori, attorl, fraduttori” that s 2 confu-
tation of Cralg's thesis: TPer quanto lattore si sforzi di penetrare
nelle intenzioni dello scrittore, difficilmente riuscira a vedere come
gquesto ha veduto, a sentire il personaggio come autore 'ha sen-
tito, a renderlo sulla scena come Yautore Iha veluto!® [No matter
. how much the actor tries to penetrate into the writer's intentions, he
will untikely be able to see as the writer did, to feel the character
as the author did, to realize the character on the stage as the author
wanted ]

As Umberto Articli observes in hiz study I ritme ¢ la pocer Alle
sorgenti del teptro della srudelid, even though both thinkers insist on the
necessity of an suctor, Cralg believes that such a role is plaved by
the directer, and the enemies are the text and the actors, whereas for
Pirandello the gugtor is the dramatist himself.”

Hewever, in 1936, Pirandello wrote an introductory essay to Silvio
I¥Amico's Storia del fexfre italiano that presents great incongruities
with respect to his previous writings on the theatre:

H Teatro non ¢ archeologia. I non rimettere le mand nelle opere antichs,
Far aggiornarle ¢ renderle adatte a muovo spettacelo, significa incuria, non
Eid scrupalo degno di rispette. T Teatro vucle questi rimeneggiamenti, ¢ e
n's giovate incessanternente, in tutte le epoche in cul era pit viva. 11 testo
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- Testa integra per eii se lo vorrs rileggere in casz, per sua cultura; chi vorrd
. divertircisi andrs a teatro, dove gli sara tipresentato mondo da tu*te Je parti
- wizze, rinnovate neile espressioni non pit corrend, riadattato ei gusti dell’oged.
E perché questa & legittimoe?

. Ferché l'opera d'arie, in teatro, non & pitt il lavrora di une scrittore ... ma
" uz athe df vita da create, momento per momento, sulla scena, ¢ol concoese del
~pukllica,

) [Theatre is not archaeclogy. Nut to manipulate antique texts in order to acty-
alize them and turn them into 4 new spectacle is a sign of neglect and should
~not be regarded as respectable behaviour. Theatre dernands manipulation and
has incessantly profited from # in every age in whish it was more lively.
" The text rerrairs intact for those who want to read it at home far persorél
plessure; those who want to enjov thermselves will g0 to the theatre, where
- the text will be presented cleansed of withered parts and unfashicmehle terms,
and adapted to contemporary taste.

- And why s this legitimate?

Because the work of art in the theatre iz no lomger he work of a weiter ..

_but an act of life to be created, moment by moment, ar: the siage and together
with the spectators.]

Significantly, this essay was written after his experience as rapoc-
omico at the Teatro d'Arte from 1923 tn 1928, an episode which wouild
prove to be a decisive factor in his dramatic production.”® Only a few
manths before his death Pirandello redeems the stage, as he states
‘that those who expect complete fidelity to the text from its staging
should stay at home and read it. His closing statement is startling; he
maintains that the work of art in the theatre is no lemger the work
of a writer but an act of life to be created, moment by moment, on
the stage and in collaboration with the audience. In this last Segient,
he implicitly maintains that the two works — the text and the mise
en ecéng — belong to two different realms of art, and are both to be
considered, legitimately art. In this essay, he asserts {just as Craig had)
the independence of the mise en scdne from the text, Pirandello does
not g0 as far as ko maintain that the staging of a text is superior to its
written: form, but he promotes theatre to the level of art and exhorts
directors to intervene on the writien word.

Luigi Pirandelle’s position towards theatre is thus problematic. His
theoretical writings until. 1936 display a kind of suspicion towards the
- very concept of theatricality. In contrast, his plays written after 1918
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can be considered the experimental laboratory in which he searches for
answers to problems related to the dissonance between the text and its
mise en scéne. > In this light, S personaggt i cerca d'mufore can be seen
both as the breaking point within Pirandello’s dramatic production,
and as his first attempt to explore the narrow boundaries between
fiction and reality in general and on the stage in particular.

Sigmificantly, Pirandeallo plaved Sei persenagat in cerca d'autore at the
beginning of his cellected theatre, Maschere rude [Noked Masks], thus
denoting its primary role in the development of his artistic vision. In
this play, Pirandello explores the impossibility of identifying a single
source of discourse and an unambiguous instance of signification of a
text. Here, nne finds an explicit conflict between the author's subjective
stance and the fable that each Character believes to be objective, 5o
that n Sef persanaggt, more than in the other texts of the trilogy, ‘the
battle of signatures explodes.? This unreselved conflict extends also
to the supposed objectivity of the written text and the subjectivity
of amthor, actors, Characters, and spectators, a conflict which never
finds a true resolution in the prevailing Pirandellian text. The absence
of a dominant point of view leaves the Characters a prey to their
cordlicts, The autonomy of the Characters and the refusal of the author
to give them life are, according to Romano Luperini, the substance of
a ‘gnoseclogical play.” For Luperini, the traditiomal author, with his
capacity to interpret, is forfeited. The Characters are in search of a
universal truth which no longer exists, a truth that even the suther is
unable to asserk. ™

Unlike Craig, Pirandello locked for answers in the text. It iz not
by chance that in Sei personaggl i cevea d'awtors the actors and the
director are rehearsing I giuoce delle pard [The Rules of the Game], a
play written by Pirandelo himself in 1918. In Il giuoce deile parH, the
‘cordlict between the individual and society bears the typical structuare
of traditional bourgeois drarma. Pirandella metaphorically annihilates
this structure by having the six Characters interrupt a rehearsal which
never resumes. As Sergio Colomba chaerves in his volume La scenn del
dispiacere, in Sei persongsd the typical conflictual structure of bourgeods
drama between an individual and society is lost. I gincce delle parti
carmot be represented. The Characters’ story, as wel] as Pirandello’s
renunciation of their tragedy and, his refusal to acknowledge it, under-
goes a radical process of estrangement which leads to the definitive
destruction of the dramatic structure upen which bourgeeis drama
was based.”
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Pirandello’s insistence on the existence of a text befare the arrival of
the Six Characters is noteworthy. Before their unexpected appearance,
the seript of I giuoco delle parfi is the main protagomist. Sef personagei in
cevea & autore beging with a few lines exchanged between the director
and an electriciany; nmediately thereafter, there is a stage direction in
which the actors are brought onto the stage together with the prompter
who is carrying the script of Il ghisoce delle parti. The stage director
indicates the exact point at which he wants the rehearsal to begin,
and the prompter is ordered to read the stage directions from the
seript. The prompter is often interrupted by the director, who makes
detailed suggestions about the mise en scine. Moreover, when the first
actor asks if he has to wear a chef's hat, the stage director's imitated
reply is, ‘Mi pare! Se sta scritto lil [indichera {1 copione]* [I should
say 50! I¥'s writtén there, isn't #t?! (pointing fo the script)]. As soon
as the Six Characters become part of the action, though, the situation
changes dratnatically; the prompter no longer has to read the script to

. the actors, on the contrary he merely records on paper the succession

of scemes and the S Charscters’ lines. In so doing, he inverts the

_process of theatrical fextual areation. At the beginning of the play,

with the director’s insisterice upon representing the text on the stage
ad litteram, Pirandello mimvics the naturalists’ attitude towards the mise
en sceste of & written text. By introducing the Six Characters onto the
stage, he maps a new possibility for the staging which will no longer
be tyrannized by the author's text.

[mterestingly in 1923, two years before Pirandello wrote the preface

to Sei personaggd in cerca d'autore, Antonin Artaud attended the nrise en
- sctne of the play in Paris and saw that there was no text, as he staed
(in his review of the performance: *Au commencement 14 vie continue.

I n'y a pas de spectacle. Le regard plonge sur la scéne jusqu’au fond.

'_ Er}vulé le ridesu. Toute la salle est un ioumense plateat o1, pour une
fols, le spectateur va assister 3 la cudsine d'une répétition. Répétition

de quoi? [1n'y a pas de pidce. Le drame va se faire devant nos veux.™
(At the beginning life goes on. Thete is no spectacle. Qur gaze ﬁlunges
into the depth of the stage. The curtain disappears. The theatre is an
immense plateau where, for once, the spectator is going to witness
the making of a rehearsal. Rehearsal of what? There is no play. The
drama is going to unfeld before our eves.] However, the pmdﬁcticm
of a performance text is not created by the Characters themselves, who

instead see their exploration fail miserably. Moreover, it is with the

appearance of the Six Characters and their unwritten text that problems
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begin for the actors. While the performance of the pre-existing text,
1 givoee delle parti, did not challenge the actors and thelr aching tech-
niques, once they try to impersonate the Characters they are scorned
and deemed inadequate as actors. Pirandello seems to be suggesting
here that & theatre moves away from the nineteenth-century bourgeois
agenda, new acting techniques are also necessary.™ In Sef personaggt
in cerca @'anfore, Firandello peints out that a new theatre can only be
represented by the Characters themselves. As he writes in the preface
added to the play in 1925, the Characters introduced themselves to
him. He did not evoke or invent them, they simply appeared from a
zone of penurbra — the Pirandellian clirze [beyond),

Essi si sono gih staccati da me; vivono per coniba lora; haono acquistato voce e
movimento; sano dunque it divennti di per se stess!, in questa lotta, <he han
dowrato sostenere con me per la lora vite, personaggl deammaticl, personaggi
che presone da soli mracvers] e parlare; vedona gid se skessi corne tali; hanno
irnparato a diferders: da me; sapranno ancora difendersi dagli altri™

iThey have already detached tremselves from me, they live on their own;
they have acquired independent voice snd mavement: in this struggle for
their life thev had to fight with me, on their own, they have thus become
slready dramatic characters, who are able to speak and trove on their own;
they already see themselves as such; they have lesrned to defend themselves
. from me; they will be able to defend thetmselves from others.]

The characters’ place of origin is thus, othermess. Pirandello had
already contemnplated the issue of the independence of & character with
respect to the author in three short stories, ‘Personaggl’ [Characters’],
‘La tragedia di un persomaggio’ [The Tragedy of a Character] and
‘Colloqui coi perscnagei’ [‘Conversations with Characters’], published
respectively in 1906, 1911 and 1915.° Each short story begins in the
same way, the author, Pirandelo himself, is visited by characters who
more ot less implore him to give them life in some manner. Each
of these short stories presents different characters, and provides a
pretext for Pirandello to investigate and elaborate on the reasoms why
a character has the right to live his or her own life. The idea iz that the
¢haracter does not merely follow the plot created by the author, but
rather the plot unfelds frem the life of the character. The characters are
ultimately sent away by the author whe is not willing to grant them
their desire,
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In Sei personager in cerca d'antore, the situation of independence is
extreme; not only is a life {that of a character) not to be narrated, but
also, there is a multiplication of characters. To he precise, we have
six, and five of them insist that their story be represented. There is mo
~ dialogic relationship nor any real interaction among the Chazacters,
Any possibility whatsoever of mediation — a fundamental comprangnt

for the tulfillment of meaningful communication, necessary to achieve
interactiom amengst characters in a play ~ is lost in S personaggl in
cerca 4 autore.

1L PADRE  Ma e & tutto qui i male! Nelis parcle! Abbiame bt dentra un
monde ¢i cose; clascuna un sue mondo di cose! E corne possiame intenderc,
. slgnare, s& nelie parole ch'ia dice metto 1l sensa ed 1] valore delle cose come
. sono dentro di me; mentre chi le ascolts, nevirabilmente le assume col seneo
e col valore che hanno per sé, del mondo com’egli I'ha dentro? Crediamo
- d'interderci; non cintendiame mait™®

. [THEFATHER Butif the evil is entirely here! In the words! We all have a world
of thirgs inside; sach one of us has his ows world of trings! And how eas
L owe understand one anothez, S, iF in the words T uiter, | put the meaning and
- value of things as they are inside me; while the one wh listens, inevitably
 takes thetr: with the meaning and value they have for him, of the world he
. has instde? We believe we understand one ano*her; but we never Ae

- Far from making a merely metaphysical staternent, Pitandella is al-
- huding to the possibility, or rather the necessity of overcoming the du-
- alistic nature of experionce. The extreme subjectivism of the Characters,
- a mirror of the new Welfanschamumg, is evident throughout the play
: a8 the ‘epic relattvization” depicts the split of the synthesis between
- .subject and object, which is undoubtedly a qualifving characteristic of
" Sed personaged i cerea dantore,”

In fact, the Characters are not able to find the author they are loaking
¢ for — ari author in the etymological sense of the word: authority, Thus
- their play is not performed. What is instead staged are their useless
~atternpts to find a producer of such an unequivecal and definite text,™
. When the capocomice asks the Father where the script is, the answer is
~'E in noi, signore. Y] dramma @ in roi™ [Tt is in us, Sir. The drama is in |
~s]. The Father, from his first appearance, insistently attempts to be-
come situltaneously character, actor, and, most importantly, author of
.-what he believes to be the frue play. He strives to impose his narrative
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account of what happened and Is, in this, opposed by everybody else
in the play: the other five Characters, the actors who were rehearsmg /!
giuoco delle parti, the stage director, and most importantly, Pirandelle
himself, the author of Sei personaggd i cercn d'autore, According to
the Sicilian playwright, not only can the author no longer be auctor,
but also, the existence of any auctor whatsoever has been forfeited as
the unity of interpretation has collapsed. In this play the characters’
independence and autonomy from the writer and the text are abso-
lute, since Pitandello is aware that a single source for the creation of
signification cannot portray Teality.

On the stage this signifving chaos explodes as the actors whoe were
rehearsing I ghuoco delle parti are mot fit to play the Characters, thus
frustrating the mize en scne. In fact, as the Characters live a life of their
awn and feel in a subjective way, so do the actors, whe are unable
to conciliate themselves with the multiple “selves’ of the Characters.
Heze one cannot but think of the scene in S¢f personaggi, i which
the director casts the leading actress of Il gingzo delle parti as the
Stepdaughter. When the actress utters the lines previcusly narrated
by the Stepdaughter, the latter bursts out in laughter and states, Ma
non dicevo per lef, aeda! dicevo perme, che nonmi vedo affatto in lei,
ecco. Non so, non ... non m'assomiglia per nulla ™ [T wasn't talking
about vou, believe me! I was speaking of myself, whom [ cannot see
at alf in you! That's all. [ don't know, you den't ... you aren’t in the
least like me.] Here again, Pirandello attempts to resolve textually the
contradiction presented by the staging of a play. The actors as I‘?uman
beings are conditioned by their psychological, social and material ex-
istenee. Such characteristics undermine the ahility of the actors to feel
arid essentially to be as the Characters feel and are. With the actual
staging this problem is taken to its extreme: actors who are plaving
actors rehearsing II ginoco delle park, who want to play the Chalrac_ters
of Sei Personaggr, a play which the author does not want to write.

Therefore, at the very cote of Sef persortaggi, ome finds the atternpt
fhe Characters make as performers to play Sef personaggi. They ut-
ter their lines first, and by doing so generate the text. Through the
negation of a pre-existing text (I ginocs delle part) and the assertion
of the incompatibility between the text and the director, the actors,
the Charackers, and ultimately between the Characters themselves,
Pirandello poses, textually, the problem relating te the creation of a
single source of signification. There is however one Character, the Som,
wha is unwilling to be given a fixed role, Non ho proprio nulla, io,
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da fare qui! Me ne lasci andare, la prego! Me ne lasci andare. ™ [I've
got nothing to de with all this! Let me go, I beg vou! Lat me zol].
He stromgly reiterates this unwillingness to act when, towards the
end, the Father asks him fo represent the terrible scene in the garden
and he answers, ‘Io non rappresento nulla! B I'he dichtarato fin dal
- principiol™ [1 shall represent nathing at all! And ['ve said so from the
. very beginning?].

Irterestingly, in hiz 1923 Preface’ to the play, Pirandello himeelf
comments on this matter; ‘'C'# un personaggio infati — gquello che
‘nega’ il dramma che lo fa perscnaggio, il Figlio ~ che tutto il suo
- rilieve e il suo valore trae dall’essere persanaggio non della ‘commedia
- da fare’ — ¢he comne tale quasi nom appare — ta della rappresentazione
¢he i0 ne ho fatta, ™ [As a matter of fact there is a character — the one
whe ‘denies’ the drama that makes him a character, the Som — that
" draws his relevance and value from the fact of being a character not
_ of the “play to be" — which, as such, hardly appears — but of the repre-
- gentation that I have given of it.] Pirandello virtually closes his preface
by arguing that he is quite aware of the confusion introduced by the
Son and vet, in so deing, he reaffirms the centrality of a character wha,
" as he hirnself states, has been almost peripheral to the play to be — a
" ¢haracter who ‘denies the play. ™

Pirandello’s Son, in a Hamletic IIWLarlner,35 refuses his fixed role. He
. thus tries to subvert the mise en scéne with his unwillingness to act
~ out his given role. In the play, the Son is unwilling to represent and
* therefore is the orly one of the Cheracters who interprets the author’s
- intention, which is, in fact, not tn give life fo the play: To non mi prestn!
Tmon i preste! B ointerpreto cost la velontd di chi non volle portarci
.sulla scenal™ [I am not going to lend myself to this! | am not going
~tol And in this way [ interpret the will of the one whe did oot want to
Ubring us onto the stage!]. Interestingly, by not warting to represert,
[ the Son rencumees his existenice, something the other Characters are
D met ready to do

. Paradoxically, the situation s a complete reversal of that presented
:'in the three short stories {Personaggi,’ ‘La tragedia di un persenaggio’
~and ‘Collogui col personaggi’), where the characters begged the auther
- to give them life; it is also a reversal of the experierce of the other
S Characters In Sef persostags? who afl insist that thev exist as they are,
Cwithout accepting any sort of compromise, However, despite the Son’s
creluctance, a play unfolds and swiftly moves towards its problematic
ending. It i3 at the very close of this most controversial play that
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Luigi Pirandello (a dramafist repeatedly accused of being incapable of
untangling himself from the tyranny of the written fext} conjectures
the necessity and vet the impossibility of a performance text At the
close of the pla.v Sei personagel in ceven d'autore, at the bov's presumed
death, fiction and reality merge on Pirandello’s stage:

FRTMA ATTELCE  E morte! Povera ragazzol E morio! Oh che cosel
FrIMO aTrorE Mz che morto! Finglone! Finziane! Non o creda!
ALTRI ATTORI 04 DESTRa  Finzione? Realtd! realtiy! E morto!
ALTRI ATTORI Da sENTsTRA Mol Finziong! Finzions!

FADRE Ma che finzione! Realtd, realtd, signari! realta™

[acrmass  He is dead! Foor boy!

actor  Heis not dead! It's fiction! It's only fiction!

ACTGRS (entering from the right)  Fiction? Reality! Reality! Fe's dead!
AcToRs (entering from the gty MNo! Fiction! Fiction!

pareaR  But wiat fiction? Reality, reality, ladies and gentlemen! Reality!]

Ag all the Characters leave the stage, the Capocomice afmlessly trying
to regain control over the performanca and thus reality, exda.]mil
‘Finziome' Tealtd] Andate al diavolo futti quanéi! Luce! Duce! Luce!
[Fiction! Reality! Why don't you all go to hell?! Lights! Lights! Lights!].
Yet, this last atterpt fo put order into the chaos is deomed to fail; the
shadows of the Characters regain access fo the stage and the Step-
daughter, who had constantly insisted om represenfm% and not narrat-
ing her drama ~ ‘Qui non st narga! Cui non i narra!™ [No narrating
kere! No narrating!] - ultimately leaves the place of reprasentation, the
stage, rushes into the orchestra and plunges nto the place of narration,
the place of history and thous reality.*

In Sei persomagy? it cevon d 'autore, Pirandello did not find any answers
to the various questions he had posed. Firstly, he tried to solve, at the
level of the text, the problem related to the creation of a performanece.
While the Characters were In search of an auther, Pirandello was
searching for a resolution to the problem relating to the creation of
an absolufe and univocal truth fo be expressed by the mise en scéne.
By confining himself totally to the written word, he was unable to
pose the question at the level of representation. Thus, at thiz point
of his theatrical productien, his investigation of truth and creation
of signification continue to be central to his artistic production. He
continued to mvestigate these questions in the other two plays of his
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‘meta-theatrical trilogy, Ciascumo 2 10 mods [Each in His Oum Way] and
‘Cuesta sevg st recits q soggetto [Tonight We Ingrovise], but the dilememags
brought about by his rescarch not only remain urreselved, they also
expand and demand a drastic resolution. In his 1956 introduction to
¥ Amico's Stavia del tegbro ttalizny Pirandello established, theorstically,
the base to overcome the afflicted state of the theatre; simultanecusly,
‘he set forth to unravel the impasse artistically in I giganti dells montagna
IThe Motastein Giants], only to be hindered b}r death.
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- Pirandello and the Theatre-within-the-

- Theatre: Thresholds and Frames in
~Clascuno a suo wiodo

 MAURIZIO GRANDE

Simulation and Fichon

- In Tuigi Pirandello’s so-called theatre-within-the-theatre trilogy - &
L pereonaggt i cercn dlautore [Six Characters in Search af an Author, 1921),
Ciascuns @ suo mode [Ench dn Fis Chon Way, 1923), and Questa serm s
- vecita a soggetto [Tanight We Improvise, 1929] — the play between fiction
- and simmdlation is quife pronounced, to the point where it becomes
extremely diffirult to distinguish these two aspects of dramaturgical
- writing. The issue becomes mare complex still if one considers that
the metatheatrical nature of these works tends to erase the border
between ‘theatrical illusion’ and ‘ilusionistic reproduction’ of reality
and life, thereby réndering simulations (what we might call the fictitions
nature of theatre} indiscernible from #fusicn (the illusory nature of
theatre’s pragmatic effects). The object here is to analyse the way in
which Firandelle ‘orchestrates” the relationships between fiction and
sirnulation, both at the level of theatrical ilusion and at the level of
ts ‘metatheatrical reflection,’ and thus obtains the neutralization of
simulation and, the magnification, of fiction beyond the conventional,
statutory limits assigned to them. In this way, Pirandello iz able to
make of metatheatrical simulation the most external frame of the dra-
imatic game playing, one which leads us to the innermeost threshold of
fiction: the dlfusisn of reality,

o In order to understand the nature and the role of metatheatrical
'_l‘mu.latiﬂn 1 is necessary to examine the categories that {1) identify
betiom and simulation at the coneeptuad level, and (2} uphold the modal
and functicmal distinctions between the two, both in artistic practice in
general, and in theatrical practice in particular. First, it is important to
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state that any act of simulation is a specification of the act of fiction, in.
the most general sense of the term. It may also be said that simulation
is a specific aspect of fiction, and that the relationship established
between simutation and fiction is one of fnclusion (as a ‘species’ is
included in a genus). Every work of art is a work of ficton,” and this
condition itself becomes the nature of theatre, where simulation 1% the
characteristic form of dramatic ficHon, For this reason if is said that
the fictitious reality of the script is transformed into a verisimilar and
*truthful’ representation of the real, precisely through the contrivance
of simulation (which affects both the art of the actor and the art of
staging}.

The cenceptual category by which theatrical sirlation is rendered
explicit is the rmake-Believe category, that is to say, the same conceptual
category of game playing in which fiction as such is suspended A
then elevated to the status of boundary between the ‘true’ and the
‘false.” Bvery act is both 1eal, in so far as it is 2 move in the game,
and, at the same time, false, if it is assumed to be a real gesture.
Within the game everything must be true: the commitment of the
plavers, the confrontation amengst the opponents, the conquest of
the steke, and even the psycho-physical waste exerted in the atternpt
to gain advantage from one’s own actions. Yet, everything must be
simulnted, so that it will not be confused with the actions executed in
reality.

Here the paradox of the game becomes evident. The same act {for
instanice, that of striking an adversary with a physical blow), takes on
different meanings in game playing and in life. In the boxing ring, for
example, ore respects certain rules when striking an opponent, 3:1:11&3
which instifute and govern the confrontation as an athletic competition.
In life, the selfsame act is ‘framed’ in a different type of situation: the
confrontation is simply a confrontation; it is not governed by rules
which, if applied, would transform the confrentation into sport (box-
ing}. It stands to reason that the only case in which there is complete
simulation is the specific game that is theatre — both the theatre of
child’s play (with children dressing up as warriors and engagng in a
battle that is ot a battle, but that must be conducted as though it were
a hattle proper) and of adults’ play {of which the only non-competitive
and non-athletic form is theatre), This is the paradox of game playing,
on which the ‘game of the theatre’ is based; it is a game in which
make-believe iy especially specified in simulation and defined as a
special practice of fiction.
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~ But the nature of theatre is not ascribable and cannot be reduced to
- the logic of simulation. It does not exchaust itself in the contrivance of
ﬂ.I'LE,‘ game that regulates the two-tiered act of fiction, an act which con-
sists of: (a) fictitions action executed according to the rules of dramatic
composition; and (b) an act of sivulation that specifies and actualizes
_Fhe drampatic fiction within the performance. The nature of theatre
. implies Ithe willing suspension of dishelief in & manner so as fo make
the audience willing to accept the artistic devices of fiction as true
and to put in brackets the fictittous nature of the dramatic game On
the other hand, the nature of theatre also includes the 5uspen.sion
of the specifiz condition of the dramatic act of fiction (simulation).
Through this suspension, this game of simulation assumes a role of
Moigame, A 1ole of characteristic illusion that transcends the nature of
ﬁct}cm. It follows that the symbolic pact which Tegulates theatrical
{icnon makes this simulation assume the nature of sispended game and
_ fﬂusmy realify, a nature that transcends both the act of fiction and
its specific theatrical modality, simutation (from performance to stage
-design, from costumes to lighting, from the real objects seen onstage
to their metaphorical significations) ¢
++ In this ‘game within a game,” game,/ non-game of simulation, the
“device of the theatre-within-the-theatre plays a significant role; i’rI Is a
paradoxical form of simulation that we may call metatheatrical ;fmacfa~
;fom. [tis my intention to show that Pirandello’s metatheatre strength-
ens theatrical illusion and pushes it to the limits allowed by the garne
‘between fiction and reality and between sirmulation and truth, placing
-theatre at a new frontier of illusion, that of halincination. 7

'MauntMgs and Threshoids

There is no doubt that in the trilogy of the theatre~within-the-theatre
‘there it a play of mountings® between the different planes of fiction
snd simulation, so that the first performance progressively loses the
illusory nature guaranteed to it by simuiation. Such an urveiling
deeurs as that first performance becomes the frame for a second
'perfnrpname that presents the fictitious nature of the first, thereby
revealing theatre as the locus of simuiation, And vet, at the mo-
ment when the second performance establishes itself as a framework
mounted around the first performance and unmasks its essence as
simulated reality, the second performance positions itself as an even
more powerful illusion, in that it enunciates itself as nan-theatre,
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or rather, as fyper-theatre which contains a sort of Fype-theatre as a
performance (that is to say, a staging) revealed to be a simulation
of reality. | this wayr, the theattical game erunciates itself at two
levels: (1) the staging of a script, that is, the fictitious reality pro-
duced by dramatic art; and (2} the sirnulation, as the specific real-
ization of the dramatic fiction. Thus, the performance that constitutes
the second mounting frames the first performance as a mounting of
the drama fhat 15 enuncigfed (and denmumneinfed) as such,” a theatre that
is unable to guarantee the suspension of disbelief, and even that
of the theatrical game This never-ending play of mirvors, frames,
mountings, levels, reflections, and thresholds of fietiom tends to dis-
place the theatrical lhsion from the realm of simudation info that of
meta-simulation, to the point of rendering the borders betveen theatre
and life indiscernible.

The role of Pirandello’s theatre-within-the-theatre is to cross the
thrashold which separates art and life, and to make the distinction
between reality and theatre indiscernible, thereby creating a theatrical
illusion that erases the distinction between theatre and non-theatre. It
is therefore a radical and paradoxical form of metatheatre, one that
does not have either the logical and aesthetic function of rendering
theatrical simmulation explicit, or the ideclogical goal of expesing the
fictitiows or game-like nature of theatre. Furthermore, it is not the ob-
jective of this fuorm of metatheatre to strengthen the theatrical lusion,
to enunciate metatheatre as hyper-simulation or as a simulation of a
simulation {g+en thoush the increase in theatrical illusion s the Imme-
diate effect of this play of metatheatrical mountings). Metatheatrical
sirmulation has an alternative pragmatic purpose and another aesthetic
obtective. It has the purpose of prohibiting simulation and the objective
of realizing a form of trens-theatre which transcends theatrical fietor,
and expands it to the point of paradox in the theatrical performance:
thus it moves from stonulation to reality.

Pirandello’s metatheatre, therefore, cannot be explicated by refer-
ring to the theatre-which-speaks-of the-theatre, that is, a theatre which
dismantles its devices and displays the theatrical conditiom as a theme
of its metatheatrical stmidation. Pirandello’s metatheatze does not expose
the theatrical Setion of the theatre; rather, it shows the theatrieal fiction
that exists in life. But that is not all. Such a theatrical form speaks fo us
not of the world of performance, but of the way in which we can travel
ot transit through the performance into reality, by dint of a fiction that
exasperates its own contrivance to such an extent that it becomes a real
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o hallugination. This is the hallucinatory reality of the evervdar ‘naked
masks,” and of everybody’s daily life. o
The term theatre-within-the-theatre, in its obvious sense, is not to
. be confused with the metatheatrical simndation: a distinction is needed
 therefore, between theatre-withirethe-theatre and metatheatre, Pixan:
- dello’s metatheatre is not theatre-within-the-theatre; it is, if anything
: _thesittre bevond the theatre, theatre that leads into the paradoxical formn
of simulation that is life, even when this paradexical form of simidation
{lilfe} is presented om a theatrical stage. [t is rot a coincidence thaf in
Citscuno 2 guo mods the stage fs continacusly shifting, and the extended
© scene beging to include and define the restricted or pritmary scene of
_ the theatrs, to the point that the distincHons between one écene ard
- ‘the other, between theatre and metatheatre, disappear.
;In this manner, Firandello’s metatheatre proceeds to a prodigious
- play of mountings: theatre within theatye, performance within per-
- -formance, pexformarce within theatre, theatre within performance, In
the end, there is no enunciation of the theatre in the fiction staged;
rather, the contrary occurs. Metatheatrical sinmlation s not placed ix{
the outermost frame of the theatrical fiction, in which the performance
of simulation is inscribed. Instead, frames and thresholds uﬁdergo a
: ;ad.ical overtuming, so that metatheatre is placed in the innermost
nounting, the one in which simulation becomes neutralized by an
even more powerful fiction. This particular fictior, in turm, becomes
- occluded and blocked as fiction, and is reworked irta & new theme as
" true drama-true theatre; it exceeds theatre and enters into life. The
- theatre thus becomes the place where simulation hides {and suspends)
-the make-believe of the dramatic game playing, while fiction, in turn
- constructs metatheatre as a fhreshold between theatre and life. r
<" - Finally, the performance, in its integral form of theatre and metathe-
- atre, will be constructed as a trans-theatrical stage event in the comtine
dous passage from threshold to threshold, from frame to frame, from
smounting to mounting. Imitfally, the performance is situated in the
- mRermost maunting of theatrical strlation — for example the rehearsal
of Il ginoco delle parti in Sef personagei in cerca Fautore or FPalegari's
; dra'vf;mg room in-Ciaseuno a suo modo. Then the performarce maves to
- the imtermediary mounting between theatrical simulation and metathe-
afre, producing an effect of theatre-within-the-theatre — for exarnple
: the ertzance of the Six Characters and the gnsuing dispute IEgarding’
'_:I:lra:matic fiction and theatrical simulation in S persorAgy, or, the first
_-'_mremazzn corale in Clascune @ suo modo, and the averturning of levels of
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sinulation, fiction, and re-simulation. Finally, the performance moves
to the outermost mounting of theatrical simulationy; this mounting in-
cludes the other levels, but overturns their positions and meanings.
In fact, in the outermest mounting, simulation becornes metatheatre
and erases the differences between simulation and reality, so ﬂm‘t
the level of metatheatre reveals itself to be the innermost mounting
and becomes the threshold between simulation and J:ealit_r.?,_ beﬁvr?en
fictiom and {llusion, between art and life. Metatheatrical S-J.rnu}.atilo.n
transcends fictfon, and reveals it to be simulative, to be a specific
characteristic of the game of theatre, thus rendeﬂng impraﬂtlcabl:e ave
ery make-beliepe in the succession from theatre to life, from reality to
illusion, from mirrer to reflection. The multiplication of the levels of
simulation and of the mountings of theatrical ilusion is reflected at
a trans-theatrical level, one that is indistinguishable from the complete
iflusion of reality. This complete ilhusion of reality is the nofion of Life
as hallucination, beyond any possible tvpe of theatre.

Beyond the Threshold

There is often a tendency in common discourse {and also in specialized
discourse) to confuse metatheatre and other forms of meta-arf, '._wt_h
metnianguage, or at least, to assimilate these two forms of semictic
praxis in the figure of reflection. The difference betm:_&n meta-art alnd
metalanguage can be fully understoed in the functional distinction
between the two practices: metalanguage assmes languag_e as the
object .of reflection, the field of investigation, or the material to Lbe
analysed. On the other hand, meta-art takes art to I?e a reflectiom
of artistic practices. Thus, the modality of reflection is the element
which distinguishes mete-art from metalanguage. I metalarugua}ge,
reflection on language produces a description of the language-object
by means of a series of reformulations of utterances based on the

‘principle of equivalence’ amonyg the terms as well as among the syn- -

tactical modalities of fheir concatenation. In the case of meta-art, tth‘e
is no reflection on art for the purpose of refornualating its practices in
non-aréistic terms; rather, what oceurs is the elaboration of a reflected
art form, in which the artistic practice becomes the theme and the
content of the work., Meta-art produces the work as se.gﬁref%ex:_mfy af
the artistic prackee, as a reflected form of art and D.f its semintic con-
ventions, of its style and of its language, to the peint of overtrning
the relationship between form and content. Metalanguage produces
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-4 reflection on language as the content of analysis, a wansitive re-
formulation of lnguistic codes and mechanisms. Metalanguage is
“ransitive’ in the same measure &5 meta-art is ‘intransitive.” Meta.
language transits through language by reformulating the meaning

- of messages on the basis of a possible semantic equivalence of the

terms involved. Meta-art impedes the transit from the sigms to their
referents, making the form of the artistic practice into a reflection of
meaning, and calling into question the relationship between art and
extra-artistic reality, between language and referent, between form
and contert.

Metatheatre, like any other meta-artistic practice, cails inte play
the relationship between stage fiction and Teality by neutralizing
simulation through a multiplication of the levels of simulation, and
by producing a series of splittings and doublings of fiction in the
various mountings of the theatre. Such mountings then function as
consecutive mirrors in which the reciprocal images of form-mearing
and sigh-referent are annulled. The splitting-deubling of simulation

“becomes the typical content of metatheatre, that is to say, theatre as a

reflection which leads bevend the mirror. Metatheatre mounts theatre
and simulation (stage fiction) with the reflection of the theatrical formm,
bevond spectacle as performance {bevond performance as representa-
tion) or staging of the seript.

At this point the issue is to examdine the ways in which Pirandella’s
work is affected by this short circuit between sinulation and fiction,
this precess by which performance positons itself in the outermost

- frame of the drama, and the stage svent produced by metatheatre places

itself in the innermost threshold between theatre and frans-theatre,
In fart, if metatheatve is the reflection of an icrdicted simulation,
then theatre (inasmuch as it is an institution of fiction and simula-

- tion} will be the frame and the mirror of such a reflection, making
- fiction and simulation, signs and things, art and life indiscernible.

The trans-theatrical dimension will be opened up by the continueus

. transit between theatre and metatheatre, leading to the overturning of

the condition which constitutes dramatie art itself: instead of having

- & sttuation in which the theatre acts as a mirror of life, there is one in

which life acts ag mirror of theatre.

What has just been described constitutes the trans-theatrical dimen-
slon of Pirandello’s theatre, 2 dimension which will be here exemnpli-
fied in that play of reflections already implicit in the title of the second

S work of the trilegy, Cinscune a suo mado.
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Life as Miror Reflection of Theakre

The second play of the theatre-within-the-theatre trilogy is a long de-
bate sm the masks reality is able to assume, and on the mrltiple facets
of the truth that subtends human actions. Bach individual sees things
in his/her own way,’ so that the different positions are presented as
reciprocal and specular, like the obverse and the reverse of an image
and its reflection. Reciprocity is characterized by the symranetrical in-
version of identity; the ‘same” thing seems to be repeated in the other
as a doubling of the idenfity, as symmetrical to fhe identical,

The reflection, the double, and the syrmetrical of the identical, do
not simply comstitufe the theme of the confrast between Doro Pale-
gati and Francesco Savio. Twice the two characters find themselves
on opposite sides of the same “truth” on the first cocasion, they for-
mulate two different interpretations of Delia Maorelli's behavicour; on
the following day, they find themselves supporting the opposite to
their previous positions, thereby taking each other’s place, and thus
mirroring each other reciprocally in the Punch-like overturning of
their own opinions. The notion of reflection as symmetrical to the
identical i3 the theatre; and metatheatre has the task of forusing on
it by relegating it to the stage of the ‘primary’ simulation, that is, the
performance that fictitiously reproduces an eventt which has occurred.
I this, metatheatre has several and diverse functioms:

1. Metatheatre moves theatrical ficion from ‘direct’ simulation {the
staging of the seript), to meta-simulation. For instance, in the frst
infermezzo carale, the fiction is dislocated from the stage to the foyer,
o that the script expands to include the mounting of the first stoou-
latiem within the mounting of the second sitnulation {the spectators
who comunent on the performance).

2. By expanding, the script establishes a caesura (but also a diverse
corfiruity} between stage and pit, remounting both in a theatrical
fiction that inchides the audience, and inaugurating a new game
between performance and spectators,

3. Metatheatre is not only the second performance that includes the
first as the perforrnance proper; metatheatre is also the flfusion of
comtinuity between theatre and non-theatre, between art and life,
given that there carmet be logical continuity between performances
which are mounted one within the other, without jeopardizing the
very sense of the theatre as performance. (Nothing prevents one
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from continuing the game, and Fnagining an even more exterior
mounting that contains the actual spectators of the first two perfor-
mances, fmally the audience in the real hall, who comment on, the
game of simulation within simu]lation, but whe inevitably would
become fietitious spectators of an even mare external mounting of
the seript, and so or, to Infirdty.)

4. Metatheatre brings theatrical illusion to an end with an ever] mote
potegt tihﬂuEion ~ life that doubles the theatre (and not the contrary)
= and that makes the theatre the place of stage exemplification

.- the debate on life, F ® opifioation of

- 8. Metatheatre makes of the double theatre of sirlation a clarification
of reality; or, to be more comsonant with the Pirandellan thematics,
it makes of the theatre the impassible double of a truth fhat presents
itself as a play of mirror reflections.

6. Metatheatre leads one to exit the theatre as ilusion, and forces the

- audience {be they spectators or readers) to question the notion of
theatre as a double of reality,

. Metatheatre shows simulation — both theatyical simulation onstage,
and theattical simulation o life — as a reflection of life. Therefore,
everything that Diego Cinci says regarding the paglisceesti {little
clowns] that we are, and regarding the game of mirrors in which

“we either recognize ourselves or disavow varselves, fixes itself on

the boundary between theatre and life, suspending the theatrical
fiction, and making the theatre the Place where truth is brought

- into play, and life the place where truth disguises itself with each
PErsom's own ways.

=1

Life, like the theatre, is not just a play ef reflections and masks.
It is a kind of metatheatre into which one enters into andd exits
- from simulation and mendactty, deceit and truth, fiction and real-
ity Life, at least for Pirandello, seems to exemplify the game play-
Ing between theatre and metatheatre, tuming itself into a play and
.4 reflection of that play. Life then is fiction and unumasking of fic-
JBen, in an interference of mourtings and mirrors that reflect the
ctheatrical play of reality, to the point that simulatirm, fiction and
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Life is the metatheatre in which one plays the game befween illu-
sion and reduction of fllusion, between mask and face, between the
sirpulation that we adopt in order to live and lie, and the fiction that
the metatheatre dealing with the social debate on the mask exposes o5
a mirroring of an illusion. Masks, therefore, are naked because metathe-
atre prohibits their theatrical simulation by doubling and overturning
such simulation to the point that no theatre is possible but the metathe-
atrical garme on simulation and ilusion.

No ane will ever know the true, the ultimate motivations beahind
Delia Morelli~-Amelia Moreno’s behaviour. Did she bring death to her
lover in order to save him from the slow death of passion? or to make
him an eternal prey beyond life? or because she was overwhelmed
by the love for another man? The play closes on the mnpossibility of
urtangling this knot or answering this question {and perhaps on the
impossibility of the question as well). And ¥ is not by accident that
the play does not close but rather is intersupted at the threshold of the
third act whirh will never be staged beeause it would simply invelve
the infinite continuation of the premises of the play.

Metatheatre closes the theatre on its own generous confession of
imnpotence in saying more than it says: truth is only representable, not
¥nowable; the theatre of trufh is still and always theatre, - a sirtulalion
of an illusion. On this beheading of the theatre and of the illusion of
truth, metatheatre re-opens and re-closes the curtain several times,
shifting boundaries, thresholds, mountings, and frames. The final
frame i% agxin a threshold — the threshold between theatre-metatheatre
and life — where metatheatre opens up to the unresolved theatre of life,
re-starting the game playing of masks and reflections of simulation in
reality.

Metatheatre, therefore, speaks of the theatre, but not of a theatre of
the stage where simulation makes a script believable. Rather it speaks
of the seript of life mounted inside the double-theatre of performance
and metatheatre, which in turn frames that performnance on another
performance, all the way to the end of illusion on the threshold of the
entranice irto reality. But reality, too, is still theatve, and the theatre
which wants to represent it can only be the metatheatre of that play
of masks which i life.

With Ciascuno @ suo mode, fhis artful and pathetic melodrama of
the impossible truth, Pirandello uncovers all of his ¢ards and aims at
erasing the differences between theatre and life, between that theatre
which & life, and that life which is theatre. Metatheatre is nothing
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other than the script of an fmpossible performance, of a prokibited
. simulation, of a doubled fiction. Metatheatre is life that mirrors itself
- int the theatre, and, because of this, it transcends arvy illusion of reality.
But when metatheatre forces theatre to mirror itself in life, then the-
atrical illusion again becomes the mirror of another illusion, to nfindty.
It becomes the mirroring of an impessible symmetry between reality
and reflaction, between the double and the original, between art and
the world.
o In thig way, Pirandello exits from the avant-garde and becomes a
_classic: he bacemes the prophet of a world in which nature canmot hold
up the mirror to art, any more than art can duplicate nature. Pirandello
becomes the prophet of an era in which the stmulacrum dominates,
undisputed, over the reality of human ralationships. Yet in Pirandello’s
‘theatre the simulacrum is not a copy without an criginal. It is a play
of symmetrical reflections that acts as the reality of the simulacrum. It
- Is like an eriginal that allows neither models nor copies, neither reality
. {1]?1' :?imulation; but only an infinite hallucination, bevond any pmsibl;:&
fllusion.

Translated by Tacia di Rosa

© 1 Tramslator’s note: Mawrizie Grande uses the Ikalian term incastonemenio
here in the sense of “setting’ or meunting.”
. 2 Translator’s note: In Ttalian, the text reads: “emuncinie (derumciato)”
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Families of Characters and Families of
Actors on the Pirandellian Stage

EallO FUPPA

In the beginning, theatre was largely peripheral to Luigi Pirandello’s
literary voecation, His conceptiom of the writfen work, or rather of
its preation within the author's imagination, existed well outside the
sphere of the stage machinery. This fact s not simply due to rerm-
nants of idealistic positions. Rather, it can be attributed to the author's
siding with contemparary literafi in their resistance te the low level
of theatrical produrtion, with its obsolete craftsmanship, and to _f_he
devalued, commercial nature of the material circuit of the t]:mali-,r‘n::al_
spectacle. From Arrigo Boite to Eduardo Boutet, from th\f: Smpxgarmﬂ
to the authors in pre-Raphaehte circles, we see in the PI?IIDd. of King
Thmberto I and in that of Prime Minister Giolitti [that is, at the end
of the nineteenth century and the beginning of the twentieth] an
obsessive, polemical objection to the world of actors and ceposomic
{theatre company Jeaders), inpresarios and promipiers, managers aqd
‘consumers’ (audignces), that is, in short, an objecton to the spaces in
which the mysterious and magical word of the poet is in danger of
becoming altered and prostituted.

In Itady just as thealrical reforms were catching hc_:ald_ of the Eur?pean
stage, writers were revolting against the actor, allgslumlst the alcf:or_ 5 freat
body and against the deformations and narcissistic improvisations of
this body. Only much later did Firandello follow suit, by represent-
ing Exagdgerated and mundane caricatures who are u.ljnﬁndf‘ul of the
original furor of their creator - of the possessed acquaintance of those
phantoms who make up, for instance, the misiit troupe In Sef Personaggt
fn corca dontore [Stx Characters in Search of an Auwthor, 1821]. But there
is more. In his theoretical works, from L'azione parlata’ ['The Spoken
Action, 1889 to ‘Hlustratori, attorl e traduttori’ [‘Hlustraters, Actors
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'_ ~and Translators,’ 1908, and even to “Teatro e letteratura’ [‘Theatre
. and Literature’ 1918], the Sicilian author manifests an explicit pho-

bia toward the passage from written text to stage, where tranglation
{traduziome), is the equivalent of betraval {tradimente). By definition,
theatre will always be urfaithful to the criginal eation of the peet.

- Consequently, according to Pirandello, the indefinite quality of that

which is represented on tkage must not contaminate the primerdial
Urszene — the hidden and thus, invisible vision of the poetic act.
However, with such a ‘spiritualistic allergy,” one cannot avoid a
humoristic contradiction regarding the very nature of the hidden text
prior to its fall onto the natural world of the spectacle. Such a contra-
diction criginates in the clash between a centripetal and a cemirifugal
phase of the written work. In the centripetal phase, the play is an
orgEnern, 4 structure made up of infernal refations and mairtaining
a dynamic balance that leads ore back to its creator or to a severe,
ancient, sacred archetype from- whose inspiration the action of the

text has taken shape. In the centrifugal phase, on the other hand, the

work seems to be a chaotic foree field, in whdeh various characters are

- propelied infa the foreground by an egocentric impulse, sach claiming

the entire space of the story ta be his or her own and expecting to
impose his or her own version of the plot on the others.
Who, then, is the criginator of the drama in such a case? [s it the

.- creator, that is, the father? Or is it the created, fhat is, the affspring?
- Any transposition onto the stage, besides being devalued by idealistic
. hypotheses, bears the burden of the irremediable aporias of such a
. fracture. The mandate of the character thus oscillates between the
© charismatic identity conferred by the auther-god within a harmonious

and well-disciplived outline, and the neurotic fixation or rebellious
cotrprulsion that tuins the character into & voice of sorrow, forced
to seek realization outside the text, perhaps in the body of an ac-
tor. Lnquestionably, the character, by isolating himself or herself in
a pathetic, foolish ambition of autonomy and shattering his or her
relationships with the other dramaris personae, eventually and in-
evitebly decomposes or falls apart. This type of character is a pure
and organde farm, or alternatively, an accumulation of ohscure forces

and ambiguous tensions. He or she is the type of character who offers

hirnself or herself o the bewildered interpreter — the actor ~ wha is

theroughly inadequate as a medium.

- Moreover, it may be said that Pirandello urges his actors fo serze

his characters, and not to use them. He presses actors to eliminate
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their own presence in the evocation of the sbient. (These are archaic,
shamanistic aspects of Pirandelln’s gothic-romantic aesthetics.) Piran-
dello, furthermore, often exposes the risks and obstacles of experienc-
ing a trance state, of embarking on a vovage toward the land of the
‘dead.” Suffice it here to cite as examples his metatheatrical short story,
Tt pipistrelle’ ['The Bat,” 1920, orhis play (liesta sera i recita a4 soggeito
[ Tonight We Jmprowise, 1930, to illustrate this peint. During the period
in which his paradoxical vocations as dramatist and capscomico were
developing, Firandelle wrote narrative works, from I fu Mattic Pasonl
[The Late Matiz Pascal, 1904] to 5 give ... [Sheot!], 1915) and Uno,
nessuita € centtorila (One, Nokody, and One Hundred Thousand, 1925-6],
in which he prompts the monologuing character, the narrating L° 4o
disintegrate and sink into multiformity and indistinetness. This oceurs
through the apologetic ‘rmultiple personality” seen in paranormal and
schizoid states that no actor, no matter how pure, willing, ascetic, and
detached from ego he or she may be, could ever successtully portzay.!
[t must be remembered, on the other hand, that in the kind of pre-
history it experiences in the short stories, the Pirandellian character is
pushed to the margins by the author, overburdened by unbearable situ-
ations in an anxious and precarious exdstence. Squalid, petit-hourgenis
décors, merciless hogtility displayed by social institutions, poor in-
comes, excessive responsibility burdening heads of families, unpre-
dictable diseases — everything contributes in a hyper-nabualistic set-
~ ting to force this fravet, this insignificant mortal not guaranteed by his-
tory, In a time of underdevelopment in the South and proletarization
of the lower classes, a time between Adua and the First World War,
to ‘make his/her exit,” so to speak, tempted by self-destructive ges-
tures. This Pirandellian chaxacter succunbs to persecution fantasies,
flendish grudges, foolish ambitions, snd flights toward fantasy and
madness, and 18 plagued by recurring provocations toward suicide,
All of these consHtute the character’s desperate and impotent psy-
cholopical answers to domestic hellishness, fo an ablenating job, to
bureaucratic hierarchy, and to an environment that does not allow
the development of any kind of mundane social self-affirmation. From
T professor terremoto’ [‘Professor Earthquake,” 1910] to ‘I treno ha
© fischdato’ [The Train Whistled,” 1914], from "La trappola’ ['The Trap,
1912} and ‘Tu ridi” {"You Laugh, 1912] to ‘Rimedio: la geografia’
['Remedy: Geography,” 1920], from “Visitare ghi infermi’ [“To Visit the
Sick,’ 1898] to ‘La camera in abeszy’ ["The Room Awaiting,” 1916], we
witness a continuous accurmulation of affrents and provocatons in an
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increasingly eonflictual and uninhabitable society, an accumulation to
which perhaps ‘La morte addossg’ [With Death On,” 1918] offers fhe
“most coherent and Lberating solution.
Death iz, in fact, the spectre that haunts these ironically macabre
pages. Death is wished for one’s oppressors or feared for one’s loved
ones. Death is also at times wished for a useless and cumbersome

. body, releasing one to the beyomd, the only form of indemmity or

compensation. These short stoties function as a kind of metaphysical
laboratory, a rite of Passage, a way of the Cross marked by derisive
and humiliating stations that quickly proveke a tormented disgust for
socialized life and motivate a progtessive movement away from its
-values and seductions. Betore climbing cnto (or descending upem) the
stage, therefore, the “victm' is relieved of )l hiz ar her bonds, purged
of such funereal ceremordals, disembodied, and thereby turned inte a
mysterious shacdow, a bizarre creature that emerges from the anthor's

- disenchanted pages (the author on several oceasions being disguised

as a slothiud attormey), a ghost that prowls behind the author's back,
pathetic and pusillanimous, prepared ta hounce onto an esotetie stage.,
Often, spectres are evoked by the melancholy of a live person whe has
been deprived of the loved one. This is the cage in ‘Notizie del monde
[‘News from the World,” 1901}, ar I pensicmati della memosia’ ['The
Pensioners of Memory,” 1314] or the second ‘Collogui coi personaggi’
{ Collequia with Characters,” 1915].

1;1 any case, such ectoplasmic apparitions generated by torment, by
desire, and by the imaginary world of the narrating subject, signallect
Luigi Prandello’s official entrance, orie which could no lenger he
postponed, into the world of theatre, with an explicitly transcendental
choice. Such an event took place in the years of wc:urlddcarnage, and of
global mourming when human losses were weighing heavily upon
an entire generation. This period is also well within romanticism
with borrowings from an archaic peasant culture, in an ahiwspheré

- of the fantastic stirred by expressionist winds that endowed the term

_I’fantasﬁc’ with the meaning Tedorov intended — that of suspension of
judgment. In fact, Pirandello's petulant shadows are born of & auther

“whe i5 Ideologically dissociated between a scientific, positivistic up-

bringing and repeated borrowings from idealism.
- ’Thurs we can explain the essence of the philosopher at the centre
of “All"uscita’ [‘At the Gate,” 1916]. This dead man who expresses his

own sophistic disillusionment in the mists of the cemetery prefigures
.ﬂ"IE long seties of philosophical raisonnenrs who do mot live on the
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stage, but rather limit themselves to watching others live. They are epic
subjects, not dramatic ones; they are the implacable and transgressive
commentaters who ssbotage themselves as they attemnpt to construct
their own mask of respectability, to develop some so-called ‘drawing
roem’ coherence, and thereby to ensure for themselves an ontological
security. Lamberto Landisi, Leone Gala, Angelo Baldovino, Luca Fazio
~these charactérs and others like them are endowed with an alienating
vertival gaze towards the world, They are the heroes of a dialectic
theatre, heads without bodies, words without meaning, empty shells
narcissistically gratified by theix own lack of being. These explosive and
dizzving arguers launch ‘daring’ bembs anto the orchestra {as Gramsci
noted during his stint as a reporter}, flushing out the comtradictions
between Il vincere dell'onests [The Pleasire of Hamesty, 1918] and 11 giuace
delle parti [The Rules of the Game, 1919], between the roles people play
an the exterior, and their hidden drives or instincts.

The motif of adultery, with an emphasis on cuckoldry, that was used
in various ways in previcus bourgeeis dramas, such as Giuseppe Gia-
cosa’s Tristi amori [5ad Loves, 1887) and Marco Praga’s La froglie ideale
[The Ideal Wife, 1890] is recydled by Firandelle. He adds a grotesque
birist, with a form that i3 more exasperated and nihilistic than the
typical werks of Jtalian theatre of the grotesque, since the simulacTum
of the philosopher must practice asceticism in its most pure form,
leaving aside ‘conjugal honour,” adultercus passion, and. the blood-
staired heritage of the Italian verismo. Problematic arvd relativistic,
Pirandello’s protagonist demolishes the instifuken of matrimeny, un-
dermining its very foundations and uncovering the skeletons hidden
in closets, perhaps those from past transgressioms (see, for instance,
Tutto per bene [All for the Best, 1920]). He simulates derisoxy contracts,
as happens for nstance in Pexsaci, Giacomino! [Better Think Twice About
Jif, 1916}, or he resorts to the camivalesque by poriraying marriage
with animalistic bunglings, as happens in L'ugme, Iz bestig ¢ ln oirfi
[Mast, Beast, and Virtue, 1919]. In other cases, he lowers familial ortho-
doxy to the level of an erglastic paroxyst typical of tribal celebrations
{see If signove delis nave [Owr Lovd of the Ship, 1924]). But the raisonner
is not content to parody the Philistine formalism of petit-bourgeois
prudery. He does not Himit himself to frustrating the economic and
sexual property of the bunglers and of the supercilious secondary
players who are involved in a muddle of vanity; he goes well beyond
that. His ferocious auest for the rules of etiquette, which regulate
civilized society on and off stage, projects its feverish and apocalyptic
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- ;ccaﬁog 01111:0 the conmecting points of the play, ante the mechanisms
- that underlie inferpersona ak: il i - i
et underl personal communication and ensure consistency in
Through incessant uttering, silernwe and night are reached. The di-
alectic theatre owes its irresistible tendency towards metatheatrical
solutions to the ‘disturbed” presemce of its logical reasomer. As early
as 1917, in 11 bereetto g sonngli [Cap and Bells], we witness some allusive
. Intrusions into the metastage coinciding with the genesis of the charac-
ter of the philosopher (here, Clampa, the huerble scribe).” Thanks to the
stratagem of madness imposed on the mistress, Ciampa aveoids taking
any kind of vengeful or punitive actions that would be seen within
the repertory of the familial Grand Guignel e rises above these,
emerging as the lone ‘director’ of the final solutions, the authentic
gpakesperson of the auther inasmuch as he is conscions of the play in
action and the fiction embodied by the ‘maticnettes”; he 13 aware of the
- pulling of the ‘strings,” and suggests gestures and cues to the other
charetcters, not only in order to silence the crowd of gossips, but also
to bring about the dropping of the curtain. Through the torment that
- strips him of his dignity, of his status as a respected man, he is capahble
- of resorting to the shrewdness of the serous malus, a typical figure of
- ;’Iautus’s tradition, a complicated servant involved in ai{ding bds master
in the ancient atzllange, In so doing Clampa can substitute the author's
initiatives, and reach a painhily cerebral limbo, such as the one expe-
rienced by Serafing Gubbio, the narrator of 54 gira ., the underground
here who plays with the nonsenze of passions. Jealousy and morbid
- attachonents invelve transforming creself into a marionette moved by
plots the self cammnot contrel. One becomes, figuratively speaking, a
slave to scripts that are worn-out and dangerous, dangerous to the
intellectual freedom of the self. Such a theme became & trademark of
Fosso di San Secondo’s more didactic and emphatical texts, As Clampa
-takes leave of his adversaries and removes himself from the story,
" thereby relegating the wiie (his master's in the metamorphosis of text,
cand his own in real lifel) to an asvlum, the clownish soeer on his
face may be compared to the gloomy, slothful grimace of the king in
Furice IV [Henry IV, 1921]: in both these works the solitude of the
“creator is hinted at with a triumphant good-brye to the every-day; this
_- solitude, however, is veined by a melancholy furor, ’
- Without the body, without the material nature of life as con-
-dersed into the heretofore-cancelled presence of the woman, the male
‘here will be able %o venture into lost and intriguing labyrinths of
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dramaturgy, a dramaturgy which becomes free of codes, of recogniz-
able functioning. The dramaturgical machine jams, while the Inferrup-
tons and digressions have the advantage over the firbula, Exrico [V 15 2
diseowery of the impossibility of penefrating the mystery of the Other,
of breaking down the mystericus wall which everyone constructs in
order to defend one’s own ineffable inner life. Bven eatlier, l.amberto
Laudist in Cost & {se »i pare) [Right You Ave (If You Think So), 1917]
converses with himself at the mirror as though he were faced with
another person. But it is in Sef personaggy t CEvea d'autore {1921) that
anrtism reaches its discemsolate climax, Here, the line of argumant on
the theatre annihilates theatre itself; it undermines the possibilities
for imternal impact. In fact, gestures no longer represent the charac-
ter from which fhey originate. The Father's enraged anger atfests to
thig, as he is surprised at the bordello, ignorant of the fact that he iz
about to eopulate with hds stepdaughter. Semnantic conventions differ
among the various interlocutors, each one’s words corveying uncom-
mon meanings; sound and meaning do not coincide in the speaker
and i the listener. What ensues is, then, not only the impossibility of
interpreting others’ existential situations, but algo a slow movement
towards aphasia.

Thus, & scene based on conversation and prudent, diversionary
chatter, makes way for a nexus of shouting v silence, in which a
subjectivity made up of dreamt-up horrors and delirious confessions
is shattered among bewitching images. In effect, the narrative plots of
the metatheatrical series, from Cosi & fse vf pare) to Sei personagyi i
reven d'qutore, from Ciascuno @ swe modo [Each iu His Own Way, 1924)
to the aforementioned Quests sera si recitn a soggetio, ate marked by a
woeful, emotional complexity, and by turbid and morbid ‘slices of Jife’
in which the institution of the family is ravaged by tranmas much more
grisly than mere love triangles. The eccentricities of these relationships
are pushed to limdits of unprecedented, oneiric permissiveness. As an
example, we see the strange pair eomprized of mother-in-law and
con-in-law in the Laudisi drawing reom, while the unknown recluss
{not unlike the character of Leonora, from the corresponding short
story, whe will reemerge in Quests sera si recita @ soggetio) Is {0 be
foumd in the turret. In the morbidity of the relationship and the elimi-
nation of certain personal papers swept away by an garthquake (this i
paraphrased various times in Cinscting a suo modo) something both dark
and awfal, not definable within the realm of perspective relativism,
< hidden and shown at the same time. In an analogous manner, in
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Sei ,I‘ﬂevfs-:magg“z: i reron dautore, the explicit incestuous tension touched
on in the main scene has even more of an impact when it is coupled
with the slaughter of two innocents {the children who are sacrificed
1 the small garden), an act which we would describe as uncanny
in the Freudian sense, for the event almost seems to expiate the si:n;
of the adults. Meariwhile, the continuwous references to “waldng,” to

., eonmwention and to the faleity of staging, are pethaps the nocturnal

‘compromises’ used in order to go beyond the taboos of the images.
In the two subsequent installments of Pirandello’s metatheatre, Cias-
cung @ sue podo and Chiesta sera si reciia a soggetto, we encourter srtcrxies
that are less disconcerting than those previously discussed. In Ciascuno
a su0 modo, we find a decadent couple wheo torment each other; this
them_e of the amour hainetx [hateful love] adds _ﬂsngle}-zanimé and
Russian flavours. And, as previously mentioned, in Questa sera s recits
a soggetta we encounter the recluse in the turret. What is emphasized
in these plays is the lack of symmetry of the internal passages. In
fact, we notice strident ruptures at all levels: between the figure of
the author-father (who is evermore absent) and the characters; be-
tween actor and spectator; between annoved criic and intenu’pf:ed
EEIfﬂrmance. The play between time and space is shaftered and at
times dilated to encompass the orchestra and the foyer, with large
posters on the entrance walls and the street jtself, n an aml}igﬂmzs
Futurist revival that places the accent on death or on the jamming of
the dramaturgical machine. Even though Pirandello’s writing is able
to triumphantly handle the complete destructuring of the staging, the

: stagfa it-_-":elf becomes overwhelmed by new media, o1 invaded by con-
. taminating elements, with forms of urban spectacles from melodrama

to jazz, from religious procession to variety show and cinema, Thig
iz due to the fact that the theatre iz no longer the central medium, in

" the r_m:ndem city that exists somewhere in between mass culture and
totalitarian regime. The collapse of drama info the chaotic Babel of the
- metropalis, where the crisis of the self reclaims different, mare rapid
_&nd nervous techniques in order to free itself, is parallel to the kind of

stage we have alluded to here, a stage that renounces its logical and

disrursive tools, given the driven outhurst of the unconscicus that can
s emerge only from unconnected and confused images,”

Meantwwhile, in the fitst-person novels, Mattia Pascal, through Ser-

':'a_Ejnc: Gubbio, has become Vitangelo Moscarda, the Sternian hero of
Uno, nessuno ¢ cenfomils. The storvteller has detached himgelf fully
_ _frcm the retum to earth, and has rid himself of the temptations of a
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gratifying mask. Mattia, for instance, whe yearned for a comforting
existence, searching for it in unforeseen wirmings at the roulette table
and love liaisons, is replaced by Vitangelo, who suddenly and unex-
pectedly breaks his familial ties and leaves behind his relatonship de-
spite the fact that it is not a negative one. Vitangelo rencunces material
goods, and, like Serafino Gubbio and Matta, lives & geries of inter-
ynittent and ecstatic epiphanies, outside the shell of the body m which
the self may be found, outside the unhappy and tired consciousness of
one’s own syllogistic categories, To this category of rihilistic pantheism
we could easily add Minkfuss, the deformed salesman of commercial-
ized images and irTesistible sensations who sells [his merchandise]
to an mudience dazzled by surprises and sensuous, sensual fmdings.
The limping Hirkfuss acts, in fact, a3 a kind of organizing element
which governs the flux and cross-overs of self-affirmang trances and
redeeming reawakerings between the stage and the hall in (Juesta
sevq si recita a soggetto. Hinkfuss is, in other words, the deus ex maching
of postmodern theatrs who can do nothing but reject the theatrical
form.

The only remaining option i to fles the city, to withdraw towards
enchanted and fated landscapes, travelling through old, famedliar routes,
with the jovous self-assurance of the charlatars and street minstrels,
im search of urkmown audiences. The destiny of fortune Smisforbuane
befalls the eccentric troupe that becomes lost on. the mysterious island
. of I giganti delln montagna [The Mowuntain Giants ]. This work is somewhat
testamentery for Pirandello given that it was begun in 1931 and never
completed. At this final stage, Firandello’s drama enters the realm of the
neythical, in its Blend of Dierysian and Apellonian thernes with frantic
pscillation between Gothic darkness and Mediterranean luminosity. In
the final phase of Pirandello’s short fieion we experience a similar
reversal of registers; this phase codncides with the re-presentation (oo
lemger mediated by scientistic censorship) of symbolist bric-3-brae,
now in a surresl version. Prom ‘D sera, un geranio’ ["Cre Night,
a Gerardum,’ 1924] to ‘Effetti di un sogno interrotto’ [‘Effects of an
Brterrupted Dream,’ 1936], from ‘1 piedi sull'erba’ [Teet on Zrass,’
1924] to ‘Una giornata’ ['A Day,” 1936], the perceived indetermination
narrated by the page reaches its climax: mairrors, windmss, paintings
become magic agents of a playful and numinous sarabande in which it
is o lemger possible to distinguish between who is looking and who
is Jooked at, between the external eye and the serutinized icon. That

which is lived and that which is dreamed, the past and the present, the
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real and iri indistingus
j,nd]'_catort:i ggmfilz;c&-aﬂ become indistinguishable, and their respective
‘L"-htl‘ii_n the arsenal of apparitions present armong the court of mir-
acles of the unhappy but privileged ‘Scalognati’ (the ‘captive’ guest
inT grganti della mentagna) we see desire being staged and we “ﬁm ;
the surfacing of the deepest recesses of the human psyche, the mi;i
_ .sha__mefullasPects of the human soul, spurred on by celes’tial tum
o me‘xphcable visual fragments. Private follies, ancient rmagic Eds
a occ:uln?t phenomena are thus imprinted on the internal t-xrail‘i éfaé-l‘te
| mysterious a?:rode, reminding us of Madame Pace (resuscitated from
. __Sez peraonaget] who is, in a sense, confured up again with great ardor
in the kind of ‘foreign’ language we witness in Sagwo (ma forse no) [
Drean (Periaps Not), 1929, - i
The work of art in the age of technical reproduction, on the heels
of and in competition with the cinema (let vs not forget that 1929 iz
-also the vear of Pirandello’s acceptanwe of the silent cinema, after he
avercame hzs initial aversion for the medium expressed in 51" Gira L)
fmr:lis its epitaph in this animistic return and along with its hun{cmr';t-li’
'I‘Ebllrth. _Tf}-tls accuts due to Pirandells’s focus on the muthic h:ilol 4 E
T giganii della momtagna, La nuwows colonia [The New Cﬂiovny 197{3]3} d
Eﬂzzar.ﬂ [Lazaris, 1929] - in which we find mvstic ShHIEL&J;LiSII: ana;
prursuit of prodigious and elaborate coups de thédtre. The character 1:;
;he philosepher slowly disapfpears, and the raisonneir of the dialectic
brand of theatre becomes silent. Pirandella’s dramaturgy o lon
;?empts to come to terms with the dialectal ove:indulgeméa of An ggil;
ﬁ-szﬂéi?r-ﬁe? i pursue Ruggero Ruggeri's guttural, falsetio VITiCE;
fren the. 1,3-; rk,u actor, Lamberto Picasse, is demoted and fades into
o Conversely, what is aimed at iz a lyricizing rigidity, an orato
hose goal is to be sublime. The figure of the father-author is deﬁrﬁl'e?r
absent, comdemned to sterility, to a sort of stiffening (as in Quands ef};
q.zel.sz.’cmm [L‘u'"hcn_ Someeme Is Somzbody], 1933) or to suicide asrha ;n;
with the poet in the preface to I gigonti della mﬂnfagna.’PiraniiI:l)I{)’
f.:a_rurds become poetic; they retreat into the ritualistic etr.rrrulm af f_hz
pel_l. They acquire the ability to evoke and to create reali_ty allowin
o1 mstance, a young, paralyzed girl fo regain her ahility :to wallk E‘I
I_:._szzzalm, or causing the sland of the wicked to disappear in Lg nuo
_-:.I_L.EEI?II.."E by triggering an expiatory seaquake. These scenes am. :rwna'.-:x?v"‘j
& be staged.l Gone from Pirandello’s work are the ortolo icaldfalll:
the compromise between taboo and desire; these scenes Eorrégspond o
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religious praciices that demand rigorous protocols, solemn gestures,
and miracle-wotrking pronunciation. And it is now the femnale actor,
niot the male, who performs the indispensable task of minister in order
to achieve thawmaturgical efficacy.

Marta Abba becomes an emblem, our Pirandellian goddess, the
‘Moatra Dea,” from the 1925 play by Massime Bontempelli of the same
title, & work that inaugurated the vibrant and tender collaboration
between the actress and Pirandello. Pirandello™ later feminine roles
were otreated for Abbar Tuda in Dieng ¢ o Tuds [[Hana and Tuda,
1927), Marta In L'amice delle mogli [The Wives” Friend, 1828], Sara in
Lazzarg, the ‘Sconcsciuta’ (or Lnknown Character) in Come tu miif ol
fAs You Desire Me, 193], Donata in Trovarsi [To Find Oneself, 1932), the
Fassian Veracsia i Quando =i 8 qualenno, The role of Dse in I giganti
della montagie was alse meant to be played by Abba Pirandelle’s
writing for Abba and her performances of his roles constituted a phase
of coded correspondence between the two, a manneristic code, both
public and private, which intertwined the two individuals, revealing
an unresolved tension between animality and spirituality, between
physiological and esthetic motherhood. To be sure, there had been
other actresses whom Pirandello had utilized frequently and on whom
he had based characters, but these characters were all constructed
on a type of vamp; think, for instance, of Nestoroff in 57 gira ... o1
Maoreno in Cigscune a sue modo — roles which were based perhaps on
the type of fatuous and urstshle character sketches found in the early
novel Sua martte [Her Hustend, 1911] or in the metatheatrical glimpses
of Sei personaged, By the time of Marta Abba, this sketch has been
updated as the character's mofivations had become more complex.
The characteristics of instability, impulsiveness, intelerance towards
both bourgecis decorum and male authority, altriaisin and selflesaness,
disdainful and guivering sensuality, physical dissatisfaction, arcdous
inspiration, craving for the ‘other,’ and disgust towards one’s own
body, are all creations that comverge in Marfa Abba, at least as she
was culturally mythdeized, The characters based on these traits are
dizinely disturbed, and on stage they are able to find an otherwise
negated centre, a momentary salvation, precisely because of the fact
that their physicality, exhibited vet negated, evokes the phantom of
the poet. The stage thus becomes the point of inevitable mediation for
a metaphoric pregnancy of an immaculate conception. In the act of
fiction, bodies become shadows and shadows become flesh, and the
author-character himself, of his ¢wn will, melds completely with the
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author who has become a character, who in turn becomes an offspirin
" of his own creation. s
. Motherhood is a theme taken up obsessively by Pirandello again
- and again; it becomes a global theme, a dramaturgical form. The
. mether/infant duo inspires devotional soliderity, as is seer in the ey-
'+ phoristically catastrophic finale of Le smuons colowia, of in the initiatory
;- and regressive voyage of La fivels del figho cambiato [The Fable of the
Trangformed Som, 1981 This mother firdant duo is able to overcome
* - the isolation to which the individual ia condemrnied; the ‘other’ is no
¢ longer a repelling wall. For La Spers, the Prostitute, in Le muwes colonig
- oT Sara, the rebellious adultersss in Lazzarg, the process of transfor-
- mation from matter into spirit xises to an astomishing level due to the
metamorphosis of the actress-protagenist This is because a special
kmd of maternity is needed, a maternity not restricted by the natrow
confines of a prosaic and neuroticizing solitude, as in La vig che &
dl&d{ [The Life | Gave You, 1923] or in O df wno o &4 nessuno {Either One's
of hlraETc.:xfy’s, 18929]. Likewise, an explosive femininity is hecessary, a
fem.lrmmfjf capable of undertaking a winning role ot at least a role
havmg poehc connotations — in other words, a role distinct from the
suffering, beater heroines in the earlier dramas, from La signera Morly
ung 2 duz [Mrs Morls, One and Twe, 1920) to Vestive g tgmudi [To C‘I-:.*ﬂ:a:
__.ﬂ'ee Naked, 1927]. At this point, all traces of patrilineal heritage are
- erased, and the pedagogical conflicts between husband and wife for
- the possession of children are shifted and bestowed mmperiously onto
- the woman. :
S The cultural referents for the development of such a ‘Ffeminist’ mvth-
clogy of the oceanic mother may be a combination of demogral;hic
pmplaganda, Fascist incentives for a theatre designed for the masses
~and ideology and iconography of the strapasse. And yet this apmlogie;
of the anima (as opposed to the apologia of the aninms), this toreented
devotion to the ‘other’ that ordy a woman and only an actress can
ncorporate into her being, this inexhaustible, often excessive and rathe
verbose prafession de foi which favours the great mother figures, this
--.5'e]_fs1a.me peremptory affirmation that a seciety lamghing at this value is
destined to perish (see the allusive prophecy in ] giganti della montagha )~
all these preserve their unquestionably provocatary charge, even today
from the point of view of the theatrical performer wha takes on a role
in any kind of dramatic work.

.r'anslated by Lucia 1 Rosa and Manuela Gieri
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NOTES

1 Bor a detziled analysis of the theme of ‘character & sctor’ in the
dramatic warks of Luig Pirandello, please refes, first and foremose,
to fre fwo eecent volames of Masahers mude, ed. Alessandro T Amico
{Milan: Mondadori, val. 1, 1988; vol. 2, 1993), for Feir vast amount of
docamentsry and philological material. An entertaining contribution
by Ferdinando Taviand, removed from [¥Amice's work and palemis
towards the preceding scholarly works, i published in La rivisia dei libvi
(Decernber 1993), 12-14. See also a volume by D¥Amico and Alessandro
Tintersi, Pirendaile copocomice: Tt compagnia del teatro darfe di Roma,
12251328 (Palerma: Sellerio, I957),

4 In relation to Pirandello’s dialect plays, see Sarah Zappulla Muscazh,
ed., Tuite & teatre daleitale di Luig! Phandello, 2 vols, (Milan: Bompiani,
993, For a thearetical background, I would suggest my own works,
FPacla Puppa, Dalie parti Jf Piandelln (Rome: Bulrord, 1987), 11741, and
La poroln alta: Sul taxire &1 Pirandello ¢ DVAnnunziv (Rome: Laterza, 1993,
A5

3 A fundamental work is Claudio Vieenting, Pirerdello: I disagio del teatre-
iMenice: Mareilio, 1923). Alsa useful are: Siro Ferrone, T ruoli teztrali
secondo Firandello. Persaci, Giasomine!” Ariel 3 (1986): 100-7; Giuseppina
Eornano Bonchira, Firodells ospocomizo ¢ regista nells testimoniarze e nells
erition (Bari: Adriatica, 1957% Gigi Livio, La sceves ifaliana: Materiali pee
una storda dello spettacolo dell’aftocents e del Ropecento {Milan: Mursia,
1955), 148-21¢; Roberto Alenge, 1T giuoce delie pardf, atto prime: =n atto
tebiy," in Pirandelle fra penombre ¢ porte socohiuse: In trodizione sceniea del
Ginoee dells parti (Turin: Rosenberg Sellier, 1991, 73%; and Mirella
Schine, ‘La erisl metateatrale degli anni venti,’ in Luciane Marktinelld, ed.,
Diffragioni/Pirandells {Rome: Japadre, 15593), 13761,

6

" The Making and Unmaking of
Language: The Rhetoric of Speech
and Silence

MARIA ANTONIETTA GRIGNANI

There are as mary truths as there are those who percelve things; naterally,
assning they are searching for the truth. On the other hand, truth is nonsenge
aryway. For example, even now, I see myseif differently than you do, and you
see e differently than I see you, and all this mingles, becoming semething
completely different than that which we perceive, deferred and extravagard,
in Ehe moment it ococurs. This is true for 21] those whao writer far them it chowld
eanstitute a new truth,

Themas Bernhard, [ns! the Lass of Hearing and Sight

Frrst, an explanation of the title is necessary. ‘The making and -
making of language’ alludes to a bock by Roman Jakebson which
-studies specular relations between language at its birth in a child and
anguage in the state of disselution in various forms of aphasia. In
our case this phrase serves merely as a conwvendent metaphor to refer
to the themes and rhetoric of our topie. In Pirandello, fhere is never
either stuttering or stream of consciousness, nor are there really any
: Burrealistic free-associations - at the mest, prelinguistic expression
might play a part.

-~ The Pizrandelliant subject is full of contradictions and unseundable
depth; he or she {5 a person who suffers upon being transformed
into & mask or multiplied into a thousand different characters, It is
Cwounded subjectivity that, upon self exanination, attaches itself to
the raticmalization of its ewn precagiousness, fully aware as well of
the precariousness of language.' When logical paths lead him or her
o a dead end or a recognition of his or her humanity before an over-
vhelming mystery, the subfect may wind up breaking the discursive
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pact that prganizes linguistically the instance of communication among
the I/ vou demarcators.”

Ancther preliminary clarification regards the term ‘rhetoric.’ In
Soggettivieme ¢ ogeebtivienio nell'arte narrativa [Subjectiviept and Obfec-
toism i1 Narrabve Art, 1908] Pirandello takes issue with the last great
priests of style, that is, with the ones whe excommunicate COMAMOn
language and ‘considera la forma come aleunche d'esteriore, di postic-
cio, € limnagine come un tropo o un traslate reterico da appiccicare
all'acconciatura stilistica quasi un pennacehio o una gemma o ung
svolazzo™ [considers the form as something exterior, artificial, and
the fmage as a trope ot an ornamental metaphor to be stuck to ifs
stylistic hairdo aimost like a plume or a gem o1 a flourdsh]. In the
same vear, Pitandello also dedicated an entire chapter of L'umorisro
(part 1, section 4} to the zeproof of any exuberant conception of e
belliskumnent, because he identifies rhetotic with imitation and stylistic
adornrment, according to a derogatory interpretation of the term which
was particularly widespread in the last years of the nineteenth and th.le
first vears of the twentieth centuries, an interpretation that was justi-
fied by the rebellion against ages of dogmatic teaching. [nn this essay
Pirandello states: Ta Retorica, in somma, era come un guardarobs; il
guardarcha dell'sloquenza dove i pensieri nudi andavano a vestirsd ...
Cosi i pensieri facevan da manichini alla forma-vestiario. [‘Rhetoric,
i short, was like a wardrobe, the wardrobe of eloquence to which
naked thoughts went to get dressed ... Thus, thoughts were like man-
nequins dressed with the apparel of form.’T ‘

Firandello continmes by stating that in perinds where rhetoric as
coratituent harmony or ‘accordo Jogicamente ordinato’ [logically or-
dered agreement] dominates, there is no space for bumnour, given that
it ‘per il suo intimo, specicso, essenziale processo, inevitabilmente
scompine, disordina, discorda™ [fin its inoer and pec?liarlj.r essen-
tial process inevitably dimmantles, splits and disrupts’ ]- A rhetoric
understood = a rigld classification of works into stringent [erary
genres is the enemy of humorists, who have always rebelled against
the straight-jacket of traditional literary education, and roamed freely
within the judicious bulkheads of genres and rigid registers of writing.

After thirty vears of neothetorical studies spanning from Perelman
to the present day,” we can now reflect without prefudics on the status
of persuasive speech, as well as over the techniques by which one
argues in favour of and / or against a given topic of discussion, and over
the thetorical efficacy of the figures of speech. Now that such prejudice
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.- has been eliminated, Pirandello appears to be a suitshle writer as he
. defines himself a philosophical author and organizes a highly mobile
- writing style in which sentiment and reflection coexist in perenniat
counterpoint. Reflection dismantles sentiment, turming it nside out
like a glove, deranging the harmonic organization of images, and in-
ducing the receiver to adhere to the ideas being presented. Pirandello
maintains that reflection is like a mirror ‘d'acqua diaceia, in cui la
flamma del sentimente non si rimira soltanto, ma st tuffa e ai smorza;
il friggere dell’acqua 2 il riso che suseita I'umorista.” ['of icy water,
i which the flame of feeling not onty looks at itself but also plunges
in it and extinguishes itselfl the sizzling of the water is the laughter
that the humorist evokes.™]. This process produces a cold shower
of Itnages ot “associate per similazions o per combgnitd’ [associated
by similarity or eombignity], but rather, by contrast. The result is a
thorough overtun of the naturalistic model, & practice intending to
surprise the reader, and a commendation of digression as a perpetual
flight from the linearity of the story: such a subversive strategy aims
at pillerying classical rhetoric through the Implementation of a coun-
terrhetoric conceived as the art of unmasgking and persuasion.

- Alexeander Pope's satirical essay Peri Bathons cormes to mind. In this
short essay sativizing the rhetoric of the sublime Pope creates a thetoric
of satire insofar as it is a structurally argumentative metagenre, that
15 cme geared to persuade rafther than to move. In chapter 5 of Perf
Bathots, we find an image of a reversed telescope; in Lumorisme Pi-
randello employs a sitnilar mage 28 an example for the sentiment of
the contrary: if a man appears ‘small’ by laoking through a reversed
i‘elescope, the awareness of his infinite ‘smallness’ makes him a giant
morally - Ma & anche vero che se pol egli si sente gramde e un umoerista
viene a saperlo, gli pud capitare come a Gulliver, gigante a Lilliput e
baloceo tra le mani dei giganti di Brobdingnag™ [‘But it is alse true
that if then he feels like a glant and a humerist finds out, Gulliver’s
fate will await him, a giant in Lilliput and a plaything in the hands
of the giants of Brobdingnag].¥ & reversed rhetoric highlights the
estranged perception of the universe by the dialogic provecation that
is so profoundly typical in satire.

.- The defamiliarization of the commenplace and the grofesque con-
trast of the images are fortes of most Pirandellian narrators. As Renato
Barilli has noted, they personally assume investigative responsibility
with a constant display of sermwocinatory argumentation: the soliloquy
of autodiegetic narrators has nothing to do with the confession that
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relapses irto the consciousness of the subject; rather, it is s_.i_milar tjcaz.
forensic address geared at convincing judge and public line atter line.

Thecreticians of persuasive disconrse underline the importance of
those figutes of presence that render the object of speech ‘real’ and top-
ical to the consciousness of the listener: among these, of fundamental
fmportance are the sermocinatio, by which the orater introduces another
person to speak, and dinlogisns, or fictive dialogue by which one speaks
in a question and answer format. Through pseudo-direct 3p eech, a per-
suasive stratepy is activated, one that exploits the aporias of the others’
opinicns, thus allowing the argument of the main speaker to triumph.
Amother indispensable practice rests in the figures of cownnione that
create an impresaion of solidarity with the audience through thetorical
interrogation, apostrophe, and so forth. :

The theatricality of the novels with a protagonistmarrator indeed
derives from the flattening of the object of narration and by ifs projec-
tiom on the actualizing level of a dialegism that absorbs both the time
of the narrative and the time of the reader — the latter usually being
excternial it narrative works (it is in theatre that the spectator identifies
with chain of events taking place an the stage).'s

In Pirandello’s works, the overcoming of naturalism is therefore
brought about by 2 disturbance of the movel form, which was char-
acterized by the perfectly balanced relationship between diegesis and
mimesis within a linear temporal development. The invasion of the
Pirandellian reicowrenr compresses the index of reality of the various
temporal domains, and places them at the service of his argumentation.
Itis thus the triumph of quick repartee erpanei ation, of theatricalization
of one’s own speech and of others, that is a speech bearing an ideology
to be contested.

Il Ae Mattin Pascal [The Latz Mattin Pascal, 1904] begins by threat-
ening the memoir of an extraordinary event and engaging the reader
i a close dialogue with the promise of true revelations and over-
turnings of rerfainties, in an atmosphere of duplicity characterized by
the autobingrapher’s emotions and by the ‘fantastic critic’s’ bumoristic
decomstriactions that reduce the number of factual details in favour
of reflection. The progressive doublings before the mirror and the
vertiginous dialogues between the late Mattia Pascal, Adriano Meis,
and the writing subject (who is himself deceased according to the Gen-
eral Register Office) permeate a recitative which becomes increasingly
puzzling as it acquires a growing awarenaess of the divorce between
words and things. The various staternents ‘T say,” you think,” ‘here
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it is,” and ‘excuse me,” the spatial indicators, the emphatic iterations,
and the allocutions all conceal the senselessness of experience with the
HNusion of a speech utterad & presentia.

Tn Guaderni di Serafine Gublio speratore [Notebooks of Serafine Gubkis,
Cameraman, 1925), Serafinn Gubbio takes delight in producing digres-
sions and exempla for humeristic ends, as when he catches the reader
" [“you ladies and gentlernen’} and makes him /her the protagonist of a
. snipe hunt in order to reverse the anthropecentric point of view:

Retorica, & vero? Eh &, caro; non w1 sdegnate troppa; lo riconosco anchiia:
. retorica, perché noi, per graria di Dio, stamo uoming ¢ non beccacging. 11
beceaceing, lui, senza timere di far delia retorica, potrebbe si porre il paragene
& chiedere che almeno gH uomind che vanno per placere a caccia, non chiaming
“feroci le bestie, (113, p. 553)%

- [Rhetoric, vou say? Ah, ves, my friend; do net be too conterrptucus; 1 admit
. a8 rnuch, myself; rhetaric, because we, by the grace of God, are men and
- not sripe. The sripe, for his part, without any fear of being rhetorical, might
. draw the corrgarison and demand that st least men who go out shaoting fot
: pleasure, should net call the beasts savage. (IL3, p. 55"

Dissatisfied with the comstant flight inte ‘humoristic” digressions,
.Serafino opens illusory spaces between text and extratext: Termettete
~unmemento? Vado a vedere la tigre. Dird, seguiterd a dire, riprenderé
il filo del discorse piix tardi, non dubitate. Bisogna che vada, per ora, a
. veders la tigre. (1.4, p. 574) [Will you please excuse me for a moment?
F'm going to see the Hrer, I will speak, | will continue speaking, [ will
“bring up the topic of our conwersation later, don't doubt it. Right now,
“Imust go and see the Hger' {£:89]]

.. The protagonist narrator of Uno, nessuno e centomila [Cne, Na One,
Cand Cme Hundred Thousand, 1925-8] stretches the boundaries of his
"directorial domain and makes up for the chaos into which he has
. plunged because of the discovery of being for others a plural person,
- different fromn the way he perceived himself. He thus proceeds to
- innurmerable reflections and then conclusions on the multiplicity of -
-man beings, on the relativity of consciousness, on the tmpossibility of
- betng a full subject even for eneself, and en the overwhelming distance
" between language and concept, constructed and not constructed, and
- himan and not human. All this is enacted in a digresaive structure that
- disinfegrates the cormections within the story and encourages a series
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of leboratory experiments in which it is not the tale that is pushed
forward by the events, but the word that produces the events.

In the literary context, the narrating hero thus constitutes himself
as Teapemsible for the construction, management, and presentation of
the text. Furthermore he introduces the reader inte this mechanism.
Az allocurions, “you, my dear friend,’ fadies and gentlemen,” and ‘my
good friends’ ennstruct a convenient audience drawn into the dialo-
gism with which Moscarda dismanles the strongest psycho-social con-
vicHons in order to devize a subversive, persuasive design, rich with
axguments based on notional dissociation: appearance against reality,
individual against society, conscience against truth, and so foreh.t”

In order to begin our analysis, we may start with an element ap-
parently external to text, the titles. Within the eight books mumnbered
simply I-V1I, one finds no less than sixty-three titles that radicalize a
procedure initiated by I fis Matfia Pascal. The chapter titles {or inter-
fitles in Genette’s terminology) by definition function as commectives
and have meaning only for an addresses already involved in reading
a text; they presuppose at least what precedes them and they prepare
for what follows. Such intertifles serve to identify the narrative links
and to guide the reading.”

The thematic regime of chapter titles is of popular origin, and often
serves a ludic and whimsical intent. For example, as Genette reminds
us, Rabelais places descriptive intertitles in a completing form, "Com-
ment ..." [‘4s ..."], followed by a summary of the topic to follow.
Motreover, Cervantes at times alludes, with a hummorous wink, fo the
variable action of reading — "This will be read by the one who reads,” —
or writing — ‘This treats things that regard this stery and not another, ™
I Lne, nessume ¢ centorile we find intertitles 2 la Rabelais, such a3
‘Com’erano per me Mareo di Dio e sua moglie Diamante’ [As Marco
di Dio and his wife looked to me'] and more often the anneuncement of
a topic, recalled then to the letter by an enunciation within the chapter,
For example, ‘Scoperte’ [Discoveries, OI.2], appears at the end of the
chapter in a nominal and exclamative phrase, “Ah, che scoperta! Mio
padre ... la vita di mio padre ..." (790) [Ah, what a discovery! My
father ... the life of my father ...] and ‘Nuvole e vento’ [Clouds and
wingd, IL9] is repeated in an isclated paragraph.

In a digressive, nomadic, and, in substance, cenfrifugal book, the
cataphoric wink and the resumption certainly carry cut the function of
provoking and holding attention on the focal point of a single themnatic
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nucleus. However, the fact s that the proliferation of intertitles also
responds to a peculiar impulse, fo the strangeness of unexpected
associations, s0 that from these focal points, actualized through the
- stratagem of the resumed title, the anti-novelistic nature of the book
1¢ teinforced as ifs narrative tighiness is constantly threatered by the
vocation to essav-writing. We must, therefore, reflect upon the rela-
‘tiomship between first person narration and tithing, and thus address
the problem of the identity of the one who enunciates the titles.

- Jlfit Mattia Pascl, the general title written in the third person, iden-
tiffes the historical author as the enunciater. Only two intertifles are
“attributed to the first person, that is, to the natrating subject: ‘Cambio
‘trene’ [[ change trains], VII; “fo e Temnbra mia’ [Me and my shadow],
¥V} The lack of a proper noun in the inaugurative titte Lo, nessuno 2
“cendoiln deprives the author Pirandelle of enunciative aftribution and
“fully confers om the narrating subject the right to fitle, internally, in
the first persen: Mia moglie ¢ il mio nase’ [My wife and my nose, L 1],
~Com’io voleve esser solo’ [The way | wanted to be alone, 1. 4], ‘Parlo
‘zon Bibi’ [I falk with Bibi, V. 3], “Seguitc a compromettermi’ [I go
‘on comproredsing myself, V1. 3], and so forth. Al this establishes the
-narrating herc in a literary, as well 23 a narrative, instance precisely ‘as
.author respansible for the constitution of the text, of its management,
-of its presentation and conscious of his relatiomship with the public.
: But, may we aglk, conscious of what relationship with the public,
and of what kind of reader” We are dealing with a volatile enemny
‘brother, sometimes singular, sometimes generically plural, and other
times even numerically specified, as in the eighth chapter of Book IT:

CBeeor qua, tetra, terra. Slete in cinque? Venite con me.’ (TIELE, p. 801)

‘Here we are, firmly cn the ground. There are five of you? Come with
‘me.’ (IL &, p £3)]

This is the exasperation of thetozical figures of presence, sermocinatio

and dielogism, and of commundon, in which the orator aims not at
-cbtaining true irdermation from his audience but at persuading them,

making them participate in his excursions of reasoming.™ Also particu-

dar to Uno, nessuna e cestormila 1s the fact that within this nove] one finds

‘dctions that disturb the silent comonunication of the writing-reading

trajectory, mixing the time and space of speech with the unkewwn,

future time and space of the addressee. The spatio-temperal intercon-

fecton of that which is within the text (the chronotepes in Bakhtin's

terminology) vacillates in its conventional foundations of narrative and

i,
e,

—
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corament on the narrative, due to the violent infringement of the inter-
and extra-textual boundaries ™

For example, the title ‘E il vostro nasa? [And your nese?, 12)
through direct interrogation produces an illusicnistic effect of pres-
ence, given that the person who is addressed does not correspond to
any of the subjects of the dialogic shifts of the chapter, and bounces
back and forth between the crocked nose of Moscarda and the dimple
in the chin of a fellow citizen withint the chronetopes of the city of
Rickieri, at the time when the first actions of disintegrating madness
of the hero unfolded.

At times the spatic-temnporal breakdown has an inverted dixection,
from the inside towards the outside of the text, as in the title "Con
permesso’ [May 1 come in?, [1.3], with which Moscarda moves to the
house of the faceless antagomist by knocking, he says, ‘all’uscio della
vostra stanza’ (0.3, p 787) ['at the deor of your room’ (0.3 p. 290
e seats himself in the armchair, tabooed by the sweet memory of
a deceased mother, and describes the seene with a punctilious series
of spatial indicators: ‘Queste sono le vostre segeicle. E guesto & un
tavoling ... Quella & una finestra che di sul glardine. E 13 fuori, gqued
pini, qued cipressi’ (p. 767) [These ave your chairs. And this is a table
... This is a window that opens on to the garden. And there, ctside,
are those pines, those cypresses.” {IL3, p. 3]

The scene, evoked with referential recalls pertaining to the cortext
which is familiar to the fictitious interlocuter, doesn't at all involve an
increase in the degree of Tealism; on the contrary, it aims at damaging
the relations between the deictic linguistic foxm and the referent, =z
fantasmatic object in flight before the corrosive action of time: ‘Andate
via da codesta casa; ripassate fra tre o quattranni a rivederla con un
altro snirno da questo d'oggi; vedrete che ne sard pin di codesta cara
realta’ (IL3, p. 768} ['Go away from this house; come back again in
three or four years and look at it in a spirit different from today's; you
will see what is Jeft of your beloved reality.” {IL3, p- 307

Having thus captured the tu/vol in the fictive present of hus Socra-
tie-humoristic maieutic system, Mascarda alse begins capriciously to
manipulate the time of his speech: he actually suspends a chapter with
a difatory Vi dird pei come ¢ perché’ [I will tell you how and why]
(IL5, p. 33) which is picked up immediately in the next title, “Anzi ve
lo dica adesso’ [l fact, I'lL tell you now] (116}, Among quick repar-
tees, postponements, and anticipations, the dislogne with the ghost
{to whom the narrator pretends to concede the honot of objections
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promoted to the status of title) proceeds - ‘E dunque?’ [So?] ([L8);
T:]:‘LIE c'entra la casa?’ [What does the house have to do with t7] {IL.7) z
w_h]_lfa the atgumentative end is to amplify the counterstatements of the
demiurge. The disturbarice of the usual eonvention of distance between
narrator and reader removes the latter's right to silent reception; the
readet’s interpretative activity is not only aggressively forced, rif: s
even shaken by transfers in the fllusionistic laboratory of Moscarda,

- where the subjectivity of others crumbles in the mrudltiple woi [wou] of
the guinea pig reader:

" E sono vontente che or ara, menire stevate a leggere questo mic libretto ool
. sotriso un po’ carzonatorio che fin da principio ha accompagrate la vostra Jet-
- tura, due visite, una dentro l'altrs siano vernubs improvvisaments a dimostrarsi
quant’era sciocco quel vostro sorriso ... S, si, tarmate a leggere questo mio
libretto, senza pih sorridere carne avete fatto finora. Credete pure che, se
qualche dispiacere ha potuto recarvi I'espetienza or ora fatta, quest’s rdernte
mio cara, perché vol non siete dug soltante, ma chi sa quanii, senza save:EcJ
e credendovi sempre uno, (IIL10, pp. 5045} T

[And I am pleassd that st now, &5 you were reading this little book of mine
twith the somewhat mocking smile that has ar:ccrrrpa?nied your reading from
the start, two wisits, one inside the other, occurted suddeniv to show vou hone
foolist that smile of yours was ... Go on, resume readmé this little book of
ruine, but without smiling any more a5 you've smiled ]l nosw. And bear in
mind that if the experience just undergone has caused you some displeasure
this is nothing, my dear friend, because you are nat anly two, but any numbﬂ'"
unawares, believing yourself always one. (IIL1D, pp. 66-4] I

.. Here, the metatextual index is exceptional (this little book of mine).
'I"pe subtitle of the magazine edition {later removed) — ‘Considerazioni
di Vitangelo Moscarda generali sulla vita degli uomini e particofari
sulla prepria, in otto libri” [Considerations of Vitangelo Moscarda in
general on the life of men and in particutar on his own, in eight
brooks] — dees not concede much space for reflection on the dimen-
ston of narrating in writing and does not even dpen up to inte-
rior monelogue when a thought related to the narrated time is 1e-
eonstructed in the act of remembering. For an entire chapter {the
seventh of book V) the reflection of Moscarda's most secret I, a
Sﬂ]:ilﬂqujf in parentheses, breaks into the reported comversation i}e*
tiveen Dida, Quantorzo, and Vitangelo: it is, however, announced
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by Ma io intanto dicevo tra me’ [But I, meanwhile, was saying
to myself], a title that resembles a {heatrical stage directon intro-
ducing an aside — a falsely seli-communicative stance simulated in
public.

The tyrarumy of dialogic events, maneuvered by the locutory tri-
umphalism of Moscarda, dots all levels of the story with exclamative,
frtetjective, onomatopeic, and even intonatiomal vocal traces, generat-
ing a perceptive accentuation along the mxis of the ‘present without
past nox future’ and the ‘recitative that narrates outgide duration” that
Debenedetti discussed.™

The fury of visual evidence that the mask of speech opposes to the
eventual Tegression into interiority marufests itself in the re-viewing
and showing, with referential excess, things and sensations of the past
sutside every aftitude towards reverie. The mass of sigrs made present
is symumetric with the physical comvocation of the model reader con-
structed by the text, a convocation which is alse emphasized so that it
collides with and decomposes in the arxiety of meaning and the flight
of the real

The ‘pleasure of alienating myselt’ experienced by Moscarda in
the doubly contradictory actions of eviction of and later donation to
Mareo di Dio is not related with the narrated action, but parcelled in
a secuience of auditory and visual elemnents using verbs in the present
tense:

Ho ansora negli orecchi lo scroseio dell’acqua che cade da wna grondaja pressa
{1 famale Tior ancora acceso, davant alla catapecchia di Marco di Die ... e veds
1 ferma lungo i uri, per vipararsl dalla pioggia, la gente che assiste allo
efratta ... Solo che, di tanto In tanto, sento i1 bisogno d*attaccarmmi can glioechi a
gualche rosa, e guarda gquast con indolenza smemorata l'architrave della porta
éi quella catepecchia, per isalarmi un po’ in queila ¥ista ... un malinconico
architrave; a cui non importa proprie nulla del ramor della strads. (TV.7, pp-
8312

[ can still hear the sound of the water pouring dawn fram a drainpipe near
vrg stilleunlit street lamp in front of Marco di Fo’s hovel... aad I see there,
standing aiong the walls, for shelter from the rain, the pecple witnessing the
eviction ... Only, from thme to time, ] feel the need to grasp something with
oy eves, and with & show of unthinking indoience look at the azchitrave of
fep dnor of that hovel, to isolate myself a moment with that sight ... a dreary
architrave, indifferent to the noises of the street. (V.7 pp. 93-40]
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I_t 1 pracisely the actualizations that are clear symptoms of a re-
laxing of 1tha anthropocentric paint of view, parallel to throwin the
lo_ggc_entrm point of view info a state of crisis that passes th:rgu h
crltml;m of the pranoun | and of the proper noun; this is a terri.f}"iflg
E?Ef ﬂEfEt;r the empty multiplicity to which the social individual is
Moscardra then interrupts the captious inference with guestions
al:ﬁ?t the right to ghve appearance and voice to others beyond hi‘melf
- ‘Ma con qgall diritto ne parlo? Con qual diritto do qui a.;ipeftﬂ & voce
ad altri fuori di me? Che ne so io? Come posso parlarne? (11,7 77
[‘Eut what gives me the right to falk about it? What right h;alfe It
give an aspect znd a voice to others cutside myself? What do I know U?E
: Fhem? How can I alk about them?” (II1.7, p. Sé}] —and even to arrange

in space and time the human apparitions of his vovage into mad.nesgs'
THeo EIEI:ILDH; ma forse sono ancora in vita. Dove? Qua ancora fcrrse-
_che potrei vederli domani. Ma qua, dove? Nom ho pi rncm::lo mi
me; null:a posso sapere del lore, dov'essi sl fingomo d'essere.” {I‘»El
P BO7) [T say “were”; but perthaps they are s4ll alive. "}a".-‘h(-:ré? I—Ie-ré
still, perhaps, and I might see them tomorrow. But here wher;:? Ino
.longer have a world for myself; I can learn nothing of Eh;:m of 'ﬁ;ﬁ’h
“they are presumed to be” (IV.1, p. 69) i a o
* The ‘horror of locking eneself in a prison of any kind,’ the emptiness
of an J ,th"”ft lclnmvs the secret unrealify of every situation aI:xd the
:rgfe_rent;al indication of speech also derive from A gainin z:war

of linguistic pseudo-comemunication: 7 i e

‘ria il guajo & che vol, caro, non saprete mad, né fo vi potrd mai comunicare
-.;ome 8 tracluca in me quello che voi mi dite. Non svete pariato turco, no, Ab-
biamo usato, 1 i H i
! o o, 1o e vei la atessa lingua, le stesse parcle, Ma che eoipa ahbiame,
1o e vol, se le parole, per s&, sono vuete? (J14, p. 765

L 1

[But the trouble is that you, ey dear friend, will never know, nor will [ eve

_-.be able to tell you how what you say is translated inside r:-Le You hav |
-._spoken Turkish, no. We uged, vou and L the sarne languags tha: SAME wne;lﬁt
:Buf what fault is it of ours, ¥ours of mine, iIf words, in tz‘m;w:elves, are ern;h;

L4, p. 31)]

t‘_h T?e a_lte_rnative te winking, which is its consequence, will later, in
the lgEIL:tW'E grotesque and from the point of view of its reception
‘make theatrical the disheveled expressiveness inaugurated eatly 0111
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with the marionettesque pantomime before the mirror: e sbalzavo
per ogni nonnudla le sopracriglia fine all'attaccatura dei capelli e
spalancavo gli occhi e la bocea, allungando il volte come se un flo
sterno me lo tirasse.)’ (15, £, 751) {"(and at every trifle [ podsed myv
eyebrows to the roots of my hair and widened my eyes and mouth,
lengthening my face as if an inner string were pulling it.¥ {15, p- 14]]
The physlognomic hyperbole represents the unweiling of inexpressible
internal lacerations aud the self-portrait is strained threughout because
being outside, or, better, without onesel, it cannot rest in any form of
¢classical spatial description.

It is loown that one of the fixed points of normal persuasive speech
is based on the bind of coexstence between person and artions and that
precigely the idea of persan introduces an element of stability: thus it
happens in law, where the comeepts of responstbilify, merit, guilt, refative
to the person, are bound to the ¢oncepts of rule and norm, relative to
the action.®

Instead, the Pirandellian thinker, unhinging the pnd of coexisfence
between person and actions, cannot appeal to universally acrepted
principles and is braught, as director of a centrifugal and contestatory
self, to continuous attacks en the tranquillity of the reader, copnpnal-
sorily involved in the epistenmic earthquake activated by the dialectic
machine.

As Guglielmi cbserves: "Uno, neasuns ¢ centomila is the story of a

- modification and the discussion of this modification conducted exclu-
sively with the reader who in this way ... comes to be constantly
cited.® However, the tendency to multiply the self bounces back like
a rubber ball pushed by an unstoppable spring, overwhelming both
participants in the discussion. For his part, the raizonmeur, a prisoner
of his own reasoning, exhibits himself i a vertige of doubles that
jeave him exhausted, face to face with the solitude of a demarcator
of person {the premoun [} by now of no use. Note, for example, the
chapter appropriately entitled "Nel vuote’ [In the void']:

A toccarmd, a strizzammd le mand, sk dicevo *i0'; ma a chi lo diceve? e per chi?
Fro solo. I tutto i mendoe, solo. Per me steasd, sola, T orellattime del brivide,
che ora mi faceva fremere alle radici L capelli, serdive Teternia e il gelo di
guests infindta solitudine.

& chi dire “io’? Che valeva dire ‘o, s¢ per gli alfrl aveva un senso & ub
valore che non potevano mai gssere 1 mlel; & per me, cost fuord deghi alted,
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l'agsumerne uno divends subito Uorrore di guesto vuoto e di questa solitudine?
VL2, p. 862) |

{Tﬂgchmg myself, wringing my hands, ves, T said 'me’; but to whom was ¢
" gaving it? And for whaw? [ was alone. In the whale world, alone, By én}'seif
And in the shadder that now made me trermble to the raots of my hair, 1 fel’;
the eternity and the chill of this infinite splitude. i I

To whom would T say ‘me’? What did ‘me’ mear, if for the others it had
a4 meaning and a value that could never be mine; and for me, =o outside the
{:thers,_ assuming s meaning, it becomes immediately the horror of this void
and this solitude? (VIL.2, p. 122}]

Te est un autre’ s true for the Pirandellian subject as it is for
Runbaucziz thiz concept is an artificial relational construct acting as
though it possessed an internal [ destined to remain a mystery, as

the philasophical voice of Serafine Gubbio, with authorial authority
explains: g

Chi & lui? Ah, se ogrune di noi potesss per un tmoemnente staccar da 2é quella
metafora di se stesso, che ingvitabilmente dalle nostre finziond iI‘]I'Lu.l;IEIEVOli
:ms-::.ienﬁ e incoscienti, dalle interpretazion Sttizis dei nostri ath e dei nnstri
Cgentimnenti slamo indethl & fovmarsd; si ascorgerebbe subita che guesto i & un
altrs, un aliro che non ha nulla o ben poce da vedere con lui; ¢ che il vers
i & quello che grida, denfre, la colpa: Iintimao essere, condanmato spesso per
tutta intera ls wita a restarcd ignote! (V.1 p. 641)

‘[Who is he? Ah, if each one of us could for an instant tear himself away
_-frum that metaphorical ideal which our countless fictions, consciows and _—
_f‘.‘DI‘LS‘:':iDusI our Hetitious interpretstions of our acticns and feelings lead us
‘inevitably to form of auzrselves; he would at orice perceive that this he is ansrfm;
_Emcrther thﬂ has nothing o but very little n camgon with himself; and ’;ha’:
the true iz is the one that is erving his rmisdeeds aloud within hixy; the infimate
bemgg:;ﬁ:uftm dogmed far the whale of our lives to remain unknomen fo us! (V.1

p. 1% o

5 The transgressive but pre-Ireudian Moscarda, by now a stranger to
‘Mr. Loan Shark’ of Richieri and to the proper noun that could b: Flik
or Flok {like the name of a lost dog} even attempts pantormime ag a
iemedy for the ‘empiy abstraction of words.” The grimaces before the
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triirror and the “winlangs with which he sends prelinguistic messages
to the reader produce a disassembling that forces him to withdraw
befare the limits of language and beyond the plu.rf.al character that
atternpted to heal the emptiness of the social situation and the dis-
sipation of mearing: "Bh! signhori, 51, un bratto tive [scus;bmm tut1::t
questl ammicraments; ma ho bisogne di amomiceare, d'ammiceare cost,
perché, non potendo sapere come vappajo in questo mommento, tire
anche, con questi ammiccament], 2 indovinare)’ (IV.2, pp. 8:154) [Ah,
sentlemer, yes, a masty tick (excuse me all these cov w!nks; but I
need to kont, to wink like this, because, as 1 can have 1o idea }mw I
appear to you at this moment, F try, with these hints, to guess)’ IV.2,
. 73]

F Tt"}e pleasure of alienating aneself is yiclded then no longer through
perceptive actualizations, but in catalogues of Sensations or concepts
far from verbal action that represent the equivalent of moments of
absence. Already, ‘the unthinking indolence” with which Moescarda
stares at the architrave of the door in the above-cited episode of the
eviction of Marro di Dio is a symptom of the fall of a conseipusness
that derninates the objects, and of the imminent slipping away of the
teasoning victim inte the vamnum of a #me which he clamwt master
and which is totally fozeign to hirm. Even more revealing is the passage
fthat conchudes the re-evoration of the conflict with the father figure:

Mi Padre! )
" Nel vano, ara, un silenzio esterrefatto, grave di tutte le cose insensake einformi,
che stanno nell'inerzia mute e imperetrabili 2lla spirito.

Fu un attirne, ra leteenity. Vi sentii dentro futto lo sgomente delle necessith
cieche, delle cose che non si possono mutare: la prigione del tempo; i nascere
ora. e nen prima e non ped; il nome e il corpo che o & dato; 1a clatena Ic:ielle
tause; 1] seme gettate da quell'vome: mio padre senza voledo; il mio venire al
tondoe, da quel seme; involentaria fatto di quell'uome; legato a quel rame;
eepresse da guelle radici. (JILE p. 791)

[Wly father!
In the emptiness, non, a terrified silencs, heavy with all tl":v.?.!‘ serizeless and
shapeless things that lie inert, dumb, irmpenetrable for the spirit. _

It was an instant, bub it was eternity, [ felt inside all the horror of blind
necessities, of things that cannet be changed: the prison of time; being bom
now, not before and not after; fhe name and the body that are given us; the
chain of cawses; fhe szed sown by that man, my father, without willing it; my
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coming into the world, from that seed; ircoluntary fruit of that man; bound
to that branch, expressed from those roots, (1113, P 54

At this peint the mask of captious speech, a desperate atternpt at
raticnally testing the disintegration, locsens the coils in which it had
attracted the addressee; an antithetie paradigm gradually replaces the
active thetoric, obedient to slowed sentence-making that avoids sub-
mitting perceptions to the ordering action of the verb and, at most,
concludes with comments set in a dryly nomdnal syntax:

Lz finestra; unz vecchia seggiola impagliata; un tavoling ancor pif vecchio,
nudd, nere & coperto di polvere, non cera altro 1t dentro .. [ tegoli di quel
tettq, il legna verniciato di quelle imposte di finestra, quel vetri per quanto
sudici: immobile calma delle cose inanimate. (IV.6, pp. B28-9)

[The window: and old rush-bottom chair; a stiil alder little table, bare, black,
and covered with dust: there was nothing else in the room ... The tiles of that
ract, the painted wood of those shutters, those pares dirty as they were: the
Irinobile calm of inanimate things. V.6, pp. §9-90)]

If tirme and space are ‘traps of life,’ if man confers a sense and a
value upon nature that it doesr't have in itself and dreases it up with
lies, the way to health will comsist in the refusal of reasoning and
every discursive pact connected with it. Moscarda finds the solution
of silence. At the moment of completing one Last act of ‘alienation’ — the
least traumatic, the donation of his persenal worth to the almshouse —
he declares: ‘Non volendo pitt nulla, sapevo di non pofer piiy parlare.
E stavo zitto, guardando & ammirando quel vecchio diafane prelato’
(VIL3, p. 899) ["Wanting nothing mare, T keew T could no longer
speak. And I kept quiet, looking with admiration at that diaphanous
old prelate.” VIIL3: 158].

. Significantly, the situation is reversed: the protagomist, an inves-
Hgating judge of a verbal trial of society, in the end becomes the
-accused in a real trial against the injurer Anna Rosa. Silert, bearded,
: wearing clogs and the blue smock of a madman, Moscarda translates
- his inner silence into an ecstatic and receptive rhetoric, governed by
~an empathetic pudsion, where infinitives — nominal forms of the verb
— disintegrate the syntactic domirdon of the subject, and propitiate
the alestory nature of ‘smemorats lontamanza’ ["oblivions distance’],
and the ontologiral suspension of ‘dolcissima angoscia’ (VIIL.2, p. 896)
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[“very sweet anguish,” VIIL2, p. 133] (the exymoron, rhetorical figure
dear to the mystics, is not by chancey

Ah, perdersi 1a, distendersi & abbpandonarsi, cosi tra Yerba, al silenzia dEi.
eieli; emrpizsi Vanima &t tutta quella vana azzurrita, facendovi naufragare ogni
pensiero, ogi memorial (VIIL2, p. 898) .
Rinascere attimo per attimoe. Ympedire che il pensiero si metta in me di
ruove a lavorare, & dentra mi rifaceia il vuato delle vane costrezioni, I,
F. 802}

[Ah, o be lost there, to stretch out, abandon muyself on the grags to the silence
of the heavens; to fill my soul with all thet empty blueness, letting every
thought be shipwrecked there, every memory! (VIIL 2, p. 153]]

[To be reborn moment by moment. To prevent thought from working agan
inside me, causing inside a reappearance of the void witn i futile gonstrue-
tions. (VIIL4, p. 1607]

In this novel, which recapitulates the entire Pirandellian journey,
the thematizatiens of silence follow a persuasive practice of the most
exasperated kind.™ In the process of interpretation, ene might f._vonder
if panic identification with the flowing of a nature unconsclous of
itself is linked scrnehow to the dramatic turn of history duzing the
19703 and to Pirandello’s own evasion into Utopia - remember that La
nviova colonia [The New Colony] was written between 1576 and 19328
However, as early as 1911, the short story *Canta l'lEPj:StD].f'L’ ["Sing the
Epistle’] actually invelves a receptive philnsophy similar in form and
substance to that of Lng, nessuna e centorila,

It would appear, therefore, that this novel, developed over a‘ltmut
fifteen years (from 1909 to 1925), incorporates and ra_dical{zes Piran-
dello’s permanent philosophy, even though the ending displays an
optimism that is hardly convincing. o

In ‘Canta I'Epistola,” in fact, Tommasine Lnzio is a subdeacon who
has Jeft the seminary becase he has lost his faith, and along with his
religion he has also lost his trust in the regulating and dominating
power of the I over reality. He abandons himself, therefore, to &
fluid tizne without memory. For speech that reflects nonsense, and
a perception of living hat mow causes “tedio angoscioso’ [d_istress—
ing tediam], he substitutes a ‘blanda smemorata mestizia® [mild aqd
cblivious melancholy] that accompantes him on ks silent walks in
the fields. His armihilation as a social being is accompanied by an
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ahlative and empathetic projection towards the immensely small: the
mute voice of things that is seized in a growing ‘file d'erba’ [blade of
grass] stands withir, the perspective of the reversed telescope alluded
to in I umorisme, while the withdraswal below consciousness produess
the desiderative or ecstatic infinitives that are repeated, to the letter,
in several places in the nowvel (IL%, VIIL2 and 4}

MNon aver pitl coscienza d'essere, come una pietrs, come una pianta; nen
ricardarsi pidt neanche del propoo nome; vivers per vivere, sevza sapere
di wivere, come le bestie, come le piante; senza pilt affetti, né desider':{, ne
memorie, né pensieri; senza pit nulla che desse sensc ¢ valore alla propria
wita, Bovor sdrajato 11 su l'erba, com le mani intrecciate dietro la nuca, guardare
el cielo azeurre le bianche nuvole abbarbaglianti, gordie 4 sole; udire il vento
cdhe faceva ned rastagni del boseo comne un fragor 4i mare, & nella voce 61 quel
vento ¢ in quel fragore sentire, corne da un'infinita lontensnza, la vanita d'ogni
-coed e il tedio angoscioso della vita ¥

[Mot being consciaus of existing, like a stone, like 2 plant; no? even remermber-
ing his own name any maore; living ta iive, without being aware of living, like
animals, like plants; withowt affections, desires, memories, thougnts; without
anything that gives mearing to life Here he is: siretched out on the grass,
with his hands claspec behind the back of his neck, watching n the Hue sky
the dazaling white clouds, swollen with sunlight; hearing the wind roaring
like the zea in the chesfnut irees of the forest, and hearing in ihe voice of
that wind and In that roaring, as if from an infinite distarce, the vamity of
everything and the wearisome anguish of lifg.]

Iy the two-faced Pirandellian herma, the paradigm of silence is

the other face of the coercion to speak. Thetefore, like speech, the

thematizations of silence are highly varied and of comnplex motivation.
Sometimes silence belemgs to ellipsis or reticence — forms of ¢lassical
thetoric (found most of all in theairical dialogues, where the empty

- 1eply hides the desire of ehuding the solicitations of the interlocutor)

- but aphasia is mestly full of tragedy, repressed aggressiveness, or
distrust af commumication. The Bnguistic act of degree zero, silencing,

is at least as rich and disturbing as the dialectic of speech.

Here are some exemplary samples. One may find mutism or pre-

‘grammatical expression in connection with uncompleted payehological
stages or at the margins of a conscicusness i the dawning state. The
“boy Ciaula, able only to imitate crows or emit a rasping protracted
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moan and, at the most, obey with a ‘gna-bona’ [all right], frees him-
zelf from this subhuman condition before the miracle of the moon
appearing in a placid ocean of silence: his werdless cry spreads ‘nella
notte ora piena del suo stupore’ [in the night now full of his wonder].
There is also the fossilization of the mentally insane womman in Come
He mif vucd, whe conserves from an wnbmowable prehistory only the
monotong phrase Tena’ repeated in a state of autism that prevents
others from reaching her; but that phrase, in the view of the Unknowrn,
saves her from the knowledge of pain: ‘Ora — eh, beata in questo tuo
riso — sei salva fu ~ Immune” [Now — eh, blessed in this laughter of
vouts — you are safe — immune] **

Silence sometimes is the tesporse to the discovery of a subjectivity
that is an abvss of mnecontrollable pulsions. In the short story MNel
gorgo’ [In the Whirl], Romeo Daddi gives in to the instinet which
leads him to betray his wife with her best frend, one knows not
how, and then ‘come assente da sé' [as if absent from himself], he
closes himself in silence, frightening bystanders ‘con la fissith acuta,
strana’ [with the strange, acute fixedness] of his gaze and one single
exclamation repeated nbsessively: ‘Che abisso .. che gbissn.” [What an
sbryss. .. What an abyss.] The gaze is a privileged instrument Pirandelleo
uses to uncover the mnetmost [ Tor example, think of the epiphanic
gaze that Serafino Gubbio substitutes for the purely reproductive eye
of the cinecamera and the inefficiency of words. In the short stery "La
- maschera dimenticata’ ["The Forgotten Mask’], Cirincio, a successful
seif-made man, is humbled and his mask of respectability disaggre-
gated by the ‘cechietti lnstri, acuti come due spilli” [bright little eyes,
sheaup as tacks] of a cerfain nasty little man wha at the electoral meeting
*seguitava a fissarlo, & ora - ecco — allungava il cello verso di lwi, con
Vindice teso come un‘arma presso una di quegli ccchietti diabolici’
[kept staring at him, and then — look — he was strefching out his neck
ftowards him, with hds index finger rigid like a gun near one of his
little diabolic eyes], such that Cirincio ‘con gli oochi di quell’'ometto
st vedeva rientrare in se medesimo con tutte le sue sciagure 2 la sua
muiseria’ [with the eves of that little man saw himself come back into
himzelf with all his mdsfortune and misery]. In ‘C'e qualeune che
ride’ [‘There Is Someone Laughing’], the social setting, reflected like
a nightmare in the mcomounicability of the masks that inhabit it, is
disturbed by the laughter of three improbable characters {the father
and the two children), producing arcdety in that it is not interpretable
according to conventional understanding:
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Serpeggia una voce in mezza alla runione:

- = L8 qualoune che ride

Qua, 13, dove la voce asriva, & come se 5i drizzi una vipers, o un grille springhi
o sprazzi uno specchio a ferir gli oochi a tradimentn ¥

r

[There spreads a voice in the midst of the meeting:

— There is someons wha is laughing.

Here, therﬁ,, where the voice reaches, it 19 as If a viper rises, ar a cricket dazts,
- or a rmirrer sparkles fo hurt the eyes treacherously ]

The analogies, the dymamic verbs, and the interse alliterations in
- groups of hard consonants are an chematopoeic translation of a threat,
represented by something prelinguistic and infracommunicative for a
croved that refuses the uncanny and in turn sends it back to the three
“unknown individuals with a svenmetrical ‘encrme sardonica risata’
. lenormous sardonic laughf.*

. As Lmentioned at the outset, in the essay ['umorismo, the Piran-
- dellian dualism between facts and interpretations of facts (interpreta-
. tons which are as infinite as the faces of reality are innumerable and
-fleeting) emphasizes most of afl the art of controversy, promoted by
the humeristic reflection with its play of oppasites; by this it shows
‘trust in the dialectic force of theught. However, towards the end of
-the treatise, the progressive exasperation of relativism, connected to
the stratified muttiplicity of the psychic and social individual and
“to the fallaciousness of the communicative circuit, turns against its
-own verbal means, the aporia insinuates itself in the raving of reason.
Theough the sophistic deconstruction of the mask, the character who
 acts as speaker for the author winds up deconstructing even himself
-But knowing oneself, says Pirandello, means to be expelled from life:
-__'speech, freezing in what he ralls the ‘sublimato corrogivo della de-
- duzione logica’ [corrosive sublimate of logical deduction], makes the
~fhuidity and the mobile equilibrium of the subject absolute in a single
-foron: “Cid che noi conosciamo df noi stessi, non & che una parte, forse
‘una piccolissima parte di quello che noi siamo’ {p. 158) [What we
‘know about ourselves is only a fraction, perhaps a very small fraction
-of what we are, p. 133].%

Against the pretence of logle reasoning, thus, the experience of
~mierior silence’ takes shape (chapter V of the second part: a situ-
‘ation of shsence from oneself, an emptying cut of the values of life, a
“hallucinatory perception of a reality well cutside history, and a human
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reason comcelved as an enormous lacuha in the cohesive principle of
the I and of intersubjective relationship:

In certi moment i silenzic interiors, in cuf l'anima nostra sf spoglia di tutte
le finziond abituall & gli oochi nostri diventano pit amt e penetrant, ned
vediamo noi stessi nella vita, & In se stessa la vita, suasi in una nwdita arida,
inguistante; ol sentiame assaltare da una strana irpressions, cowe se, In un
baleng, <t sl chiarisse una realtd diversa da guella che normalmente percepi-
arp, una realtd vivente olire la vista umana, fuori delle formne deflumana

ragiome. [p. 152}

fln certen moments of inner silence, tn which our sowl strips itself of all its
hebitual fictions and our eves become sharper and mere piercing, we se¢
ourselves in life, end life In itself, as if in a barren and disguisting rakedness;
we are seized by a strange impression, as if, in a fash, we could dealy
perceive a reality different from the cne that we normally perceive, a reality
livitg bevand the reach of hurmean wision, cutside the forms of human reason,

(- 138)]

This vertigo produces an internal void, an arresting of time, a dis~
covery of the deception in representatior, and an anxiety before the
ahsclufe that is translated info key words like “dismay,” “astonished
silenice,” “astomished wonder,’ and ‘astonished, oblivious calm.” If is

- another dimension ‘cud 1'uomeo non pud affacciarsi, s nom a costo di

morite o d'impazzire’ (p. 161) lwhich man can face only at the cost of
either death o1 insanity, p. 138].

. The protagonist of the short story Tha s€° ["Om His Owr,” 1913] will
kill himgelf, and he moves to a cemetery by the family vault in order to
spare his relatives expense and macabre funerary ceremonies. Matteo
Sinagra, for three years now a biving cadaver, lacks vital impulses due
to a “mysterious breakdown’ which took place In the mechandsm of
his psyche. Since then, with dismay, he perceives the world as ‘dure,
ottuso, opace, inerte’ [hard, obtuse, cpaque, inert], and any act or
verbal communication as ufterly meaningless: Muoversi? E perché?
Perché uscire di casa? Inutile ogni atto, oghi passo; inutile anche
parlare” [Move? And why? Why leave home? Any act, any step s
useless; and equally useless is even to speek]. And precisely because
this soon-to-be guicide feels himself removed from socialized life, he
car, watch with different eyes the “cose che non sono pilt per Tui, che
per Iui non harme pite senso” Jthings that are no longer for him, that
for him no longer have meaning], things that exist like pure pulaating
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matter in a delirium of dispossession and suspension in which sight ig
clear, but the correspondence between nature and subject is defurct ™

The texts in which this ecstatic but horrific suspension is thematized
tenel towards particular syntactic and stylistic solutions, far from the
toil of persuasive logic ~ fexts defined by Terracini as ‘linguaggio
dell’'evasione’ [language of evasion] or ‘discorso dell'uomo solitarie’
[discourse of the solitary man].** The experience of madness, the halt
of vital ingtincts, and the imminence of death are dominant themes of
such texts. In each case, the living creature, alome and, <o to speak
naked, emerges from the ¢haracter, while language makes itself per:

- meable to the passage of sensations by freeing itself from probatory

fermulag, i a slow, coordinative svntax loaded with norninal phrases,

The recovered’ protagonist of ‘Quand’ero matto’ F'When I Was
Mad'] recalls his past alienation, a time when he was not at home with
himself, and the sensations at the border between a porous subjectivity

“and a divine vision of an I that was an ‘albergo aperto a tuth’ [hotel

open o alf]: the style, with frequent use of roordinative conjunctions,
Imitates the astonished alignment of perceptions:

mi pareva che l'zria tra me e le cose ntormo diventasse 2 mano a IMET Pid
Intitna; e che jo vedessi alire la vista naturale ... E un gran silenzio aftenito

1 3 - L a
era denira di me, ... e andave un tratto cosi, estatico & compenetrato in quella
divina visicne™ -

[it seemead to mne that the sir between thirgs around me and myself became
mote and more intimate; and that 1 saw beyond natural sight ... And within
me there ‘was a grand and astonished silence, ... and [ swent on for a while

- like this, ecstatic and permeated by that divine vision,

The loss of the I facilitates entry into a dreamy dimension at the
threshold between life and death, seen especially in some short stories
from Pitandello’s fnat vears, In Un'idea’ ['An idea’] the reader, closelv
following the nameless protagonist, makes a journey frem which
speech is almost excluded and in which the silence of an whban and

~ uninhabited nocturnal scene spreads. Active volition is missing, and

the suceesston of impressions is underscored by svntactic inversions
and an inclination to nominal formes:

Tf!sttra'»'.ersarla (la pizzza} gli pare impossibile; la vita, in cul deve rientrare,
1rr_aggmr}g;b11mente remoti da essa; e tutta la citth, comne da secoli disabitata,
ool fanali che ancora la vegliano nel chiarore mistericss di quella gelids az-
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zurrity notturna, Impoesibile il rumore dei sual passi in quel sflenzio che
pare eterno ... Leggera come un'embra, il sue corpa; & asdandn, nessun
]“.‘EI":"I.DIE.SE

[Crossing [the plazza] seerns impossivle to himy life, in iwkich he must re-
enter, seemns unteachably distant from the plazzs; and the entire city, as if
deserted for centuries, with streellights still watching over it in the mystericus
hirninescance of that icecold noctiomal blueness. [mpossible the sound of his
footsteps in that seemingly efernal silence ... Light as a shadaw, his body;
and, a5 he moves, no noise.)

The walk takes place in a ‘vaporosa evanescenza di sogno” [drearn-
like misty evanescence], since the dream iz a fixed idea {perhaps a
temptation to suicide); the present tense of the verb that isclates the
faceless protagonist is like a false movement, or a gap in experience,
in which a time and a secret outside human dirmension accurnu-
Jate as they are translated into the recurring image of the flowing
water.

F resta li, di nuovo sssorto, opacarsente, in quelia sua singolare sitesa. 1l ternpao
¢'e fermata ¢ fra le cose rirmaste futtintorne I uno stupore attonit parve che
un segreto formidabile sia nel fatto che in tanta imewebilita solo Iacqua del
fiume si mueva ™

[And he remains there, once again absoroed, opaquely, in that peculiar walting
of his, Time has stopped and armong the things left all around in an amazed
stupor it seems that en incredible secret lies in the fact that in =0 much
imronility only the water of fe river moves ]

Terracin comments that there is something itremediably ‘distmt m
these verbs, thanks to which every distinction between past, present,
and future dissolves 50 as to express the emptiness of an immobility
where space and time are wotthless.™

In its syntactic structure, TH sera, un geranio” [In the Evening, a
Geraniurm'| mimes the last shreds of conseicusness of a living creature
about to dissolve. The initial counterppint between imperfect, simple
past, and present tenses portrays the twilight passage of perception
along stylistic underscorings given by parallelisms and chiastic dis-
positions: *S'e liberato nel somowe, non sa come ... Jormiva e nom @
pitt nel suo corpo; non pud dire che si sla svegliate; e in che cosa ora
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sia veramente, non sa.™ [He was released in his sleep, he knows not
how ... He was sleeping and now he is ne lomger a part of his body:;

-

. he can't say that he has awakened; and what he is o, he dosen’t
- know,]
: Immediately afterwards, the loosening of the senges and the conster-

natien of leaving the body comes in a catalogue of spatial indicators
without supporting verbs:

15 Iudito, dov'e un rumore anche mirimo nella nette: qua la wvista, dov's

appena un barlume; e {e paret! e {] soffitto (come & qua pare polvercsa) e gin

- il pavimento col tappeto, & quelluseia, ¢ lo smemoreto spavento di quel letto

. col piumine verde ¢ Je coperte giallognole, sotto le quali s'indoving un =il gule
che glace inerte ™

[there hearing, where there is even the emallest noise n the night; there sigh,
where there is barely a glimmer of light; and the wails znd the ceiling (wﬁiv.ﬁ
" frorn here appear dusty) and belos the floar wizh the rug, and that door, and
- the fargoften fear of that bed with 2 green quilt and yellowish covers, under
. which one discerns a body that lies motionless.]

The dying man is a thread of thought suspended on the verge of
dissolution; his last attempts at ationality vield merely a dry enunci-
. atiom of ebjects, a time filled by him with meaning and now frozen in
; the insignificance of a spatio-temporal solidarity that collapses:

o GId ma ara, senza pitt i corpo, & questa pena, ora, & questa sgomerto del
sue disgreparsi e diffordersi in ngnd cosa, a cu, per tenersi, torna ad aderire
ma, aderendovi, 1a pavra di nuove, non daddormentars, roa del guo svanire
:'neila cisa che resta 13 per s€, senza phi lui: oggetto: vrelagic sul comoding,
~-quadretto alla parete, lampada rosea scspesa in mezza alls camera.

;L 2 ova quelle cose; non piil comerano, quande zvevans un semso per
- hif; quelle cose che per se stesse non hanmo alcun senso e che ora dungue non
5600 piil niente per ™

-[True, but now, without a body, it is this aflicticn, now, it is His consternation
" of his disintegrating and spreading oué over evarything, for which, in order
~to hold on, he goas back to complying, but in camplying, the fear avizes ance
gain not of falling asleep, but of disappearizg nto the things in front of hime
‘objects: a wakbch on the bedside table, a picture on the wall, a rose-coloured
clamp suspended in the middle of the oo,
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He is now those things; no Jonger as they were, when they made sense to
Tim; those things that make no sense in themselves and thus are now nothing
to hirr]

“The personal pronoun (in this case the third person hslj, agaJ.'.nst
which the author’s mouthpieces rage with deconstructive investiga-
#ioms, is hete annulled by a biclogical process deaf to the call of
thought: Tui & ora quelle cose ... E questo 2 marire™ [He is now those
things ... And this is dying]. The narrator accompardes the phantorr,
already separated from the body, on its flight beyond the walls of the
house, and into the garden where the water translates, as usual, the ab-
solute flowing of & nen-human time. The narrator proceeds with nom-
inal sequences, with infinitives well outside argumentative dialectic
that allude to the non-being of the person (notice the infinitive ‘Sparire’
[To disappear) isolated in a paragraph by itself),” annihilated by an
absolute that produces an astonishment symmetrical to the ecslt?hdg
pulsion of Moscarda and Tommasino. Here one finds "vana eternita™
[vain eternity], nature made of ebjects. without meaning and value t‘t:lat
freezes both subject and language. The desiderative infinitive, with
which the creature who st re-enfer into nothingness takes leave,
recalls - but erly for a Pirandellian sentiment of the contrary - the
empathetic and liberatory desires of the one who had wanted to be
1o lenger one hundred thousand but ‘neszune’ [no one]: ‘Una cosa,

_ comsistere apcora In una cosa, che sia pur quasi niente, una pietra. O
anche un Hore che duti poco: eceo, questo gerania ...* [A thing, to
exist still in a thing, though it be almost nothing, a stone. Or even a
flower that lasts a short time: here it is, this geranium ...].

Translated by John Ronan and Manuela Gieri
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MEANINGS
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Laughter and Political Allegory
in Pirandello: A Reading of
'C’e¢ qualcuno che ride’

ROMANO LUPERINI

‘C'e qualouno che ride’ [‘There Is Someone Laughing’] is part of Ling
givrrata, the final sectiom of Novelle per un aunp. It was first published
In the newspaper Corviere deliz Sers, on Noverber 7, 1634.° The title
Is phrasal, as is often.the rase in Pirandello. It calls to mind & related
example, the title of arother well-known short story, ‘Nell'albergo 2
merto un tale’ [“In the Hotel a Guy Died,” 1925} In both of these CASES
a witty line uttered by an anomymous character in the story also serves
a5 its title, Furthermore, both titles suggest the theme of the respective
short stories. The titles, therefore, are not only mimetic, but thematic
as well. Fowever, whereas in Nell'albergo & morto un take’ the witty
remark occurs af the end of the narration, thereby recapitulating its
mMearung, in “C'& qualcurio che ride’ it occurs at the beginming, creating
an atmosphere of suspended meaning, expectation, and mystery.

There is another case within Pirandello's repertoire of short stories
where the title (similer to ‘C'2 quakcuno che tide’) cotresponds to a
remark made by a character at the end of the opening senterice of the
short story. The novella is “Tu ridi’ ["fou Laugh,’ 1912]. Here, too, the
title highlights the reason for the laughter, and there are also lexival
similarities with “C'2 qualeuno che ride” (for instance, the use of the
verb springare [to kick] to indicate the sudden jump-start that laugh-
ter produces). In "Tu ridi,” however, it is explained immediately that
taughter — more precisely, laughter during sleep — js the protagonist
of the story and that the senfence is uttered by the wife, who awakers
her mate and reprimands him with exactly these words.

In comtrast, as it has already been stated, in 'C'¢ qualcuno che
ride’ the initial remark is uttered by the anonymous character and
remaing enigmatic. The narration which follows should resolve the
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enigma and provide the reader with an answer to the query. [ ac1l:ual
fact, the fitle and the subsequent remark create a double expectatior:
the characters would like to know who is laughing and why, and
the reader adds doubts of his or her own to those of the characters,
doubts which call inte question the sense of the story and the very
mesring of the laughter. According to Lipps {whom Pirandello knew
from the time in which he resided in Bonn and whose Komik und
Humsur [1898]° he quotes in the essay L'umorizme [On Humowr, 1908])
but also according to Freud (who in fact cites Kotk wnd Humour both
in Die troumdentung® 1The Interpretation of Dreams] and in the Der Witz
und Seine Bezichung zum Unbewussten [fokes and Thetr Relation to the
Umeomscions, 1905]), expectation is ome of the conditions of comedy.
Thus, laughter is the theme of the short story. o
The fcipit presents a series of verbs in the present indicative and
devices (alliteration and other phonic isotepes) that e:mphas}ze the
postic function of language. Such use of language that is guite rare
in Pirandello, and is, in any case, only verifiable within his creative
production begirming with the final pages of Lino, nessuno ¢ cen:tomﬂa
{Ome, No One, and Owne Hundred Thousend, 1925-8]. But whereas_m the
novel the lyrical emphasis is intended to celebrate human existence
through a veritable squandering of accessorizing and qualifving ad-
jectives, in ‘C'2 qualeuno che ride’ the poetic function sgerns to hav.e
2 heavily semantic emphasis with special attention to phone-symbolic
effects:

Serpegeia una voos in mezzo aila riardons:

g qualcune che ride.

Cua, ia, dove la vooe arriva, & come se sl drizzl una vipera,
o un grillo sprisghi,

o sprazzi une specchio a ferir gli oochi a tradimento. [p. 689)

[There spreads a voice in the midst of fhe meeting:

There is sorneone laughing,

Here, there, where the voice seaches, it Is as If a viper rises,
or & cricket darts,

ar a mirrar sparkies to hurt the eyes trezcherousiy ]

The short { of vide, so sharp and shrill, is repeated in arviva, drizzi,
vipera, springhi, and ferir. Another dominant sound is achieved .b?_
Blends of sibilant, labial, and liquid consonants: SeRPeggin, afRiva,
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Se 81, ARiZZi, viPeRa, gRiLLo, SPRinghi, SPRaZZi, and SPecchin. This
phono-symbolic effect emphasizes the harshness and stridency of the
laughter, as well as its deceitfully dangerous character, akin to a slith-
ering snake. The image of the serpent, introdueed in the indtial verb,
Serpegeia, 15 comwaetized in wipera and in its svmbolic associations,
including fradimento, the concluding word of the paragraph. From the
outset, therefore, the narrative volce fndieates a vector of meaning that
1$ important fo the verigimilitude of the piece, and is insistent in the
way it 15 exhibited. The danger of the laughter is that it represents a
rupture of social pact, a disloyal viclation, oz a betrayal - precisely, a
‘tradivmento,

_The narrative voice is a withess who speaks in the present tense, while
the ‘recounted’ acton {"aziene raccontata”) is still unfolding. We are
therefore dealing with a story that has an internal focus. Because
events take place as they are being narrated, the naryation is open.
The subject knows as much as the characters do, and perhaps has
-more information: ‘so che lui & il padre di quei due ragazzi’ (p. 63) [[
know he is the father of those two kids]), but he does not know how
‘things will end, nor does he arrange a comprehensive explanation of
-events. The present indicative fense and the inward focus produce two
-effects. The first is one of suspense ~ a situation of expectation related
‘te the unfolding events and to the result of these events, a result which
‘remains unforeseeable and open to any selution. The second effect is
‘& search for meaning, given that the narrator does not seem able fo
‘grasp the meaning, and is consequently unable to commmunicate it. The
‘writing strafegy used to create the text calls for a reading strategy
‘which collaborates to produce an 1 fierl interpretation, one that is not
preconstitited,

- The narrating subject is defined exclusively by mental acts that
express a reflextve moment of consciousness or a hermeneutic stage
in the search for meaning. His presence is alluded to three times
the text: on page 689, “sorridere i complacenza sard lecito, sard,
credo deverose’ [to smile with complarerey will be allowed, it will be
imperative, I think]; on pages 691-2, ‘I fatto ... che qualcuno ride non
dovrebbe far tanta impressione, mi sembra’ [The fact ... that someone
laughing should not proveke such an impression, 1 think); and on
‘page 693, "0 che lui & il padre’ [[ know he is the fathet]. This narrative
expresses doubts or makes attempts to skefch out interpretations, but
-hit etfort to understand does not lead to'a comprehensive explanation:



118 Romane Luperind

such an explanation is therefore suspended and left up to the reader.
The narrating subject is part of the group of people in attendanece at
the strange masquerade party, and he shares the increasing uneasiness
of this group: at a certain point he goes so far as to use the pronoun nof
hwe] in order to indicate the collective uneasiness that yweeps across
the riunicne [meeting], ‘Ma che soffocazione intanto questa comme-
dia con noi stessi’ {p. 691} [But meanwhile, how suffocating is this
comedy with curselves]. But unlike the others, the narrating subject
maintaing a detachmment from the events that is essentally intellectual
and moral in nature. He seems capable of giving judgments (one of
which is implicit in the words commgdiy con noi stessi), hazarding future
predictions, and above all, highlighting the incoherence of and the
contradiction in the party and its participants, thereby laving bare its
inner workings:

11 fatter (& +ero) che gualouno ride non devrebbe far tante impressione, i
pare, s¢ tuth sone in quest’anima, Ma altro che impressione! Suscita un feris-
simg sdegno, e proprio perché tutti sono in gquest’snime; sdegro come per
offesa personale, che si possa avere I coraggio di ridere apertarnente. L'incuba
grava cosl insapportabile su tutti, appunte perché a nessuno par lecito ridere.
Se une 51 mette a ridere & gli altri seguona l'esempio, se tubte quest'incubo
frara d'imprevvise in una risata generale, addio ogni cosa! Bisogna che in
tapta incertezza e sospensione di enimi 8 creds e & sertz che la riunione di
questa sera & molto seria. (pp. 691-2)

[The fact (3f true} that someons is laughing show’d not provoke such an im-
pressian, I think, if evervone feels the same. But there is more to it than
an impression! It generates a fierce disdain, exactly because evervone feels
the same; it is like dizdain from a personal offense, that one coutd heve the
eourage to laugh openly. The nightrnare weighs so unbearably on evervore,
exactly because no one feels that laughing is permissikle. If one starts laughing
and the ofhers fellow his example, if the whale nightrnare sucdenly crurmbles
down into a widespread laughter, that's the end of everything! It is imperative
that in such wneertainty and suspension of souls one believes and feels thad
tonight’s meeting is extrerrely serious.]

With these consideratioms, the narrator contributes to the interpre-
tation of events, and although he does not explain their complete
articulation, he nonetheless illustrates their fundarnental logie, a logie
to which he will return further on. For now, it is sufficient to chserve
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that the stance of rational cbservation displayed by the narrator takes
. on predominantly & form of incomprehension. He does not under
_ _stamfl. For ingtance, he cannot find an explanation for the fact that in a

caltrnnl.ralesque atoosphere someone’s laughter should be greeted with
' disdain, and his starting point is his own incomprehension and failure
| to nderpret what is unfolding before his very eyes, We are therefore
.dealing with a participating vet alienated witness. The susperision of
CIneaming devives from the fact that, despite being in attendance at
: the gathering, the narrator is not able o recognize a meaning and
legitimacy of the workings of the soctal group to which he belongs.
N In this sense, Pirandells achieves an efect worth hating. By imfanb
. Ing & narrahive voice who does net know any more than the other
-characters know, Pirandello increases suspense and leaves the imagi-
- nation open; he allows the narrator to manage the defamiliarization of
 the text, and then gives him a critical function, such as retmoving doubt
-and suspending sense and meaning. The handling of defarniliarization
-through the device of incomprehension is an extraordinary WEAp O
-used by zuthors in order to place human beings in a state of allegory
‘and to unmask the ill conventionality of social relations.*

'8 qualcunc che ride’ appears to be divided into three parts, with
;'.the points of caesura or rupture marked by blank spaces on the pagé.
-The fmst patt, a representation of the objective situation, describes
_._*_tTne scere, the atmosphere, and the environment. An entire parenthetic
clause i¢ dedicated to the reception hall where the strange ball is held.
:_'Ga_‘-."if:hi.n this clause, the primary focus is not, in fact, on the Iocation,
_.J_:_rut on the participats of the ball. Neverthelzss, the description of the
receptton hall itself links back to a meaning that, although undefined
seems 1o be suggested with a certain amount of emphasis, The gazé
ts concentrated upon the high part, that shows itself ‘netla tetraggine
della sua polvercsa antichita’ fin the gloom of its dusty antiquity],
and in particular on the daub of a seventesnth-cerfury fresco, which
i# described with phrases such as “pare allarmata’ fit seems alarmed}
and *ha fatte tanto per soffocare e confondere in un nerume di hotte
perpetua le friculenti frenesie della sua pithura’ fit strove to suffocate
and blur in the blackness of a petpetual night the trucalent frenzies of
its painting]. There is a sense of darkness and suffocatiom, an ‘allarme’
[alarm], that seems to have something to do with the welght of a
disty tradition, and perhaps with an entire civilization. The fresce
itself comtributes fo this sensation of oppression. The baroque daub iz
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an exaznple of artifice, not of nature: is ‘truculent] frenesie’ threatened
by the ‘merume’ are rot at &l an alternabive to the gloom of this
Blackness.” On the next page we learn that in the hall there is only
one element that represents spontaneity and nahwe, in contrast to the
artificiality of the furnishings and the sitnatior: ‘sulla squallida tavala
dei rinfreschi, 1 fiori non sone finti’ (p. 690} [on the squalid table of the
refreshments, the firers are not fake]. On the other hand, the reader
is irformed that 5/he is winessing a ‘finta festa da ballo’ (p. 653)
[fake bafll. The presence of the same adjective serves to underline an
opposition. Artifice and fiction seem to be classified along with dust
and death, whereas the flowers and the ‘glardini’ [gardens] from which
they are picked seem to be assoctated with life.

In addition, there is an ambivalence it the description of the re-
ception hall. On the one hand we have the “splendore” [splendout]
of the four large crystal chandeliers; on the other we have “tetraggine’
[glocmmn] and *il nermame di notte perpetua’ [the blackress of a perpetual
night]. This same duplicity is present in the representation of the
participants and of the occasion that has led them to congregate: a
party, uno dei seliti intrattendmenti cittadini in tempo di carnevale’
[one of the usual city entertainments during carnival] and yet alse a
‘riunione molio seria’ [extremely setious meeting]. The masquerade,
it could be said, is a product not of cammivalesque gafety, but rather
of an imposition added artificially from the exterior and yet accepted
and in large part appropriated and introjected. The couples dance
per dare alla riunione l'apparenza di una festa da ballo® [fo give the
meeting the serblance of a ball]; the photographers have probably
been ‘chiamati apposta” {invited on purpose], and the dancers seem
to have been “estratti di sotterra per U'sccasione, glocattoll vivi d'altzo
tempo, conservati e ora ricaricati artificialmente per dar questo spetta-
colo’ [drawn from underground for the geeasion, old-tme living tovs,
preserved and now artificially recharged to ghve this show]. Once
again, artifice and death are juxtaposed: the dancers are described
as ‘estratti di sotterra,” and the musicians as ‘calvl inteschiatl’ [bold
skulled ones]. That which was heralded by the seventeenth-century
daub is seen here among the bamman masqueraders i attendance at
the bogus party.

Gradually the expressionistic and grotesque quality (the marion-
ettes, the ‘calvi inteschiati,’ the atinosphere of progressive hallucing-
tiem) is submitted to an afmosphere in which the oneiric element is
tranzformed into surrealistic suggestion. The incisive, scathing expres-
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sienism that defined Pirandello’s artistic matuarity does not fall short
here; rather it is combined with the surrealism of his old age, thus
creating a new synthesis.

The second part of the short story depicts the subjective condition of
the participants of the ball. It describes their mood, doubts and fears.
They do net know why they have come, but they pretend to each other
that they do. Each one is suspicious of the others: reciprocal diffidence
dotninates, and there is no hint of human solidarity, In short, the group
does not show any kind of real unity, Thus, the images of deceit and of
the snake retum: ‘occhiate alle spalle g'allungano oblique che, appena
scoperte, sl rittaggono come serpi’ {p. 690) [gazes to the back lengthen
askanre 30 that, a2 soom as they are caught, they withdraw like anakes].
Every now and then someone is sumenoned by the loaders wha are
gathered in a secret room, but it is impossible to understand for what
reason and with what outeome. Thus eosternarione [dismay), Inguiet-
dine [arvdety], and true crgasmo [orgasm) follow one another, In fact,
these sentiments constitute the only element of cohesiveness in the
group. The tersion grows and is diffused like 2 nightmare {the word
meubs is repeated three times in rapid succession), that seems intoler-
able “perehé a nessuno par lecito ridere’ [11o one feels that laughing is
permissible]. Langhter is forbidden not only because it is Inoppertune
and inconvenient, but also because, by contrast, it reveals the cowardly
conformity of the participants of the party, who react to the laughtevr
a5 to “un’'offesa personale’ [a persomal offense]. In addition, laughtey is
contagious and for this reason may have a destructive social effect: “Se
uno st mette a rideze & ghi altri seguone I'esempio, se tutto questincubo
frana d'improvviso in una risata generale, addio ogrd cosa’ (p. 692)

" {If one starts laughing and the others follow his exarnple, if the whole

nightmare suddeniy crumbles down into a widespread lamghter, that's

:the end of everything). The nightmare, therefore, has a furietion arid,
one could say, a social utility; it is preferable to the threat which laugh-

- ter represents. The nightmare serves to guarantee the ‘serionsness’ of
_the mask of civility, a seriousness that carmot be put up for discussion
without the ruin of all institutions.

‘But one canmot live for long with the spasmodic tension of the night-
.mare. The more Tincubo grava’ [the nightmars weighs] and the “ine
-certezza’ [uncertainty] and the ‘sospensione d'animi’ [suspension of
"souls] escalate, the more evident becomes the need for any possible
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solution that can free the group from the iIngeasing ‘orgasm.” The
third part of the story is dedicated to action (an element completely
lacking in the first two parts) and to its dénouement; it iz here that
narration reaches is Sponnung, that is, #s peak.

The section cpens with a dialogue, that mimics a tangle or inter-
weaving of volces. In the question and answer game, the internal
cadences, and the corresponding rhvimes, this tangle seems almost to
resemble the work of Aldo Palazzeschi:

Chi &? Dav'a? . Pare che nen sia uno solo. Ah sl pid d'uno? Dicono che sona
almeno tre. Ma come, di concerta, o ciazcuna per sé? Fare di concerto butt'e
tre, Ah 517 Venuti dunque col deliberato proposito di ridere? Pare, (p. 632

[Whao iz it? Where is 157 ... [t seems the? there isn't only one. Really? More than
ore? They sav they are at least three But how? Together or each on his own?
[} ceetrs they are ali together. Really? Thus, they came with the deliberate
intenticn of laughing? 50 it seems.

This echoing of Palazzeschi further confimms the aforementioned,
highly experimental interweaving of expressionism and surreabism;
nete also the absence of quetation marks in the dialogue,

The three who Jaugh are identified. Thete is the man with the ‘faccia
beata’ [happy face]; it is noted that ‘il naso gli ride pift della bocea,
e gH occchi pin della bocea e del naso’ [his nese laughs meore than
kis mouth, and his eyes more than his mouth and nose] and that
he has two children. The sidtesn-year-old ‘ragazzona’ {big girl] races
from room to room hunched over, with her hands over her mouth
i an unsuecesshal atternpt to contain her langhter, (Hers had seemed
fo be un rigo da bambina’ [a childlike laughter], at least imitally).
Finally, there is the voung girl's brother, ‘che ride come un pazzo
inseguendola’ [whao laughs like a madman while running after hex).
The girl laughs the mest, ‘perché @ abituata a vivere come una puledra
in mezze a un prato fierite, una puledra che irbizzarrizea a ogni alite
dazia e salti e corra felice’ fbecause she is accustomed to living bke
a filly In & meadow )l of Aowers, a filly that becomes restless at
any breath of wind, and jumps and runs happilv]l, She is altogether
uncargeious of the meaning of her langhter and its scandal; on the
ather hand, hoeever, the man and the brother are alzo ‘aliend e lontand
d'ogrd sospetto” [disinclined and removed from any suspicien]. Only
the brrother “di fratto in tratto si ferma sbalordito dall’imprentitudine
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di lef che s ficea da per tutto ... vorrebbe darsi 1m contegno, ma ren
¢irigsce’ [from time to time stops in bewilderment at her effrantery as
she plunges herself everywhere ... he would like to strike a dienified
bearing, but he cannot); he bites Bis lip in arder to restrain his h?'.larihr
bt in van. o
1 Even in their essentially consonant behaviour, the two siblings differ
in that the sister is rauch less comscious of the situation in which they
fmd themselves, This distinction is not coincidental; Pirandello uses
it mtentionally to add somefhing to the story’s meaning. The girl has
always resided in the country, living ‘like a filly in a meadow full
of flowers,” and within the system of binary oppositions that governs
the story, she belangs to the same order as the flowers {described as
‘nen ... fintl’ [not ... fake]) and the gardens (like the meadow, fiorito
[full of flowers]) we encountered in the first part of the story. Shér
represents the authenticity and the jovous spontaneity of nature, The
brother, instead, ‘2 apli studi qua in ¢itty" [he is S;Lidt-'irlg here in
fown]. The restraint, albeit partial, that he shows, is a tesult of his
acquaintance with an urban environment. Remember that all we know
- of the father and daughter is that they reside ‘in campagna’ [in the

country]. This situation outlines, therefore, the city-country opposition
that we encounter at the conclusion of Ling, nessuno ¢ comtomsia and that
- recurs frequently in the theatrical myths and the short stories written
by Pirandello in the final decads of his artistic career {1926-36),

When they tire, the three laughing characters finally comgregate on

a couch. It is at this point that they see coming towards thern ‘come una
Nera marea sodto un cielo d'improvviso ncavernato, tutta la folla degli
Invitati, lentarmente, lertamente, come melodrammmaticn Pazso di tene-
brosa congiura’ {p. 694) [like a black Hide beneath a suddenly engulfed
sloy, the whole crowd of guests, slowly, slowly, like the melodtamatic
- stride of a dark conspirscy]. The ‘blackness of a perpetual night,” first

encountered at the beginning in the description of the ceiling of the
reception hall, is now used to describe the throng of guests. The night-
mare has turned into action. The advance of the thromg has an oneirie
- and haflucinatery cadence, and the scerie maintains an expressionistic
:_ tone. Yet, spon something artificial, fictitious, theatrical, that might
- -even be described as buffo [funny] occurs. At first, the three seated
- on the couch do not even beligve that ‘quells buffa manovra’ [that
- funny manceuvre] is made towatd them, but soon they realize that
y the ﬂl_rong 5 swrounding them and they huddle tﬂge;:her ‘atterritl’
- [terrified], pressing towards the back of the couch.
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The scene has the visual strength of a dramatic schematization, and
the effectiveness of a skillfully orchestrated theatvical performance.
On the one side, there are the three frightened characters, huddled
together; om the other, the dark, anonymous crowd advancing in a
threatening manner, headed by the ‘tre maggiorenti’ [three notables]
{the leaders who had been meeting in the secret room), who stand
apart from the others. The spaces are delineated in an exact manner,
and the distinctions between the three groups are clear. The opposition
of the three ‘magsiorenti’ and the three family members whoe had been
langhing is typical of a mirror construction.

I tre maggiorenti, quelli che, propric per loro & non per altro, s'aranc nu-
nit a consulte in unz sala segreta, propeio per la voce che serpegeiava del
lore riso inammissibile a cui han deliberato di dare uma punizione solenne
e rmernorabile, eceo, sono entrati dalla porta di mezze & sono avanti a tutt,
eoi cappuecd del dornino abbassati £n sul mente e burleseaments arnrnanettati
oot ire tovaglicdl, come ref da punire che vengono & implorare da loro pieth.
Appena sono davanti al divang, una enorme sardonica riszta di tutta la folla
degli imwitati scoppia fracassante & rmbomba wrribile pit volte nella sala.
{pp. 634-5)

[The thres notables, those who had conferred in a secret room, sirnply because
of them: and nothing else, that is because of the spreading rumar of their
inadmissible laughter to which they resolved te give a solemn and memorable
purdshrment, there, they entered from the middie door. X ow they stand In front
of evarybady, with their doming’s caps lowered to the chin, handeuffed with
three napiins in a burlesque fashion, as if they were guilty ones to be punished
and came to beg for mercy. As soar as they face the couch, a gigantic ana
sarceonic laughter breaks out from the entire crowed of guests, and repeatedly
resounds in a harrifying vnanmer in the hall.]

The scene staged by the three notables underlines, theough an iromic
reversal, the reality of power relationships. By presenting themselves
handcuffed like criminals who are shout to be purdshed and are asking
for mercy, the leaders are drawing on the hierarchy of the social
order and of established powwer; through an overturning of values,
the imtranent threat to the three naive coundryfolk is made clear. The
laughter of the famdly, an act which had been, wmbeknownst to them,
a judgment of an entire seciety, itself hecomes Implicitly judged and
neutralized. With the recognition of the three leaders as judges whose
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mercy must be sought, the treachery represented by the family’s naive
and unwitting laughter becomes void of meaning. He who is parodied
is led to sense his own ridicule, is ‘abbligato a negarsi nella sua irrme-
diatezza’ [forced to deny himself in his own nmediacy], he is obliged
ta recognize the power of culture and civilization, of its duplicity
and masking, and of s most coherent weapor, iromy.? Civilization, in
o:der_ to itnpase itself, assurnes all the forms of cer_emnn}f and rifual.
The implicit comparison and the obvious discrepancy between the
unfolding “play” and reality (the handeuffed rotables are, in reality, the
absclute holders of power, including the power to have the memi:exs
of the small family arrested) provoke the sardonic laughter of the
ﬂu{?ng, This Jaughter not only expresses a sense of superiority and
an mitertion of aggression, but also serves to re-establish the U.I';it}-' of
th_e group. The nightmare disselves through the identification of the
‘divversi’ [different ones], chosen as sacrificial lambs to be offered up
in ¢rder to abtain social reunification.

If ane thinks of the year of composition of the short story, 1934, and
of the events occurring in Germany at this time, the story may also take
or an jmplicit political interpretation. However, as much as the text

_ might authorize this layer of meaning, the story itself is too enigmatic

and complex; therefore, such a reading is niot whally satisfactory.

_ Turning expressionism inte surrealism, the narrated parable reveals
itself as an allegorical apalogue, a feble recounted to EXPress ‘sorme-
thing else.” However, in the case of this story as often happens in
the twentieth century, the allegory runs the risk of refnaining endg-
matically void of meaning. A key that leads back to a pre-establshed
code found in traditional allegory is obviously lacking. Nonetheless
the reader is driven by the very mechanism of the story to decipher its;

hidden meaning. The allegorical suspension of mearngs, as pursued
by the narrating voice through the figure of incomprehensior, does

‘not reach an exphicit reintesration of meardng in the end, and vet it

dlamands 2 hermeneutic effort from the reader. It is therefore mpos-
sible to escape an atternpt at interpretation.

Two modes, or rather, two typologies of laughter face one another in
the short story. On the one hand, the naive and unwitting laughter of
the family represents natural spontarieity: as deseription, on might
use Freud’s statement regarding the Iaug'hter of children - ‘a Iaughter
born out of pure pleasure.” On the other hand, the sardonic and con-

-scious laughes of the throng reveals a sense of superiority. According
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to Freud's thecmr}-',? the ‘comic difference’ emerges from the ’tc-pfronta—
Hom' which involves a comservation of emotional energy (which herm?
puts an end to a nightmare}. According to this theory, laughter Teveals
a preconscious link with all that i3 asspciated with chlldhu:)_-:::d; the
confrontation occurs through & linking back to the phase '.ﬁf {nfaan,
to which the adult is able to look back with satislﬁed superiority.
One may also confirm Pirandello’s jI"I.tEIESIt in exploring various
types of laughter during the latter part of hlSa career i:r}-' ’Exammu":g
another apologue from Ung giornate: ‘La prova’ ['The Frm{l ] The two
types of laughter we encountered in *C' qualcuna che ride are present
hete, as well. At first the novice monks {who are the story’s protago-
nists) laugh ‘inconsapevolmente’ [unconsciously] when they read fear
in the face of the other; in so deing they are saved from ‘thE bears:
Later, as the two animals are retreating, they laugh ‘sguajatamente
[boisterously] because their ‘naturale goffaggine’ [natrura.l dyrqslness!
appears ridiculous to them; at that point 1I:hey truly risk their lives by
irritating the bears, In “C'¢ qualcuno che ride’ the two mades of langh-
ter are attributed to bwo distinct groups, the famaly and the thrpng of
erests, and this division creates a dramatic effect of contrad;,c.tl:ﬂn. in
‘La prova,’ the fwo types of Jmaghter are produced in suceession by
the same characters. And whereas ‘La prova’ pmrtt-ays a sucr:_essfu}
‘rite of initiation, ‘C'e quakcuno che ride’ is more ‘una pamdl?ldm
miti di iniziazione® [a parody of rites of initiation], ‘La prova’ is a
fable which celsbrates a nafure-god; ‘C'2 qualcuno che ride stages a
conflict. As we shall se, these are the two paths taken by Pu-ande%lm
in his latest works, Although the first edition of Der Witz wni $elme
Beziehung zwm Unbewnssien dates back to 1805 I{the definitive ed.Ltlf{m
was not published until 1921}, and although Tipps was a source for
both Freud's and Pirandella's work (5o that Lipps may have Iserved a5
a go-between}, we are unable to establish if Prfaud's 2533y on ]Iokes had
been read by the author of ‘C'2 qualcune che ride.” It is morelhlcely t}l'tat
Pirandells had in mind Henri Bergson’s Le rire IDn_ Laughter], whn_?h
was published in 1900 and was translated into Italian by Laterza in
191; Le rire, Bergson's thesis is that laughter is an irxgtrume:nt_nf sc?mal
control. Society makes use of laughter to defend itself, using it to
penalize asocial behaviour, since, as stated by Bergson,

1 faut que charun de ses (de la societé) metmbres veste attenbil & ce qui
lervironne, se modile sur Uentourage, évite enfin de s'enfermet dang son
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caractire ainsi que dans une tour d'ivoire. Bt c'est pourqued elle fait plzner
sur chacun, sinen la menace d'une correction, du moins Ja perspective d'une
hniliation qui, pour #fre légire, n'en est pas moins redoutés. Telle doit étre
la fonction du rire. Toujours un peu humiliant pour celui qui en est Iobject,
le rire es! véritablement une espéce de brimade sociale 't

[Therefore society holds suspended over sach individual member, if not the
threat of carrection, at all events the prospect of a stubbing, which, although
it is slight, is none the less dreeded. Such must be the function of laughiter.
Always rather humiliating for the one against whom it is directed, laughter
19, really and truly, » kind of social regging,|™

In Pirandelle’s short story a ‘punizione solenne e memorabile’ [so-
lernn and memorsble punishunent] is devised by the three leaders. Yet,
the controlling function of laughter reveals itself as conclusive as the
social contract is fragile. The crowd of guests appears divided, nagged
by deubts and insecurities, and lacking any solidarity. The short story,
therefore, bears witness to a moment of affliction and erisis, Precizely
because the situation is the way it is, the masqueraders sense that
the “commedia’ [comedy] in which they must perform is ‘soffocante’
[suffocating]. Heavy also, is the burden of their masking, or rather the
burden of the forms and institutions that rigidify social life, The laugh-
ter of the three characters is extremely dangercus precisely because
it could provoke the uncovering of latent contradictions and reveal
the void and the absurdity of the social contract. This explains the
secret meeting of the leaders and their decision “to give a solemn and
memarable punishment” te the thiee who laugh. It also explains the
-unification, throtgh langhter, of a community that risks disintegration
cort account of a lack of social identification. The ‘sardonica risata’ [sar-
donic laugh], by ridiculing a naive, natural kind of laughter, restores
the seriousness of the party, and this re-establishes both the power of
the masqueraders, and the primacy of civilization over nature,

- The spontanesus laughter of the family represents, as we have seen,
the joyous instinctiveness of the natural world. The young girl lives
like a filly, just as Vitangelo Moscatda lives (or wishes to live) at
the conclusion of Uno, nessung ¢ centamtilz like an animal or 4 plant
OF a stone. Nature is a state which exists in opposition to civiliza-
fton. This concept is analogous to ome that sustains the conclusion to
Michelstaedter's La persuasione ¢ 1a retforicn.? Freud also, in his Dus
Lnbehagen o der Kultur (Civilization ond Tte Diszontents, 1925), written
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a shoxt time earlier, had illustrated the price, necessary as it may bl? in
his opinion, that civilization had to pay in choosing to mpmfe 1&&@011
a sertes of Ingtincts that are anarchic in nature. 1_-‘-re1|:1d 51'?1:12:- Fhat hEtI
Kulturmensch hat fir ein Stiick Glﬂckmt‘:ghchke‘:t ein 5t1uck 51;?:;}; eit
eingetausn‘rfm ["Civilized man excha_ngﬁt_i a porticn of his PDEE]]:d_ 1h afz
of happiness for a portion of sequrity™]; Mu:helstaedtgi' eon ave
used the same words that, in any case, touch repeatedly upon th
EEI%hZDSIE:ﬁtsmrF is not lacking in clues — some of themm lingp.llshc :II;
nature — that seern to indicate that %*hiilt is being depmt&d 15@?15(:1}5
society. Leonarde Sciascia has emphasized the Faslmst ’:;:mw; da?;gbz
[assembly] that appears in the short story (p. 690? in arder to de mf
the gathering, and has read the short story as a sahnla or ad51£=:'[n »‘E_
‘intolerance’ to the regime. ™ This intention cannnt br:Ta 1gnor*e . {')1" ;
‘ever, this short story is contemporary tﬂl I wiganti della moRiagHE ,[ .i
Monetain Gionts ], in which similar allusions are not lackmg.l It is i}fr
difficult to see the glants, who ignore art mfd ;ed;:;;?emse wes only
d war, as representatives of the . 1

1:0 f\?;rn?;g;?heie Pirmdzllc)’s tarzet is much Jarger than a smgle
nation’s Fascist phase. It is not coincidental that several s_tonezl in
Una gioriata take place in the United States and have the mtentsml;:é
of representing the most advanced {and most mensirous) aipec'hi‘:h
Westarn civilization. The author wishes to d}sclose the mean? : .; wf ’
society represses natural instinets. This society, rotten and ¥ mheoj &1:};11}
Va_lueé, is able to unite its members and to erxcluq_:’ne the ‘o] 3:', b £
ere who is “different’ and thus thaeaters society itself merely Tg_ i :
its presence. ‘C'2 qualcuno che ride’ sho_Lﬂd_ unduubtedbly bnlad Iead f;;
a political allegory, but its polemitzal cbjective cannof be reduce
merely & satire of an assernbly of hierarchs.

‘C'e qualeunc che ride’ exemplifies one of the directions tak‘en by
Pirandello in his overcoming of the poetics of humour, a direction he

had already initiated with the conclusion {)If hia novel Ling, nessulfn g
cerstorsila. In the short SHOry wWe Never experience hum?rlﬁﬁl:f_‘ %Etug t;r,
and here lies the difference between thi:l-“ story and Tu ndz_. 1In :'h».?
latter story the protagonist, after discovering the reason for his laug _
ter in has sleep, smiles about it with bitter amd pitiful conscmu:lness‘s
thus we have both spontanecus and uniwitting laughtex pr?l uice
by a dream, and humoristic laughter, that springs from re erc%ln_z
and compassion. This is not the ease in *C'2 qualeuno che ride-
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family’s laughter is not humeristic, in that it remaing untainted by
consciousness; nor is the crowd’s, because amang them there is the
‘avvertimento del contrario’ {perception of the opposite], but not the
‘sentimento del contrarip’ [feeling of the opposite]. If spontaneity is
lacking in the crowd’s laughter, then so, too, is the reflection that
induces a sense of pity and of moving bitterness. The narrative voice
does 1ot pick up even a hint of reasen for the development of sither
the perceptiom or the feeling of the opposite within the family, In
fact, the narrative volce limits itself to the vbservation that the car-
tivalesque sofrée would have adequately legitimized the laughter of
the three presumed disturbers. In the end, from the pomnt of view of
the reader, it cannot be said that the narrative voice is able to [augh
humeristically, either at the family’'s laughter or at the pundshiment
that the leaders inflict on them, Huenour does not exist here because
the primary condition for it — the suppression, even partial, of the
elements that create ‘a painful emotion,’ - is missing.'® Here ‘[a liber-
azione delle emozicmi panose’ {the releage of rainful emotions] never
Oceurs, not even in the form of distraction or digression, as often
happens in Pirandello (for example, the diversion caused by Mattia
-Pascal’s cross-eved look in the scuffle with the widow Pescatere),
Comversely, the author of 'C's qualeune che ride’ focuses an the most
disturbing and perturbing aspects of the event, and accentuates the
hallucinatory tones, The entire story ot ondy seems fo be constructad
from oneirie matetial, but also proceeds uninterruptedly with the
sufforating thythm of a nightmare. The reader finds no relief, even
- at the end. The expectation that had sustained his or her attentiom
s not satisfied by the discovery of the identities of the parties re-
-gporsible for the disturbance. In fact, the search for the meaning of
the disturbance continues, as does the search for the meaning of the
. apologue.
- Thus, we are dealing with neither a comic nor a humoristic nar-
tation. Rather, *C'a qualcuno che ride’ is a story with sindster and
‘pertutbing tones, a tale dealing with laughter and its social function
within any type of ‘advanced’ civilization. The object of the story,
‘despite the navrative pretext of an aesembly of Fascist hMigratchs, is
‘the functioning of power itself; better stll, it is the telationship be-
‘tveen power and civilizatior, and the necessarily repressive character
of any civilization. Pirandello’s anarchic nature resurfaces hete; it is
2 petit-bourgeois subversiveness of the generation which had estab-
Tished itself in the first two decades of the bwentieth century.
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Therefore the text is, only in this sense, a political allegory, an alle-
gory which is propelled forward by a discourse on laughter presented
i its two principal values: as a possible anarchic subversion, and ag
an element of sorial stabilization and conversien. The opposition be-
tween nature and civilization is articulated in the cpposition between
instinctive, naive laughter on the one hand, and aggressive, conscious
laughter on the other. Through the latter, power is able fo give back
jdentity and unity, at lesst temporarily, to an urcertain and disori-
ented society, thereby blocking and repressing its consclousmess of
the artificial, intrinsically inauthentic, fake character of the social pact.
This society is also reunited through the identification of those wha
are ‘different,’ who are offered up as sacrificial lambs — an act which
allews society itself to forget the void on which the entire systemn
rests. The mechanism throngh which society unifies and excludes its
outcasts is the primary theme of ‘C'e qualcuno che ride.” It s through
thiz mechardsm, within Pirandello’s ideslogy, that death triumphs over
life.

In his later works Pirandello seems to be clinging to a Utopia, that
of nature. It is unlike the natire portrayed negatively in Leopardi and
referred to by Pirandello himself in the introduction to I fu Maire
Paseal [The Late Mattis Pascal, 1904]. Beginning with Lo, messuno e
centonila, natute had been transformed into a positive ontology. This
leeway tw Utopia may determine the mystical yleldings of the first two
theatrical myths, but may also be overturned to serve as a criticism of
civilization and of society. Sutrealism can be used as a sort of permit
for evasiom or consolatior, but can also be joined with an expression-
{stic accusation. These were the two paths open to Pirandello during
the latter part of his artistic creation: the first is that depicted in La
nuova colorin [The New Colony, 1928, in Leszero [Lezarus, 1929, or In
the short story La prova’ ['The Proof’]; the second path is that taken

in { giganti della montagne and in “C’& qualeuno che ride.” Pirandello
either celebrates the nature of existence lyrically and symbolically, ox
he dremnatizes a condlict alleporically. This latter mode is utilized in
the tale of Jlse and Cotrone, in which the combined forces of nature
and art must succumb to the social brutality as represented by the
giants and their servents. It is also employed in the recounting of
the terrifying flight of the innocent family of the shert story when
they ate faced with the parodied ritual dramatized by the powers that
be. The ‘polverosa antichita’ [dusty antiquity] of clviization, with the
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:Neilght of its masks and death, ifs ossified tradition, ifs meaningless
Institutions, and its culture made up of sadistic ritual and artificiality
has irremediably gained the upper hand. ,

_ In this regression to nature, anarchism might potertially be asso-
ciated with a genuinely reactionary attitude of refusal of the social.
In addition, a characteristic frequently found in high bourgeois art
which still exists in our century, is the ability to speak in the Ea.mﬁ of a:
Utupia, and in so doing gain a critical perspective which is alternative
in nature,

Translated by Lucia Di Rosa and Manuela Gieri
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Pirandellian Nakedness

ROEERT DOMBROSET

At the turn of the century, the experience of the machine and new
modes of production heightened a self-awareness of individual crisis
and displacement throughout Western culture. We are often reminded
that the modernization of Buropean society was very much the prod-
- uct of positive science which left very little, if anything at all, to
chance or spiritual agency. From this premise developed the wave
of anti-modern modernism that in Ttaly found its crest in fwo writers
- g0 very different from cme another that they are seldom mentoned
in the same breath: Luigi Pirandello and Gabriele I¥ Annunzie. Yet
their writing shares af least one jmportant characteristic; it revives
- older, even archaic, forms of life and conscicusness. The difference
between them consists largely in the way they undertake their respec-
; tive projects of restoration and renovation.
I have brought ¥ Annunzio and Pirandello into conpunction with
the expressed purpose of citing the most extreme confrast to the theme
I propose to discuss. D'Annunzic’s protagonists are always literally
and Giguratively overdressed, clad in laver upon layer, residue upon
residug, fold upen fold of sacred, archaic, and religious materials.
They survive in the modern world by virtue of their belonging to
the past and tradition. The world they inhabit is transformed, in a
baroque manrer, through infinite abundance; enormous fagades hide
their fear of dispossession. These characters belong to a kind of ‘secular
scripture,” replete with spiritualistic activity designed to encode an
unimaginable new social order,
- Pirandello’s characters have shurmed all illusory emblems of ac-
commodation. They are born ento the stage In much the same way
as Pitandello himself claims he saw the light of day: naked, having
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fallen like a firefly under a solitary pine tree, The passage from ‘In-
formaziomi sul mio involontario soggiorno sulla terra” [‘Information
on My Involuntary Sojourn on Earth’] is well known and needs no
further mention. But the situation of nakedness and of self discovery
(for which nakedness 1s a metaphor) ig, T think, deserving of more
concern, because it comstitutes an important variation an a theme as ¢ld
a3 modernity itself, namely that of “unaccommodated man,” to borrow
a phrase from Marshall Berman's classic A That Is Solid Melts into
A

The list of PirandeHian propesitions devoted to the fate of humanity
in the modern world is long. The concept these propositions embrace
is their very narrative or dramas; the subjects they embody are that
endless monologue on alienation and loss of identity that even those
readers least familiar with Pirandello’s works have come to lnow
by heart [t may be summarized in the desolate portrait of his age
painted by Pirandelle in 1893, a portrait that furﬁns the basis of all of
his subsequent literary and dramatic production.’

Firandello asks what has happened to our world. His answer is
that the wotld hag become incommensurshly small, a top spinning
aimlessly in space. Man has been ungeated as king and plunged into
the mud of existence. His fear of armihilation makes him delirious and
his delirium canses him to ascend, with his mind, to every corner of
creation; but there he finds no God in waiting, ondy herrific emptiness.
Mean is lost in an immense labyrinth, surrounded by the impenetrable
mystery of life. Like that top spinning aitmlessly in the dark, he l;LaS nn
steble positiom from which he can know and make judgements.

Madern tragedy for Pirandello begins at this moment of dispos-
session when King Lear, broom in hand (the reference is Pirandello’s
own), leaves his castle, having lost everything that others can take
away. But this is Firandello’s Lear, not Shakespeare’s. His nakedness
begs to be redeemed, episternologically and sesthetically; he is much
too afraid fo face off squarely against the Other, too afraid to ‘feel what
wretches feel’ Pirandello’s Lear i Fenry IV, deprived of life itself,
thrown out of doors, and stripped naked of his dignity, a solitary and
poor abandoned child. Unlike Shakespeare's Lear, Pirandello’s naked
¥ing cannot become a mere humane, authentic king by experiencing
the suffering and dispessession that others experience; nor can he
discover new truths that accompany his nakedness. Pirandelo’s ruler
has experienced a disaster that holds no remedy; he cannot rise from
his fall, except in the guise of a madman, Pirandello’s king must do
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exactly what Henry IV has dane: he must construct a mvthic self (the
Empetor) in order to mask the reality of who he really is.

Pirandello concludes the essay ‘Arte e coscienza d'oggi’ ["Art and
Conscience of Today'] with the following:

A me la cescienza moderma da l'irnmagine d'un S0EMd angascicen atbraversato
da rapide larve or tristf or minacciose, d'uma hattaglia notturna, d'una mischia
disperata, in cuf i agitine per un rmemento e subita sctimalang, per riapparire
delle alire, mille bandiers, in cui o part evversarie si sian confuse o mischiate,
e agnung lottl per sé, per la sua difesa, contro all'amico e contra il nemico.

To me modern consciousness is like a distibing dream riddled with fleeting
images of a nocturnal battle at times desolate, at tirnes frightening, = desperate
struggle in which thousands of banners ave waved for a moment and quiskly
disappear to make ronm for others: a battle in which the advarsaries minglz
i confusion, each fighting to defend himself against friends and foes alike.

The event of this dream is the advent of modernity: perpetual dis-
infegration and renewal, struggle and contradiction, ambiguity and
anguigh. The world has been shattered into a multitude of fragments,
incommmensurable private languages.®

Cut of this experience evolves the cerceptualization of such ex-
traordinary plays as Ewrico IV [Henry IV, 1921] and Sef persoiage
in cerca d'gutere [Six Characters in Semrgh af an Author, 1921]. Some
concrete historical situation, such as the rise of technology and the
expansion of the market to include snd determine culturat production,
has dissolved all the plessing illusions of life and has destabilized
the economic base of artistic careers. For the Pirandeliian subject this
causes a fall into the nothingness of psvchic fragmentation and its
complementary text of perpetual experience and lived time, as repre-
sented by Pirandello’s characters through the attendant conditions of

- their nakedness. The subject 1 would like to address in this essay is

just what is achieved by the embodiment of a modern consciousness in
the persona of a mad king. To do so, it will be necessary to approach

- the question of nakedness from a different perspective and, thus, to
-propose the existence of a sub-text or allegorical register, a kind of

‘political uncenscious” at the base of Hhe aesthetic ideclogy of Henry
IV. My purpose is to expose an objective paossibility from which the

- text draws ifs power and thus attempt to replace a subject that has been

blotted ot
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I shall begin by citing another very different account of nakedness
that appears n Marx's Commmnist Manifesto:

The bourgeoisie, historicaliy, has played a most revalutionary part ... has put
an end to all feudal. patriarchal, idvltic relations, [t has pitilessly torm asunder
the motley feudal ties that bound man to his matural superiors,” and has
laft remaining no other bond between rnen than naked self-intersst . It has
drowned the most heavenly ecstasies of religinus fervar, of chivalrous enthu-
siasm, of philisting sentimentalismn, in the icy water of egotistical calculation.
The bourgeaisie has stripped of its halo every occupation hitherto honored
ard looked wp to with reverent swe . has tom awsy from the family ifs
gentimenta) veil.t

Marx believed that the bourgeois revelutions had liberated, and thias
trarsformed, the warld by stripping it of its illusions, and in doing so
had left in plain view, ‘haked,” the realities of power and exploita-
tirm. The cruelty of the oppressors and the misery of the victms
were exposed like open wounds. But Marx's main peint, reiterated
throughout the Mandfests, was that the bourgeaisie in uncovering the
myths of natural superiority had given humankind new hopes and
" desires.”

Italy's own bourgevis revolution was late in coming, but when it
did it too exposed dreadful realities, particularly of a wretched and
dowmtredden southern population. In Pirandeflo’s Sicily, among the
islapd’s many festering wounds, the working conditions in the sulphier
rrines no doubt stoed out as the most infamous. Vincenze Censcle has
written perhaps the most stirring aceount we have of the mines and
the life of the zoifafor:

¥ certo che lo zolfatero, wivende uma vita da sottesuals, una vifa all’estremo
lirnize della sopportazione, al limite del dschio, facendo un lavoro {a cottimea)
denve l'illusorio salatio, taglieggiato dalianticipo del gabellotts, dal fruck sys-
tem, dal soocovse e del sostentamertto del caruso, dalle spese per pli altrezzi
di lavora, dipende sale dalle sue braccia, dalla quantity di zolfe che riesce
ad estrarre, lo zolfatare ha dovuto per farea far saltare gli schemi congsciufi
fouelli contading) del vivere. Eglinon & pih paziente, rassegnalo, parsimonicso,
ner, irrrraging pit la vita come un lente Suire in cul Yonica speranza & riposta
in una wita migliore per i fighi. [Bgli vive] nella fatica senza rimedic, ai margind,
negli abissf, nella peecarietd, nells costante visions della morte ... Vita a muda
.. guella dello zolfataro, vita prosciugats comng il corpo dallz fatica ¢ dal caldo
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. wita sull’estrerno crinale da cud =i pal precipitare verso la disperaziong,
I'anmiertamenta, la follia 1"
(It is certain that the sulphur miner lives a life beneath the eacth at the rnits
of risk ar:d of what can be physically tolerated. He works for an illusory wage,
based on what he mines, less contibutions to the gabellotto, the truck ;}'sterru,,
emergencies, the cave of his caruse, his work tools. Depending cnly on the
strength of his arms and the quantity of sulphur he is capable of extracting
from the earth, the miner must necessarly break with *he traditional life
cugtoms of the peasantry; he i no longer patient, resmed, parsimonious;
he ro longer imagines life as a fluid movement of time in which his anly
hope rests in the prospects for a better life for his children. [He lives] a lifs of
sutfering which has no end, oz the marging, in the abysses ... a naked life .. a8

drv and hot as his exheusted bady; a life on the brink of extreme desperation,
annikilarion and madness ]

Unlike Verga, Conselo remarks, Pirandello is & wome d zolfn [man
of sulphur], the most sulfuree [sulphureous] of ltatian writers, and he
reminds us that Pirandello was born ‘in quel Caos a ridosso deilo
scalo di Porto Empedocle’ [in that chaos behind the harbour of Porto
Empedacle], a major repository and port for the exportation of sulphur
from the nearby mines. Conselo also recalls that Firandello’s father,
-a sulphur merchant, leased a mine, and that the voung Luigi worked
for a short time in the warehouses, and so was acquainted with the
mines and with the lives of the workers. A checklist of references
. to the mines and the zolfatari would include ‘Ciaula scopre la Luna’

[‘Ciauda Discovess the Moon,' 1912} and ‘1l fumo’ ["The Smoke,’ 1922).
. These novelie describe the inhuman experiences of the miners, but
they also contain impilses which invest their Tespectve narrative sys-
- 'tems, transtorming ostensively social narratives into a new mythic or
-existential visiom. The hard reality of the conerete social situation is
displaced in these texts, and ultirnately discredited, while the attention
- of the reader is directed toward an authenticity existing above and
beyond the mines. In the case of ‘Cisula scopre Ja Luna,’ we are made
- to focus on the valorization of an authertic personal temprozality — the
. journey toward light, knowledge, and ExXpression — in uppﬂsﬂ:inn to
. the mauthentic time of the work space. In ‘0 fume,” what could be
regarded as environmental concerns on Pirandello’s part mav be best
~understood as a desire to preserve the archaic life and weorld of the
peasant farmer. It other words, in both these stories while Pirandello
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unveils and denounces the devastating effects of sulphur mining on
people and land, his purpose in doing se is not to bring attention to the
soeial question, described by Consolo in the pagsage cited above, but
rather to contain that social question within the boundaries of myth,

Sulphur is also — as Consolo remarks — a dominant theme of Piran-
delle’s one and only historical novel, I vecehi ¢ ¢ giovant [The Old and the
Young, 1913], which culminates in the revelt of the mine workers and,
at their hands, the deaths of Aurelio Costa and his mistress. But here
too in thds vast fresco of the political and social problems that beset
Italy at the turn of the century, Pirandello proposes a logic of comfent
that substitutes, for the rational knowledge of political relatiorships
and conditions associated with the problem of unification, the mys-
tique and promdse of another more vital existence, as embodied in the
protagondist Lando Laurentano.

For Pirandello, writing in the aftermath of the unification of Italy,
the naked reality of the disinherited popular masses marked not only
exploitation, cruelty, and misery, but also a potential for revolution (&
revolution initiated by the sulphur workers which grew into the Sieil-
fan fasces). Folitically, Pirandeln may be regarded as a conservative,
comimitted to the preservation of the privileges enjoved by his class.
At the same time, his work contains strong populist and anti-capitalist
impulses. As a threatened middle-dass subject, Pirandelle senses the
practical dangers of socialism, vet he draws on its sense of vital bond-
ing to discredit and, ultimately, to subvert the various middle-class
ideclogies responsible for the breakdown of liberal subjectivity. The
Inner lagic of his position is based on the fundamental contradiction of
distnantling the epistemological base on which the bourgeonis subject
constructs his identity, while at the same time searching for a means
to reconstitute that subjectivity in more absolule terms. Hence the
nakedness whirh liberal ideals and positive reasoming have exposed,
and which could spark, as Marx hoped, a completely new ‘unalienated”
relationship to the world, must be re-dressed, rendered invulnerable
to reason and historieal comtingeney.

The status of the individual subject in Pirandello is wholly rela-
tional. Its crisis is demonstrated by its persistence and overbearing
centrality as the subject of attention. That iz to say, in combrast to
verisma ar gther varieties of realism (where the conscicusness of con-
flict iz embodied in a particular character-type that constitutes one
among meany elements of narration or drama) or in contrast to the
post-todern dissolution or absence of a controlling point of view,

Firandellian MNakedness 131

Pirandelle’s fragmented selves are given centre stage. This is so even
in Cosi ¢ (5e vf pare) [Tt T¢ So (If You Think 5o), 1817], where the subject
of the drama i3 an absent presevice, withdrawn from the stare unti]
the last scene, contained, as she is, by irrattonal reason, andcffancied
2% a contmuous souwce of different meanings, In Sef persoragst in ceron
d'gutare, the problem of individual subjectivity is elided with the prob-
lem of the subject of representation. The Husions of self-represertation
are }:anished from the scene (the theatre exposed as theatra); the naked
subjectivity of the realist subject in erisis finds its objective correlative
in the naked subjectivity of the Six Characters who walk an to the
stage from the back of the theatre (or descend on the sceme from
abc:ve, as having fallen), to proclaim their Tight as characters to wear
their m‘asks as they choose. The situation is indicative of a Feruine
revolution in drama; in the end, the revolution is contained within the
structures it has overtwned, but it also succeeds in endowing what
had deteriorated inte a nightrmare of multiple peints of view with an
aesthetic consistency, both formal and thematic, a consistency which
conglsts in the Characters” ability to perpetually re-create themselves
Their identities do niot evolve from genetic or aocial predispasitionsl
nior ate they conditioned by hiskorical factuality; rather these idenﬁtie;
are aesthetic constructs: they are social masks covering an existential
nakedriess that are themselves signs of their own nakedness, They are
taschere nude {naked masks], insofar as they, like human existence
wre stripped of every substance, every social and historical point 01:
reference, II‘he stripping bare is, however, not an atternpt to get at
some genuine and timeless essence, but rather ko posit as Fumankind’s
Imemediable condition its opposite: inauthenticity, messentialify,
What character in drama is more inauthentic and ingssential than
Herry TV? A king without 4 kingdom? A madman imprisoned in the
fc_:rtress of hig fantasy? Another, more authoritative spokesman for
. Firandello’s desolate vision of human existencg? Certainly all of these
- Ne doubt, Pirandello’s ambition in writing this play was to dra_matizﬁ,;
. the condition of nakedness described above, a conditiom whirh, as we
have seen, transiates intg the guestion of rmoedernity. How it translates
o1, rather, how it allegorizes that question s another matter.
: Enrico IV can be most usefully read as an allegory of capitalist
- ecomomie development, an allegory that capturgs in a ufﬁque way the
psychic disorientation and derangement and the oreat emancipéﬁm
_that_ result from being released from the feudal confines of a pre-
: capitalist past,
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The play’s reference to Herey's fall from hor?eback du.:ring a pa~
geant is sié‘m’ﬁcant in this regard; the pageant, hk_e Henry s new ex-
istence, was another game of roles and hierar.thmls,, r:rrgamzedl EII‘Ild
realized as a means of distraction, a psychological hiatus, from life in
ar expanded and fragmented wotld. Henry's ff]].l_ is at once a‘fa.ll from
pretence (literally from the condition that Prec;p:tai'fed l'us: exiley and 2
fall that is symptomatic of the experience of m.oderlmt}f: a "thrownness
{Gewarfenheit), in the Heidegretian sence, into bemg-tl‘ller.:e that refgrs
to the momentous ansformation of individual SﬂbjEEtl:»‘lt}" DCCULTINgG
under the impact of the capitalist market place; a fall info pFofuund
disorientation and insecurity that only madness can systematize:

Gl uomind del mille & novecento si abbaruffane ... s'arrabattiong in un'ansia
ie ol i i i i, di vedere come =i

senza requie di sapere come si detenminer=mnn 1_101‘0I cagl, di cer: ™

siabijiranno 1 fatti che li tengone in tanta ambascia e in tanka agitazicne.

hlen of the 20th century fight and struggle in c2ageless anxiety tl._'.‘n ko where
their faiths and fortunes will bring them and to see how the things that hald
thern in such anguish and agitation will end.]

Firandello, in other words, joins the ranks of those many writers
and thinkers for whom modernity was a priscn of l:unfi}nmty: G
as Perry Andetson puts it, ‘a spiritual wilderness c:1fI gopulatmns
bleached of any organic community or vital autonomy.”™ The plra}'-
ers in Hernry's fatal masquerade are the living proof of such confer-
mity, as they all must conform to the new comtext thlat Henry has
opened for them, dressing and speaking in accord with the wc::rld
of the Emperor's castle. It is not by chance that Pirandello dep1c’Es
these characters (Matilde, Frida, Catlo, Belcredi, and Dwoctor Genofujl
in all their mediocrity as representatives of the modern Iwor]d, Nor
is it an accident that at the play’s thematic core the passion of love,
unabated by twenty vears of techusion, violently Isurfaces at the e:_nd
of act 4. For into a world in which social identities arvd hlEIar{.?hlES
have been uprooted humankind carries old drives and pulsations,
the old libidinal self, as it were. The great, tragic emperor has been
stripped bare of, among other things, the timrle of passicn; _emohcma%
time has been replaced by the time clock which brutally ticks away
o 5. I I
hlsB};a-:vhﬂﬁ: Flenry IV can be considersd by his own admission a
victimm, he has found a way of avenging his fragic fate ~ he becomes
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an actor in a play that he himself has written, ane in which he plays
the part of & mad king. His fall from horseback into the madness of
modermnity activates a tremendous emarcipatiom; he becomes literally
bigger than life and capable of acting bevond all moral boundaries
within a realm of ghsolute possibility. In the temporal perspective
of his madness, history becomes totatly subjectified and made to be
experienced as theatre. The play-acting of the carnival (the pre-text)
i3 transformed into the reality of the play; the plaver in the clothes of
the emperor becomes the emperor-playver. The erasure of real history —
we learn of the hero's past only what is essential to provide the events
with a sense of verizsimilitude ~ makes it irmpossible for us to probe
the social or psychological dimensions of Henry's predicament. Only
the past of madness can be restored.

From this ‘historical past’ emerge the representatives of a lost col-
lectivity, real persons who are forced to become characters in Henry's
play. They symbolize the fragments of the world that Herry's madness
. transcends. Theirs is an attempt to reconstruct that werld by means of
- A return £ ordes, which means defeating the derangetrent that their
owTl lifeworld has generated. Henry, we know, can be either mad o
perfectly sane; it makes no difference whatsoever, given the achieved
purity of his being.

The reasons Henry gives for his condition are all founded in his
capacity for self-deception. He remembers how he used to elude the
. gaze of the Other, but in se doing plunge himself into the whelly
. private sphere of illusion where no stable identity could be found.
- Being forced to present always another image of self, he could never
become real. His person, instead, is symbolic and, therefore, equivocal.
By accepting his naked mask and becoming a Holy Roman Emnperor,
he has accepted the fate of living cut his nothingness in a mythical
presence: that of the Emperor, as ar idea or institution, a bodyless self
that exists evervwhere and in no particular place.

It is mot hard o understand why the character of Henry IV elicits in
us contrasting feelings and why his equivocal and ambiguous persona
can be regarded as a powerful voice of modern consciousness, The
destabilizing potential of this character, and the transgressive nature
:: of his existence are properties of the objective universe of comemodity

forms. He in mary wavs embodies the logic of the commodity: at
erice ‘radical and comservative,’ ‘icanoclastic and incorporated,™ his
existence is deliberately contradictory; he can become whatever he
wants; his activity is determined by the fluctuations in the objective
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comitext; his identity, as with all of Pirandello’s characters, is the identity
of the Other.

But what makes this chatacter such a powerful expression of human
alienation is the simple fact that he is a king: that i3, he is symbolic of
a world still dominated by agrariar and aristocratic ruling classes, ™
Betweer this ancient regime and the modern world of capitalist econ-
omv there is obviously an enormous gap, one virtually present in the
figuration of the Emnperor, but this gap s bridged by the Emperor's
alleged madness — the madness of being an Emperor in a world wheze
the market is the crganizing principle of culture and society. Hence,
Henry’s madness, which is emblematic of the spirit of the modern age,
becomes 4 means of domination, indeed, of dictating, The game played
out in Enrico IV is, in fact, a fantasv of domination. Flenry represents
the state that has become an omnipotent father who presents to the
ofhers mot his fragmented existence, not his vulnerability, but rather
an almost divine power, We are confronted not by the ontological
insecurity of existential death and cultural despair characteristic of
Pirandello’s experience of modemnity, but instead with a totalitarian
microcosin, explicitly voiced by the hero: “Eccomi qua: potete creders
a1l serio che Enrico IV sia ancora vivo? Eppure, ecco, patlo e comando
a voi vivi. Vi voglio cost'™ [Here ] amn: can you really believe that
Henry 1V is still alive? Yet, here I am, I speak and give you my
commands. This is how T want youl].

Admittedly, my argument so far builds into a glaring paradox, How
can the play's allegorical register contain two thoroughly opposing
impulses? How can Henry IV be at ance a figure for the emancipation
of the individual self from the new bourgeois conformity that results
from society's break with its pre-capitalist past and also an aveng-
ing victim of this emancipatory fall into madness? A simpler way of
putting the question is: how can the hexo be radical and iconoclastic
and ot the same time endeavour to restructure his life and world
according to roles and hierarchies?

To explain the paradox we must consider the persona of Henry
IV (and of the Pirandeilian character in general) as the ohject-product
of an economy at the beginning of its industrial course in which the
still predominant artisanal organization of labour is confromted by the
emergence of the new technologies associated with the second indus-
trial revelution.'® (For the playwright Pirandello, the cinema meant

nothing less than the mechanization of art.} At the same time, the.

development of capitalism brought with it the fear of social revolu-
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Hon; the downfall of the old order, particularly in Italy, in no way

Ensured_ the welding of bourgeois demacracy into a strong capita.lisﬂ:t

ecenomuc system. At the end of the First World War, the a.nu:;ant Tegime

was represented by a feeble monarchy, while socialism and liberfljsm
appeared to walk hand in hand."” Pirandello’s king is the allegorical

EII'L];':IDdJmEﬂf of such a condition. First of all, he is a symbol of the

ancient regime; his figure is emblematic of the unixrersajizing claims

of that order, but in a manner comsistent with the precarious nahire of

Ital}'_’s own royal house ~ Henry IV can only govern within the canfines

of hiz castle. Second, Henry's exile is a return to & world before th:

adtlxent of modern technologies, but one that offers no secure refuge

Third, Henry is fearful of being dispossessed; he has already lost EJ.S

youth and his love, but now he stands to lose the liberty that his

madness affords him. The ambiguity of his position, which he must
preserve at any cost, is his only strength. The space his madness opens
is left empty, undetermined by any one specific meaning, a5 the play
concludes in the uncertainty as to whether his vengefal act is or is
nat.tthe,: act of 2 madman. The breakdown of liberal reason and of
positivist claims to knowledge offers no structured altermative. But
the @EUJEES that rule in Henry IV are not those of contingency, or of
. the limitless duration of illusion; they are not nihilistic in any current
sense of the term. Henry does step off the stage to become a one in
the Tany. He persists in believing in the transcendental identity of the
subject, a u.t'fit}* that he can recompose only by means of domination
- by persevering in the myth of self until his madness becomes the
. ameal‘s reality, Put differently, Henrv’'s madness is an impulse toward
a universality of pure being; his persona is the symbolic legitimation
of ;?Ch an imagined universality.

HMenry’s nakedness then is portrayed as the nakedness of -
kind. T?he real nakedness of the sulphur mire workers that Pirﬂﬁo
knew first hand and the naked vulnersbility of his class-bound social
body fearful of revolution are incorporated into the divine body of
the Emperor. This dislocation erases all references to history; we I?ave
passec_:i on to another baok, to angther order of experierce, Wiiat 15 this
experience? For Pirandello it is madness: not madness in the proper
¢linical sense of the ferm, but rather metaphorically, the madnesspof
convulsive disorder — a madness that has to be feated, asstheticall
transf?nned inte its own opposite, given plenitude, diiated in timg
and dispersed indeterminately. What is distinctive about Henry IV 13:
ﬂ‘tat he 15 not distinct, but that he is evervthing and thus no ‘body.’
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The nakedness of real historical referents has been , in other weords,
re-dressed,

In conclasion, T should like to return to the refererce made at the
outset to Shakespeare’s King Lear. Here ate Pirandello’s own words:

Che & divenuto l'uerma? Che & divenuta questo microcostme, questo re dell uni-
wersa? Ahl povera rel Non v1 vedete saltar dinanzi Ee Lear armato duna
seope In fufta la sua tragica comicit? D che fametica egli? C'era una volta
un superbao castello, un castelle meraviglivso edificato su una rossa nube, una
rube che parea di fiamune. Quel castello era la sua reggia, & il venta se la
portd via, Tramontd i acle. e la nube ai cangit: diverme livida e poi man
miano nera; finalmente si sciolse in acqua e quelle gacre parvero lagrime. ™

[What has become of man? What has become of this microcosm, this kng
af the universe? Ch you wretched king! Don't vou see King Lear spring wp
before you armed with a broom in al of kis fragic comicality? What is he
raving abous? There was once a proud castle, a marvellous castle built on a
red cloud, a cloud that locked like a farme, That castle was his palace, and the
wind blew it away. The sun set, and the cloud changed: it became livid and
then black; Snally it turned inte water and those drops resembled tears ]

For Pirandello, Lear is a tragic-comic figure, a raving fool, left naked
in the cold, bereft of his power and grandeur. In Pirandelo’s view,
Lear is tragic because he has suffered an irremedisble logs, comde
because he still thinks he is king, That Pirandello has distorted the
meaning Shakespeare has given to Lear is less important than the
cancelling of the tragic dimension that such a reading involeres. The
epistemological maneeuvre consists in hypostasizing the loss into fhe
condition of moderm exdstence and thus erasing Leat’s enormous gain:
not madness like Henty's (Lear is mad only in the sense that as a
king he walks with mere mortals), but rather his consciousness of the
suffering of others. Henee, for Pirandello, the liberating force of Lear’s
nakedness becormes an existential prisen that knows no escape save
that made possible by its transcendence in humour.

The technique of distancing through humour, we all know, is the
principal characteristic of Pirandello’s aesthetics. It allows readers or
audience to suspend knowledge indefinitely in paradox. Who is the
veiled weman of Cost & (se uf pare)? Did the boy shoot himself at the
end of Sei personaggi? Is Henry mad or is he just plaving at madness?
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‘L":-'hile there ate no answers to these questions, the posing of them
-diverts attention from the human nakedness from which they derive
and which, as epistemological masks, they cover. ’
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Eros and Solitude in Pirandello’s
Short Stories

CORRADO DONATI

The problem of eros in Pirandello’s work can be correetly Investigater]
enly if placed within the widar conception of the world which stands
at the very foundation of his poetics and deals with life drives, in the
general sense as they are defined by psychoanalysis:

Grande categoria di pulsioni che Freud contrapoone, nella sua ulima teoria,
alle pulsiond di morte. Esse tendone a instaurare unitd seropre pity grandi e
8 marntenere la coesione. Le pulsiond di vita, che sono designate anche col
termire di Bros, Ticoprone non sole le pulsiond sessuak propriaments dette,
ma anche le pulsiond di awtoconservazione!

[Life drives are a large category that, in his latest theory, Freud Juxtaposes to

- death drives. They tend to institute ever larger units and to mantain cohesion,
Life drives, also designated by the term ‘Eros,” include not only sexual drives,
bt alse self-conservative drives.]

In thig essay I shall limit my analysis to the relationship befween af-
- fectivity and sexuality, usirg Firandello’s short stories as a privileged
-field of investigation because of the richness of the cases thev present
- these variety and wealth are thoroughly reflected in the author's
- novels and dramatic works.

o My field of study leads me to work in that specific area in which
life and sexual drives touch and interact, activating and/or negating
. themselves in opposite death drives. Tt is mmperative to clarify this
 point here in order to avoid the error of reducing the there of eros
~In Pirandello entirely to sexuality, Surh specification, widely foreseen
: by psychoanalytic theory, will allow me to account for the narcissistic
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investments activated in the field of affectivity and sexuality that pro-
voke behaviour far more cornplex than it seems at first reading,.

In general terms, the problem falls within the boundaries of the
relationship between social collectivity and individual subject, a re-
latioriship that always displays an oppositional nature in the Firan-
dellian character. Society has a series of strictly codified and widely
binding norms that regulate individual behaviour and infersubjective
exchange. From the point of view of the auther, these norms are the
connectve tissue of society in a situation of crisis in which subjectivity
no longer manages to identify with commeon values. Life thus unfolds
in the forced respect of a play of appearances — ‘masks’ or “forms’
- which are mostly responsible for the alienation of an individual;
the sericusness of this alienation is often measured by the degree of
humoristic awarensss. In any case, all Pirandellian hetces come out
defeated from this conflictual relationship with the world, both those
who suffer the contradiction between Bfe and fonm, and those whe
Ia agiscomc [act it out], as Barilli rightly observed,” with a rebellious
gesture or a plarmed and Jurid subversion of behaviour.

Falseness and ficHon are unavoidable laws of owr being-in-the-
world, since, 8 ome reads in Pirandello’s essay Liusmorizme [On Hu-
paonr, 1908], the ‘simutaton’ and ‘dissimulation’ that we exert in cur
relatiomship with others make us accustomed to pretending even with
purselves, so that we build a false identity. We do this with the ne-
ble intention of conforming such an identity to what psychoanalysis
defines as the ‘Tdeal I Pirandello identifies as a stratification of be-
havieural schemes drawn from the external world oz even inherited
by race and mixed with powesful illusions which aid us in living,

This situation is reproduced, or rather, finds exemplary reflection,
in the domestic microcosm., The family is a prison that becomes more
and more oppressive as the laws that regulate this pivotal institution
of society become stricter and stricter, since society itself imposes on
the family unavoidable principles such as fidelity, respect, honour
{including murder which takes its name from lost honour), dignity,
ard procreaton,

It is mainly in this primary trap that, in the Pirandellian context,
the wounded subjectivity of the character tries to redeem its alien-
atigry, to exit from the Hes of comventions and appearances in order
to realize itself in freedom. Af certain times rebellion takes on sen-
saticnal proportions that go bevond the boundaries of the family; at
other times rebellion is disguised in small escamotages, furtive and
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surreptitious behaviour aimed at singling out small spaces for life in
the suffocating context of daily existence. The defeat of the individual,
inherent in the very structure of the world, recomposes the veil of
respectable appearances momentarily torn apart by the revolt of the
character. For this individual, the only choires are to reintegrate into
the pre-existing order, to be emnarginated from it forever in a condition
which brings ne harm (madness), or to enact a narcissistic defense
through estrangement — a desperate, often self-inflicking logic (itself
a form of madness, as Henry [V proves) — or through the flosafiz daf
[omtane [philosophy of farness).

In order to highlight the field in which ercs brings all its subversive
strength mte play, [ have simplified the view of a variety of cases not
always reducible to a single typology by schematizing them.” In the
situation described sbove, which stands as a common background
to the storfes of the characters, it is quite clear that eros taken as
a category of the life drives canmot but represent a reference to an
individual’s lmging for authenticity, a surfacing of a primordial need
for freedom of desire, even and especially when such a desire belongs
to the unconscious or instinctual self. As such, the swfacing of ercs
Anvolves the disecmnecting and destabilizing of a normative system
that, by definition, i averse to eros itself. Here, we are bevond the
Freudian ‘disconfent of civilization,” for in Pirandello it is not the
guper ego and the censorship it exerts over the subject that is at stake,
What is brought into play is the claim that the authenticity of human

© beings and of llfe in its entirefy is a necessary premise fo civiliza-

tion and hjstorv a3 they 5tan-::1 n a mythical and now unreachable
time, and are Eﬂc":lc:sed in the darkest part of the unfathomable abwvas

~of corgciomstess.” However, Pirandella experiences an incurable com-

tradiction: one cannet do without civilization and history, and one
. cannot ignore the fact that conscience ‘is no self-sufficient absolute’
- but is ‘the others in ourselves.” Thus, on the one hand, in Pirandello
- and in a large segment of contemporary literature, eros represents a

call for origing, for the myth of a whole and pure man; on the other
hand, eros is always a discourse addressed to others and dealing with
justice - the laws of man's desire - and with a possible world. It is
relevant to underline this aspect, and thus avoid the interpretation
of ‘Pirandellism’ as tofal negativity and absolute pessimnism. This is
certainly an inherent component of FPirandello’s work, but ¢re that
may lead to a misinterpretation of the complexdity of his message and,
thus, of the issue here at hand. Critical historicism has taught that
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PirandeHo's man is first of all a tventieth-century man, and that the
society within which he finds himself strugghbing between anguish and
alisnation is our bourgecis society. Thus, his needs, desires, impulses
as well as his own eros are conditioned by a well-defined social mfien.

In ‘Scialle nero’ ["Black Shawl,” 1922] the female protagonist, Eleo-
nota, sacrificed her own existence for her litHe brother and one of his
friends, who had also become an orphan in his earlest youth, Now
that both boys have a life of their own, Eleonora feels the weight of
her own solitude:

Chuei due o tre che on tempo l'avevane chiesta in matrimonio, avevano crmai
meglie e figlioli, Prirng, noo a2 m'era mai cursts; ors, & ripensarci, ne provava
dispetta; provavs inwidia & tarde sue amiche che stanc rivscite a procurarsi
utis Statd,

Lei sola era ritnasta cosi ..

bia forse era in termpao ancora: chi sa? Doveva propria chiudersi cosl la sua
vita sempre attiva? in quel vucto? doveva spegnersi cosl quella fiarmmma vigile
del suq spirite appassionato? in quell'ombra?

[Those twa or three men wha, at one potnt, had asked her in matrimony, had
nerwe wife and children. She had never cared about this before; now, thinking
akout it, she felt vexed by it; she felt erwy for many of her friends who had
found a spcial state,

She was the only worman in such a condition ...

Yet, perhaps there was sfill time left: who koows? Was her constantly ac-
tive life to close in such 2 manmer? in that veid? was the alert Hame of her
passionate spirit to die out in such a way? in that shadow?]’

The call of eros urges her to abandon herself to a love relationship
with a much younger man, but an incipient pregnancy forces her
to urveil her state. Thus, the repressive mechanisms of soclety are
activated: the others” indignation and condemmnation and a repairing
marriage have the power to fransform the impulse fo affection into
rult and even into horror for the physical contact with the voung
husband. As he, urged by a powerful Impulse, approaches her quiver-
ing with desire, fleonora chopses suicide by letting herself fall from
A precipice.

Flaced in the opening section of Novalle pey un anne, Bleonora’s story
iz an exemplary case of how society manages to exercise an oppressive
control over an individual's urges: eros is transformed into a negative
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condition for the subject to the poirt where the subject is pushed
beyond narcissistic defenses and the very instinct of self-preservation.

This oceurs even when sexuality is experienced with ignorance as
a miystery over which the “mana’ of the collectivity prajects a sense of
guilt and hotror, Such is the case of ‘Puberth’ [Puberty, 1926], where
a girl, as she perceives the unequivocal symptoms of her ‘ripening’ as
& woman, reacts to the first erotic disturbances by throwing herself
from the window.®

At times the narrative situation is moere complex, as in the story
of “Zia Michelina” {"Aunt Michelina,” 1%14], the voung and atteactive
bride of a well-off old man. Marguca, a childless widower, adopts his
beloved nephew, and then marries Michelina in the hope of giving
his nephew the maternal affection he lacked. After Marruca™s death,
the feelings the nephew nourished for his young munt turn into an
authentie, passionate love., Beranse of economic concerns conmected
with Marruca's estate, the boy’s true father tries to exploit the love
story. [n the end, froubled by the torpid interplay of conformism
andl slander developing arcund her personal life, Michelina agrees
to marry her nephew, merely ‘pro forma,” in order to demorstrate her
tofal indifference. However, this event leads her to misinterpret the
young man’s true feelings for her, and to presume that he is faking as
well. Once the nephew-hushand forces her fo meet her marital sexual
duties, she commits suicide, still unaware of his authentic passion.

Whenever a victory of eros over social proprieties and conventions
seems possible, a tragic event sanctions the prevailing of incomprehen-
sion over an individual's authenticity. Here, the young mar, faced with
the misunderstanding caused by the distertion of his real intentioms,
instead of resorting to the sincere feelings that fill his senal, is subjected
to social conditioning and brutally claims his rights as husband.

In Pirandelo’s works there are several male characters whose phys-
ical impotence 1% the correlative of a violent and oppressive behaviour
. towards women. Men who are afficati [flared up), siravelti [upset],
- scontraffatti (twisted] manifest their eros only and merely as beastly
sexnality exercised by right — a thoroughly machn right — over women,
~ thus shattering their desire for a relationship built on affection and

tenderness.
. The rase of ‘Un cavallo nella luna’ ['A Horse on the Moon,” 1625]
.‘seems emblematic. At a wedding party, the bride, “una vera barmbina
- ‘ancora, vispa, fresca, aliena’ [a true child still, Hvely, fresh, unaware]
" is next to her husband, a “glovanotte grasso ... dal volte infocato”
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[fat young chap ... with & burning face] who, prey to an erotic frenzy,
‘diventava di punte in punto pill pavonazze, quasi nere™ [was turning
more snd mere purple, almost black]. The woman, still pervaded by
the emotion of the event and the farewell to relatives as the banquet
comes to an end, propoeses a walk in the country to her husband, and in
so doing tries to alleviate the state of exciternent she reads on his face.
As it often happens in Pirandello, the writing symbolically underlines
the diverse moods of the two characters. Thus, to the voung bride the
country is filled with gay cries of ‘calandre’ [wood-larks], auspictous
cock-crows, and refreshing breezes; fo her hushand, it is charged with
“un alido denso, ... grassi tepori, ... fragranze pungenti™ [a derse
breath of wind, ... heavy warmths, ... stinging fragrances]. The ro-
mantic stroll turns into tragedy when Ida, taken by compassion for
a dying horse abandoned to itself, rushes for help and, upon coming
back, finds her husband having the death-rattle, killed by his own
sevual furgur.

Often violenee dirties the purest feelings of deficate female pres-
ences with fragile and unripe bodies, Frequently the worman-vicim
has a name which includes the sema fuce (light] and leggerezza [light-
nessj, to wnderline the contrast between female candour and male
viclence. Only on cceasion, however, are PirandeHian herpines equal
to mer; one exarnple is Carlotta in “Acqua amara’ ['Bitter Water,” 1922]
whao, at first a tender lover, onee matried becomes her hushand’'s most
ferocious persecutor.

In the complexity of its drives, eros manifests {or both man and
woman an authentic desire that irvolves an intersubjective dialectic
based on the unconditional recognition of the other. According to
Firandelle, such an event occurs enly outside any institutionalized
relationship. The play of roles between husband and wife inevitably
trangforms a sentimnental refationship into a battle for control.

This mostly happens when the object of desire, absent or lost, cone
tirmes to dominate the subject from ifs institutional seperority. In
Luome sele’ PThe Lonely Man,’ 1922], four friends, one of whotn
is divorced, bitterly conternplate their own solitude while sitting, as
usual, at a bar table, and spyving upon the “fremito di vita’ [throb of
life] that propagates from the female bodies at strolling time:

Mon stagravane gli occhi d2 una the per stiacearli subito a un‘altra, & la
seguivano con lo sguarde, studiandone ognd mossa o fssandone qualche tratte,
fl sene, 1 Zanchi, 1z gols, le rosee braccia trasparenti dai metletti deile mamiche:
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storditl, inebriati de futte quel brulichio, da tutto quel fremite di vita, da tanta
variets daspetti e di color & d’espression, e tenuti in un‘ansia angoscinsa di
cardusi sentirenti ¢ pensieri e rimpianti & desideri ...

Sentivano tuttl & quatimo, dascuno a szo modo, il bisogne cocente delia
denna, di quel bene che nella vita pud dar solo la donma, che fante & que] e
donne gid davano col loro amore, con la loro presenza, con le loro cure, ¢
forse cenz’esserng ricompensate & devere daghi womind ingrati,’!

[They never detached their eves fram cne but te attach them immediately to
another womary they would then follow her with their geze, examining each
move ar staring at some traits, the breast, the hips, the theeat, the pinky arms
showing from the lace of the sleeves: dazed, intoxicated by all that swarm,
by all that throb of life, by such a variety of appearances and eolors and
expressions, and held in an snguished arvdety made of confused feslings and
thoughts and regrets and desires ...

Alb four of thern, each In his own way, felt the acute need of & womar, of
the good that in life anly a worman can give, that so many women already gave
with their love, presence, attentions, and perhaps without proper recognition
from ungrateful men]

When the friends find a solution to their problems by approaching
- women easier to meet, Groa, the diverced ome, freezes in 4 refusal:
Trpossibile! Impossibile! Tu non puoi comprendere ... 1T pudare! La
santitk della casa!™ [Impossible! Impessible! You cannot understand ..
The decency! The sanctity of the home!] Evidently the idealized object
of desire Is no longer the shsent woman, but the wife, with ali the
symbelic emblems that society attaches to her. The two components
- of Groa's behaviour are remunciation and narcissistic defense, In his
-conflict with eros, the death drives win and force him to suicide. This
is the supreme assertion of the unicity of the abject of desire and, at
‘the same time, the integrity of the I .
. One finds an analogous case in ‘L'ascita del vedovo’ [The Bxit of the
-Widower,” 1927], where the ¢all to life, after moutning, is embodied
in a “woman of pleasure,’ already possessed by the protagondst hefore
marriage. Here tog, the image of the wife, who sadly overpowered
-him in life, is sacralized in the respect for family duties and nullifies
his dzives.

The so-called condizione negutive [negative condition] of eros in
Firandello’s works s characterized by the clash of life drives and
‘negative social and human contexts. Such contexts, by exercising a
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powerful repressive action, play on the ambiguaus nature of the plea-
gure principle, and thus often convert the unsueeessful drive discharge
into self-destructive behavious.

Within a psvchological perspective, one must also linger on one of
the more complex short stories, one extremely dear to Pirandells, ‘Pena
di vivere cosi’ ['Grief of Living in Such a Way,” 1920 Mrs Lauca,
whaose htshand has abandoned her for a vulgar womean who attracted
him in the trap of the senses, has been living for vears in complete
solitude. Dedicated to charitable institutions, and closed into a rational
dimension of her own from which feelings are virtually excluded, she
has become almest oblivious to the world arcund her. For her even
charity is more an exercise of will than a way of parHeipating in life.
At a certain point, urged by the parish priest and a lawyer, Mrs Lauca
agrees to meet her husband occazionally in order to satisfy a need for
motal support he manifests in his state of prostration. These meetings,

. together with her husband’s confessions, proveke an arsdety which is
however compensated by her satisfaction of being able to overcome a
wife's wounded pride. All this she does in the name of ChrisHan piety
and charity,

Chnce her hushand’s lover is dead, Mrs Téuca, who never had chil-
dren and feels the weight of a missed maternity, agrees to give a home
to the three gitls born from his adulterasus relationship. With thern, ghe
takes back her husband as well, on condition that he will not demand
a regular married life. The new state of things upsets her orderly and
rational existence; she begins to neglect the charitable crganizations
to devote herself to the anomalous family that has brought a breath
of life info her home, It is evident that Mrs Leuca secretly wishes a
total plenitude in her female function, but she refrains from it owt
of dignity and distrust. She feels both attraction and uncontrellable
horror toward any physical contact with her husband, He abides by the
set rules, and respects them until he elopes ance again with the niece of
onse of her friends. Mrs Léuca is then laft alore with the young girls and

her grief of living. Such grief is the signal of a painful fracture between
desire and reality, but also of an awareness of her incomplete life that
lacks the fulfilment of those drives of eros, repressed or negated, that |

weald allow her to acquire plenitude.

Pirandello’s writing iz not limited to a deseription of Mrs Lauca's
pevchological states, using indirect speech In such a therough marmner |

that it derwunces the identification between narrstor and character

Often his narrative language resorts to rhetorical images that create _'1:
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the protagonist’s emotions in a metaphorical fashion on the page. For
imstance, the opening description of the story — “silenzio di specchio,
odore di cera al paviment], fresea lindura di fendine di mussola alle
finestre™ [silence of glass, smell of waxed floors, fresh cleanness
of muslin curtains at the windows| - is already the description of
an mterior urdgverse In which order and ataraxy conceal a repressed
anguish. Such an idea is reinforced by a dense presence of chjects
that complete the psychological panorama: the ‘pendola grandﬁ’-IbLg
pendulum-clock] with its ‘tic e tae lento e staccato’ [slow and detached
tick-tock], the ‘oggettini di vetro e d'argento’ [litls objects in glass and
silver], the ‘gocciole di candelabri dorati sulls mensola’ [drops of gilt
candelabra on the console], the ‘bicchierird deHa rosoliera sul taveling
da t&’ [little glasses around the bottle of resolic on the tea table]. All
these objects correspond to the ima%g of Mrs Léuca as ‘alta e dritta, o
cosi fresca, cosl bianca e cost rosea’™ [tall and straight, and so fresh,
80 white and so rosy] - drawn with the excessive use of adjectives
typical of Pirandellian characterizations.
A8 a matter of fact, the narration immediately focuses on the central
issue: the relation between this non-life, elrsed in sterile perfaction,
and true life, which is felt as,

Una vergegna da non potersi nemmeno confessare: una riseria da compatire
<ost, stringendo Je spalle e socchiudendo gli oochi, o spingendo st 51 il menta
come fosse anche un ken duro e amaro baccone da ingozzare.

[4 shame that cne cannot even confess: a misery to endure in this way,
sirugging one’s shoulders and halfeclosing the eves, or pushing the chin up
:high as if it were also a tough and bitter pill to swallow.]

- There seems to be a precise choice in favour of the values of a
‘spinituality strictly connected to the exercise of a reason that repudi-
“ates feelings as if they were the product of a compromise with the
-materiality and ugliness of the world. Frequently, in fact, life and
“€ros bear the connotation of something that dirties and muddies, and
‘they stand in evident oppositiom to the cleanness of the house and
-0l of Mrs Leuca, However, if we consider the select environment to
-which she is proud to belong, we perceive equally Tiegative signals.
Mizs Trekke, a member of the benevolent society *{&) Iunga di gambe,

orfa di vita e com Ja schiena ad arco’ [has long legs, is short-waisted
-and has an arched back], she has a ‘bianca boeca sdentata’ [white
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and toothless mouth] and two eves ‘come due chiari kaghi che tra la
desolazione §'ostining a riflettere 1 cleli innecent e sorridenti della sua
giovinezza™ [like two clear lakes that in the general desclation inaist
on reflecting the innocent and smiling skies of her vouth]. As alwavs
in Pirandelle, bedy dispropertions and malformations ate symptoms
of an intimate cendition, especially an affectation which is out of key
with the context of the story but in key with the person. Thus, in
Miss Trekke, 14 sua bonté, che pure & vera, assume spessn apparenze
d'ipocrisia’ [her goodness is true and vet often has the appearance of
hypocrisy].

It is not possible to institute a radical oppoesition between the posi-
tive world of spiritual values and the negative one of corrupted phys-
ical values. This is even more s¢ since there are numerous stylistic
references to a conflict between these bwo worlds, a conflict that is
latent in the soul of Mrs Leuca, Far too many are the denials that
populate her interior discourse every time there is a suspiciom of
yielding to desire; far too obsessive are the references to the horror
of the flesh, insisted upon as much as those to her lucid conscience,
estranged from the world of feelings. Tltimately, far too ostentatious
is her aversion towards the turpitudes that the husband confesses to
having performed with the other woman. Pirandelle plays on those
confessions with psychological ability, by exaggerating the ardour with
which the hushand flagellates hirmself in front of Mrs Léuca and feigns
a repentance for base actioms that he obviously does not view as such,
and by showing the woman as excessively upset — a symptom of a
conflict between moral reproach and the unconfessed desire of her
libido.

As Freud taught us, it often happens that a subject asserts by negat-
ing. The indirect confession of a repressed eres surfaces here and there
with the exercising of her will to ‘vincere 'orrore del suo stesse cozpe,
della sua stessa carne, per tutte ¢id che nell’intimita si passa, anrche
senza volerlo, e che nessuno vuol confessare nemmeno a se stesso’ ™
[overcome the hortor of her own body, of her cwn flesh, because of
all that one must face in ome's intimacy, even without wanting it, and
nbody confesses even fo oneself].

Om the other hand, when she was living with her husband, her body
did not give in merely because of marital duties, but:

anche per sé, anche sapendo bene che non pobeva valer per esso la stusa
dt gquel devere di fronte alla sua cosclenza che, subite dopa, si risveglisva
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disgustata, perché gid da un pezze, non pur I'amore, ma ogni tima le era
caduta per quell'unmp *

[for herself as well, even though knowirg that the justifeation of that duty
could not count for it in the face of her CONSCigmnce singe, immediate]y afte;",
-she would awake in disgust, because she had larg lost nat anly love but also
respect for that man,] ’

It is not a case of true sexual phobia but ane of refusal of the facture
batween emotional life and sexuality, a fracture that oecurs when there
is a lack of tofal tecognitier, of the other, a recogrition that should
be the wvital foundation of eros in a couple. One cowdd say that in
psycheanalysis, the case of Wrs Lauca is a trauma connected to the mis-
recognition of her desire as 4 woman even before her desire as a wife.
The wound without compensation, togather with the blocked discharge
of a complex aggressive instinet born out of it, have strengfhened the
narcissistic barriers and awakened the self-destructive instinct that is
connected to them.

That very “silence of glass,” a silence of a reflected mmage vold of
autonomeus life, is the symptom of a Hilflosigkeit, a state of psychic
irmpotence connected to anguish. ™ In Wrs Leuca, fhe Iepressedv eros
‘induees a fear of facing the trial again, and reproducing the conditions
-of the ttauma she had to suffer, and at the same time, urges her ko
-degire it; here lies the reason of her ambigurus psychological condi-
-tor. The reiterated awsaiting, mixed with repulsion, that her husband,
once at home again, might demand from her the sexual act, harns into
-disappoirtment at the second abandenment:

"B simary di potere encora affermare a se &tegsa, non ostante lo sdegno di
eul & piena per la sua carng rmiserabile, che se una di quelle sere il marita,
el silenzic della casa, la avesse ghermita, non aviebbe cedute, lo svrebhe
respinto, apponendosi anche alla lusinga della sua coscienza, la quale tentava
‘dindurla a considerare che, respingendolo, avrebbe dato led 3 quell’uomoe il
‘Pretesto di ricadere nell’arribile vita di prima ... %; ma & ugualmente sioura
la signora Léuca che, s¢ questo fosse avvenuts, i) supplizio per lei sarebbe
stato malte meno crudele di guelle che ha soffertn, non essendo AVVEATE,

. Perché a poco a poco Farrore del corpe di lui, in tatte quelle imraging
delebili che le si erano destate durante la confessione delle sue turpituding,
era divenuto orrore del suo stesso cotpoy Il quale, ogni sers, davanti allg
specchio, appena ella si richiudeva in camera fe senza B0 girar Ja chizve nella



153 Corrade Donatd

gerraturall e domandava, se davvero esso foase ormal eosi poco desiderabile,
da ron esser pii nemmens guardate di stuggita da wn woma came quella, che
) : . L 2

g'era contentato fing a poce fa d'una donnaccia wolgare.

[She knews that she is still able to assert herself notwithstanding the disdain
she is filled with because of her misershle flesk; so mumch 2o, she knows that,
if one might her husband, in the silence of the home, had snatched her, she
wouldn't Bave given in, she would have rejectec him, opposing even the
enticement of het conscience, which induced her to think that by rejecting
hitm she weld give him a rezsen to fali back inte his eatlier horrible life
.. Yas; but she, Mrs Leuca, is equally certain that, if $his haa happened, the
gupplice for her would have been far less erueld than that she had to suffer for
it not having happenad.

Little by little the horror for his body, in all those ineffaceable images born
it her during the confessicn of his turpitudes, had beooms horrot for her own
body. Every night, in front of the mizror, 43 soon as she would close herself
in her room (not even locking the door?), her bady would ask her if it was
truly so undesirable that even a man like thet, who up to that paint had been
pontent with a vulgar loose woman, wouldn't even want to catch a glipse

of ik.]

The passage exemplarily demenstrates the play between desire and
denial in Mrs Léuca, The refusal of sexuality occurs only insefar as
the return of repression again proposes the theme of the wound, and
the idea of the sexual act as viglence that reduces the woman to an
object of passession (to be ‘snatched”). The fact is that for Mrs Léuca, as
for all the various Luciettas and Lucillas of Firandello’s universe, etos
involves an investment that i3 contemporarily lustful in general and

affective in Parti'cula.r. Life and sexual drives, as stated above, touch -

one another whetever life, in the fullness of its becoming (outside

the play of fictive forms), equals anthenticity of the self. In the erotic -
relationship this authenticity is, for Pirandello, the inescapable form

of the other's desire.
This schizophrenia of the female protagonist ultimately reflects the

. schizophrenia of the outside world, with the charitable ladies and petit

bourgeois niceness that serve as an excuse for backbiting and suspi-

gion, and with the play of roles between husband, wite, and lover. The
husband is also schizophrenic as he, conditioned by that society and
his machismo, separates love and sex, dignity and turpitude, sense of

family and desire for plessure, wife and womarn.
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This analyais is further reinforced by all those short stories in which
a kind of ‘peositive version of eros {with all the limits that the term
‘positive’ imposes when one speaks about Pirandello) is thematized. In
Pirandello’s work, eros can manifest itself ondy in the retnote parenthe-
gis of a dreatn o1 in a spatio-temporal dimension removed from a social
context. The narrative exemnplification in “La realtd del segno’ [The
Reality of Dream,” 1914] is comparable to the beat analytic literature
" by Freud. Pirandello’s decision to use nameless characters symbolizes
his exclusive interest in the psychological analysis of the “case. The
protagonist is a woman whose femininity has been repressed in vouth
by a father who was ‘pi geloso di una tigre’ fmore jealowus than a tiger]
~and who prevented her from having any relatiorship ~ even if anly
rognitive ~ with any other man, including her fiancé, 4l the day of
- their wedding.
Here we face a clagsical cedipal situatien experienced by a woman
- with a high depree of awareness, After the marriage, this situation
. translates into the wife's acute disdain for her husband as ore who con-
‘tinues her father’s authoritarianism and yet is also guilty of moments
“of wealmess that iretease her anger. Thus she is forced to ascertain
~ that her companicn ‘non capiva njente, propric non eapiva niente di
- quanto avveniva in lei’* [did not understand anything, truly did not
“understand anvthing of what was happening in her!].
- The result is that the waman suffers from an almost total inability
“to face sorial relationships with ether men, even the most intimate
“friends of the family, to the point where she rushes to lock herself in
‘a room when visitors atrive. It is evident that her contempt for her
“husband derives from his wnawareress of her desire for him to have
-the role of father-lover. That is precisely the role that she identifies as
‘the eorrect social funckion of the father, one which finally explicates
tself through the acknowlegment of her cwn femininity, and thus
gholishes the censorship of her childhond years. On the contrary, the
real heart of the matter lies in the husband’s inability to take on this
ele. His banal attempts to corwinee his wife that her hiding from
thers is merely due to a kind of fixation translate info superficial
raise of her intelligence and liveliness, and silly acknowledgments of
feminine iImpudence.

wrebbe dovuto metterlo almene in apprensione 1l fatto che ella nan protestava
ontro queila sua cento volte asserifa ‘fesazione’, ¢ acooplieva quelle lodi sul
o parlar franco e disivwvolta e finanche srdito, con evidente i::}a'r't]:,‘i::h':irnentu:n.23
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[He should have been alerted by the fact that she did not protest against her
one hundred times stated “fixation,” and welcomed those praises of her open
and easy and even daring way of spezking with overt satisfaction.]

Omly the clogest friend of the family, whose company the woman
accepts at times, understands that underneath this behaviour there
Hes a repressed sexuality which demands the chance to manifest itself
freely.

Pirandelle displays great interpretative acuity by expressing the
‘request’ the wornan poses to her busband precisely through an act
of negation. Her refusal to accept male presence by declaring em-
barrassment with blushing and an inability to speak iz nothing but
a request addressed to her husband through symbolic and bod-
iy order. Indeed she asks him to be the first to recognize her fe
male identity, and, most of all, the part of her pulsional life that
defines and characterizes her as a woman. With an increased psy-
chological probing, Pirandelo netes how sexnality, misrecognized
by the husband, changes into aggressivensss at any occasion of cri
gis, 50 that she feels ‘la tentarione di graffiarlo, di schiaffeggiario,
di morderle’ [tempted to scratch him, to slap him, to bite him]
Such a feeling is a way to give vent to lbidinal energies cumn-
lated but never emploved in the eratic-affective investment to which
they were destined. In fact, when the friend instills in her the doubt
that her decency is 'la vendeta dell'insitcerid” [the vengearce of
Insincerity], the mask for a strong sexuality she has uneensciously
repregsed, her first reaction i an excess of aggressiveness towards
her husband. Since he does not seem to understand the meaning of
these metapheric messages, desire resorts to dream o find its own
fulfiltnent.

Fven the narration of the oneiric event itself, in which the woman
has an erotic rendesvous with the family fziend, cotresponds to perfect
psychoanalvtic patterns: the previous dialogue with him, by ureeiling
indirectly the unconscious reasons of her neurosis, causes a fransfer
that charges the manifest content of her dream with precise character-
isties: ‘Comineid cotne una sfida, quel sogno, come una prova a cul
guell'uemo odiosissime la sfidasse, in s&guito alla discussione avuta
cont lei tre sere avanti.™ (It started as a challenge, that dream, as 2
trial & which that hateful man challenged het, as a consequence of the
argument thev had had three nights before.

Eros and Selitude in Pirandello’s Short Stories 153

The coneept of challenge symbolizes that stage of psvchelogical
analysis in which the analyst approaches an understaniﬁg of the
unconscious motivations that determine a pathological state in the
subject, who then activates his/her defenses by masking his/her own
Interior fruth and even by trving to distract and deviate the interpre-
tative work, It is meaningful here that the hatefulness of the challenge
fs thrown entirely on the family friend, who embodies the woman's
alter ego that is removed by the censorship of the supetegn. Once the
censorahip 1s aveided, the hatefulness turns info an erotic and affective

. Impulse, exactly like the case in which a patient tries to ‘seduce’ an
analyst.

Unce the dream has ended, or rather is interrupted by an anguished
awakening, the unconscious rauses of her complex appear clearly to
. the woman: ’

. Beont ella lo aveva tradito in sogno; tradito, e non ne aveva rimorso, no, ma
rabbia per sé. d'essere stata vinta, @ rancore contro di lui, znche perché in sef
- anni di matrimenio non aveva saputo real, mai fagle provare guel che aveva
ar ara provato in sagno, con un altre ™

. [Here it is: she had betrayed him in a dream; betraved, and she did nat fes]
- remarse, no, but anger towards herself for having been defeated, and rancor
. towards him, even because in six vears of marriage he had never been able,
never to tmake her feel what stte had just now feli in a dream with apother
rnan.]

But if we go beyond the literal meaning of the dream, and think about
its possible latent confert, we notice first of all that the adultery is
accepted as if it had really happered not o fulfill a desire, but to
‘punish’ her hushand. It is thus evident that in the dream the character
of the friend with its hatefulness represents, because of a phenomenon
of displacement, the hatefulness of the husband who challenges the
wife with his own erotic abilities to manifest her own sensuality and
satisfy it. This is indeed the real desire of the woman, and vet it has not
taken place in reality. Thus the ongiric action acts as a hallucinatorv
compenzation, and in the wake is turmed into a punitive action towards
the true offender.

.. The woman does not immediately narrate the dream to her husband,
simce she knows that he would not be shaken by a merely oneiric
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fantagy. On the contrary dhe awaits the next visit of the friend to stage
a hysterical crisis in which, almost raping him under her husband’s

‘amazed eyves, she gives a real body to her dream fantasies. In so doing
she reveals a desire which has acquired pathological dimensions.

Being unconsciously safe from an adulterous desire which the su-
perego was obvicously censoring and, thus, attributing that desire to
an irresponsible dream, the woman can finally recount it in detail to
her stupefied husband, as if she really experienced it Through the
aggressiveness of the punishment she inflicts on hirn, she dbtains the
goal of making her own desire explicit, thus avoiding the sense of guilt
she would have felf in freeing and clearly expressing her own sensual
nature.

In La realtd del sogno’ Pirandello displavs an almost perfect
krowledge of uncomscious psychic mechanisms, and the language
of hysteria which comes to express the profound reality of the hu-
man soul whenever such a reality is rejected by ofhers “et, most
of all, he highlights the nature of the specular relationiship be-
tween the self and the other, and identifies eros as the sphere of
homan life in which this relattonship is explicated in its radical
evidence,

Another short story in which eres manifests itself in a dirnension
retmoved from the social context is the tale ‘Fondone e Rondinella’
[“Swift and Swallow,” 1913]. Heze the poetic nicknames designate a
couple of unknown and anonymous foreigrers who every vear during
sumirer return to their love nest in an out-of-the-way mountain vil-
lage. It is an adulterous lowve, outside conventional schemes, that finds
its vital space in the iselation, anenymity, and cvclic thythm with
which it renews itself and comes to life cutside the norenal flowing
of time. In this context, even the traditional rapport of strength and
violence between a man and a woman is annufed:

Ma tra le braccia di quell’'omone, che nella villetta lasst 1'atfendeva im- )
paziente, con un fremito di belva intenerita, ella, cosi picoola e gracile, coreeva |
pgni anng a gettarsi felice, senza messuns pauta, non che di spezzarsi, ma |
neppaur di farsi male un pachine. Sapeva tubta la doleszza di quelia forza,
tutta la leggerezza sicura e tenace di quell'impeto, ¢ s'sbbandonava a lui

perdutammte,z':"

[But in the arms of that big man who awaited her rpatiently in the little villa
up there, with a thrill simifar to that of a softened wild beagt, every yeur she,
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s0 tiny and deficate, threw herself happily and with no fear of breakine o
even hurting herself a little. She knew all the sweetness of that strengﬂf ail
the firm and tenacious lightness of that impetus, and she would give herself
up ta him hapelessly ]

In this case the bond of eros is a0 interise and total as to challenge
r::ieath itself. One year Rondinella comes back without Rendone to die
in their nest, suggesting that he is dead, She is accomipanied by her
hushand who is identified by the “legality” springing from his beéring:

Nen poteva essere che il marite, coluil La legality, pareva, fatte perscna.
E. m@nhtﬂ, pareva dicesse ogni sguarde degli oechi ovati dietro gli cechiali;
fegalith, ogni atto, ognd gesto; legalit?, legalif2, ogni passo .2

[He could be nobody else but her husband, that =) Legalitv, it seerned,
tarned inte & persen. And, legalify seemed to be expressed by every goze of
the aval eyes behind the glasses; lagaliy, by gvery act, every pesturs; legality,
legality, by every step .. )

Rendinella’s death is a je taccuse’ to this legality which kills eros:

Ridete forte di questuomo composto e rispeftabils, che sa parlare cosl esatto
e compito’ Egli mi fa morire, can Ja sua rispettabilita, con [a sua quadrata
- esattezza scrupoiosa ™

[Leugh hard at this digrified and respectable man, whao can speak with pre-
<ision and politeness! He makes me die with his respectability, with his rigid
‘and sorupulous exartitude!]

-~ To conclude gur brief review of the theme of ercs and solitude
‘I Firandeldlo’s short stories, one must examina the most itdense and
- poetic tale *Il viaggio” ["The Journey,” 1928]. It is the story of a woman
Wwho goes on the first and last journey of her life in the vain hope
that semme doctor can cure her from an apparently inrurable disease.
During the journey, accompartied by her brother-in-law, she discovers
the emotional and sensual fullness of an authentic Jove relationship.

- The short story iz built on a dense texture of symbolic references.
Adriana’s living conditions are similar to a situation of spiritual death,
@’ situation which finds a physical correspondent in the real death
impending over her. It is not by chance that the incurable disease




186 Cozrrado Donab

affects har lungs, the site of that fafus wilee which has been extin-
guished in her for a long time. In this sense, the journey, proposed
by her brother-in-faw and prolonged from Palermo, which was to be
the supposed last stop, to Naples, and then to Venice, is no longer
‘quellultimoe e stragrdinario svago, come un terue compenso alla
crudeltsd della sorte’ {that last and extraordinary diversiom, like a
feeble reward for the cruelty of fate] but becomes a juurney of ini-
tiation to ancther lide. Adriana <learly feels the symbolic value of
this act:

Potewa ella comfessargii l'oscuro presentimento che la angosciava alla vista di
guel mere, che elok, se frase partita, 5¢ si fosse staceata dalle sponde dell'fsola
che gé le parevano tanto lomtane dal 5o paesello & cosl nuove; in cul gid
fanmta agitazione, e cogl strana, aveva prowato; se oon lul si fpsse avventurata
ancor pii lontanes, con ha sperduta nells iremenda, mistericsa lentananza di
quel mare, non sarelbe pin ritornats alla sua cass, non avrebbe pit civalicato
gquelle acque, e non fosse st ?™

[Could she confess to him the obazurs foreboding that anguished her at the
sight of that sea, the fact that, if she had departed, if she had detached herse’f
fram the shores of that i=land which already apg_:eared so distant from her
village and so new; & feeling that had already provoked i her a great and
strange exciternent; if, with hitn, she had wventured even further away, with
hir lost in the tersible and mysterious farness of that sea, she would have not
come back to her home, she weould have no lenger traversad those waters, if
gre did not dieg?)

To plough the waters is a rite of initiation of the spirit which in-
evitably precludes the possibility to return to the previous state. In
Adriana the very perception of reality chenges. In Falereno the water
of the Hercules fountain had seemed to her “vitrea” [vitreeus] and the
‘alite fresco [che] verdva da quell'acqua’ ffresh breath coming from
that water] had opened her mind to a lucida, sconfinata coscienza di
tutto’ flucid, unlimited consciousness of everything],™ an experience
which would compensate her for a poor existence with a moment
of eternity, But in Pirandello this ‘unlirnited consciousness” (see alsp
TH sera, un geranio” [‘One Evening, a Geranium,” 1934} is already a
surrender to the vanity of existence.

Onee on the sea, the ‘lugubre maschera di fuoce” [gloomy mask of
fire] of the rising moon changes, “man mane schiarendosi, restringen-
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dosi precisa nel suo niveo fulgore che allargt il mare in un, argentec
palpite senza fine’ [slowly clearing, growing smaller in its snow-white
brilliance that made the sea grow larger with a silver infinite throb].
This threb is the sign of the awakening of eros as it evokes its close
links to Thanatos: dismay and anguish of a ‘debiric che la rapiva e
la traeva irresistibilmente a nascondere, esausta, la faccia nel pette
di ni™ [delirium that ravished and urged her to hide, exhausted, her
face in his chest].

The love that is coming to life between the fwo has the strength of
a pulfsional charge equal to the death drive that accompanies her — it
i% a fire,” a:

delirio, una frengsia, a cul diedere una violenta lena insramcabile la brarma
di ricompensarsi di quei pochi giorni sotto la condanna mortale o led, di
tutti guegli anni perduti, di sofocate ardove o di nascosta fombre; 1 bispemo
di accecarsi, di perdersi, di non vedersi quali finora Funo per l'altra erano
stafi per tanti annd, nells commposte apparenze oneste, lageia, nella cittaduzza
dlai rigidi costurni, per cui quel lore amore, e loro nozze domani sarebbero
apparse come un inaudito sacrilegio.®

[delitium, a frenzy, to which the yearning to reward themselves for ‘hose few

. days lived under the siege of her mortal sentence, for ail theee lost vears of

repressed ardour and hidden fever gave an indefatigable and violent energy:
the need to become blind, to lose oneself, not to see each other the way they
had been for one another for so many years, in the dignifed and honest
appesrances, down there, in the srrall town with rgid customs, aceording to
which that love of theirs, their wedding tormorrow would have seemed an
ineredible sacrilega.)

* This strength is subversive: it destroys the *dignified and henest ap-

pearances” which entrap true life within rigid social customs; it denies

institutionalizing and denies life itself as a return to contiruity in the

play of false proprieties.

Adriana’s suicide in Venice, the city of waters that the literary tra-
dition has linked to the symbolic urdon of life and death, does not
seem 50 much a yielding to the disease that condemns her but a tragic
cheice for freedom, the fulfilment of & destiny in the unrepeatable,
{mal instant of the plenitude of living.

The Pirandellian eros is a transgressive strength that is onty possible
in the atermporal space which encloses a person between the death
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in Life and the surrender to the beundless evanescence of nothing-
ress. This instant, in which there is no place for the cruel play of
appeatances, is the eternal instant in which life finds its agreement
with the becoming that generates life. In this instant life discovers
the authenticity of being; it buns and is consumed in the fire of a
subjective truth.

In Pirandello the place of eros is thus, in general, the place of
his most severe critique of a society that no longer recognizes the
value of rejoicing, and hides ity own failure behind the itrevocable
comdegrmmation of any form of pleasure,

Translated by Manuela Gieri
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Enacting the Dissolution of the Self:

Woman as One, No One, and One
Hundred Thousand

-BANIELA BINI

Mattia Pageal, Tamberto Laudisi, Lecne Gala, Serafine Gubbio, Enrico
IV, and Vitangelo Moscarda are perhaps the best known of Piran-
delle’s raisornenrs, the humorist protagonists of his works, The ideal
space for this type of character is the novel - the gente suited for
‘reflection, monclogue, and philosophical apalysis, Three of the char-

- acters mentioned above are the sole protagonists of Pirandello’s most
famous novels, where page after page is devoted to their endless philo-
- sophical moneologues that replace actions, The traditional dichotomy of
life /thought or action/seflection, a central topos of twentieth-century
- literature, is taken to its extreme by Pirandello. Pascal, Gubbio, and
Moscarda reflect and do not act Laudisi, Gala, and Enrico IV also
. reflect and do not act, but they are characters of plays, and theatre is,
~a% Pirandello said, the art form closest to life. Theatre is action and
- movernent; little or no place can be given to reflection. Leone Gala,
- Lamberto Laudisi, and even more Ermico IV, in fact, are outsiders,
spectators, non-participants in the lfe that goes on beside them. Their
detachment from life enables them to observe and judge. Pirandello’s
male philosophers claim their intellectual superiority over the rest of
hutnanity -~ male and female ~ which is teo frnvolved in the chaos of
existenice to be able to analvse and understand it.

Reason is the exclusive attribute of the male, as western philosophy
has taught us since the times of Plato and Aristotle. Nature and instinet
are the female sphere. This dichotomy of spirit as male versus matter as
female, male mind versus female matter, has come down to the present
thaough the writings of philosophers like Schopenhauer, Nietzsche,
and Weininger. Womar, however, has had her exclusive domain toe,
totally fnaccessible to men: procreation. Her being — nature, matter,
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earth - has its fulfilment in motherhood. Karen Horney traced this
dichotomy back to its origin, arguing that man’s exclusive appropria-
tiom of the realin of reason, and the exclusion of woman from it, was
cauged by his womb’s envy.! Excluded by nahie from procreation,
man made himself the scle proprietor of reason, legitimizing his claim
by a similar natural law. Being the possessor of reason, henmce the
creator of systems of values and ideals by which to think and judge,
man devalued the realm of nature, woman’s territory, as the realm of
change and ‘becoming’ (in the Parmenidean sense of the word), of mat-
ter and deterioration. e made for himself the ficHticus and abstzact
realm of thought, of inmutablz and absolute ideas, that he named the
world ef truths, from which woernan was excluded. As Hannah Arendt
- irenically put i, in this tradition “whatever is not given to the senses
... 15 more real, more truthful, mere meaningful than what appeaxs.’z
From FPlato and Aristotle through Christianity, the world of the senses
has been constantly demeaned, the body debased and its needs and
feelings repressed, with the absurd and dangerous consequence that
only the non-existent ‘being,” a4 man-made invention, has maimtained
absolute value and power. Philosophy, as Cixous and Clément rightly
saw, was then ‘constructed on the premise of womman's shasement.”
This cultural tradition, exasperated by Christianity, became patho-
logical in Sicilian culture. In the essay “Pirandello e la Sivilia’ Leonardo
Sciascia elaborated the formula stlnowizme patologico to explain the
complex and ambiguous Sieilan view of womean? The assimilation
of 2 primitive Teligion with its cult of the Mother earth ~ a symbol
of life and fertility - into the Christian tradition, where the spirit
iz exalted and the flesh is condemned, and where the central figure
becomes the Virgin Mary, can help to explain in part the Sicilian tale’s
ambivalence toward women. In speaking of Pirandello, therefore, we
should never forget his background; we should keep in mind not
orly the advanced philosophical thought he encountered as a student
in Borm, but also the puritanical, stifling environment of Girgenti,
his birthplace. The powerful influence of the Iatter, in fact, is clearly
visible, though seldom commented upon, in Pirandello’s acceptance
of a family-arranged marriage. How could a man with such a rexw-
olutionary intellect, capable of shattering to fragments solid ‘truths’
and immeovable pillars of century-old beliefs, how could such a mind
accept the wite his father had chosen for him? A wife, moreover, raised
by an overly possessive, authoritarian, puritanical father, one who

locked his danghters in the house, forbidding them even to look ocut
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the windows? What intellectual eompanionship, or even conversation,
could he expect from a wife whose education had been entrusted to
nuns? Could he not foresee the shocking effect the letters he wrote
to his young fancée from Rome would have o her natve mind?
Atternpting to answer these questions would take us away from the
aim. of this study, which is to show how PFirandello the artist, with
a typical humorist twist, leaves behind the traditional Sicilian male
Pirandello, and plares woman in a privileged space ®

The central positien of the male raiconnarr, holder of the logos, sub-
ject and creator of discourse, and the subordinate place of woman,
deprived of ary autonomy, chiect and creahue of the male subject,
have been underlined by critics. The recent study by Maggie Gunsberg
reads sotne of Pirandello’s plays as the realization of ‘the traditiomal
binary allocation of cultural creativity to the masculine, and biolegical
procreation to the feminine domain” This is certainly a legitimate
interpretation. Yet Pirandello cannot be reduced to such a reading
alone. Mis plavs carmet be inscribed in 2 fixed form, for example,
that of & patriarchal code, which, though undoubtedly presert, hardly
exhausts their implications. We should not forget what Hinkfuss savs
in (luesia sern sf recila 2 soggetto [Tonight We Improvise, 1930]: ‘La vita
deve obbedire a due necessith che per essere opposte tra lore non
le comsentomo né di consistere durevolmente né di muoversi sempre
- B la vita bisogna che consista e si muova’ [Life must obey two
prnciples that, for belng in opposition to each other, do not consent
either fo persist forever or to'move constantly ... And life mnust persist
and move].® This paradoxical principle rules human life. It cannot be
forgotten even in our inferpretative processes which belong clearly
to the realm of form, thus consistence. When Gunsberg states that
motherhood is incompatible with sexuality, as is femininity with in-
tellectual activities, she is right and ghe is certairly not the firat one
tg sav 50 Yet she should not stop here. Pirandelle, in fact, is aware
that such anfitheses are the product of a patriarchal society which
fears woman's power. The abasement of woman's intellect and sexu-
ality is a ¢lear sign that society fears the threat she poses. Far from
Immune to fgar, Pirandello iy <learly aware of it. And he becomes
aware of something more sigrificant still. With all their amalytical
tools and profound reasondng what do his rale rajsonnenrs accom-
Pplish? Where do their logical discoveries take them? At the end of hia
Strange adventure, Mattia Pascal is able to ‘live’ only as the late Mattia
TPascal; at the closing of the curtain, Lamberte Laudisi remaing with
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sarcastic laughter before the mystery of every being’s identity (and
not only of female identity as Gunsberg claime)'™; after the success
of his very clever plan, Leore Gala faces the most desclate, silent
void. Vitangelo Moscarda renounces life altogether, chooses silence,
abandons the city and society, and hopes for the disselution of the
self in nature. What do these misonmeurs accomplish? What do they
finally understand through the use and abuse of reason? That life is
a ‘flusso incandescente’; that it is chaos; that there is neither order
nor logic in it. I his sad attempt to rationalize chaos, te find reasons
where there are none, man stops and disseets life, thus Killing it. Man's
privileged, rational place is thus undermined by its tragic parados:
reason fries to make sense out of a life that has none. The much
praised logic is ‘una macchinetta infernale’ [a heliish little machine}
Pirandello had written in L'tomorisma [On Humowr, 1908, It is a pump
that filters feelings and emotions, cools them down, and reduces them
to dry carcasses, to concepts and idess. But at this point, life has
disappeared.

Women are exciuded from philosophical menologues. But why? Do
we really believe that Pirandello thought that women were incapable
of them? that women had little or no reasem? that they belonged only
to the realm of nature, drastically separate from the realm of the
spirit? Could Pirandello ever believe human nature to be so simple
that human beings could be catalogued so naively, and their iden-
tity reduced to rigid categories? But then, why is the philesophical
monclogue so completely foreign to Pirandello’s female characters?
Is the logos really inaccessible to them? Could it niot be, instead, that

woman for Pirandello, precisely because she has been excluded for -
centuries from the production of Ioges, has remained Huer to life
than man, and can therefore see more clearly the risks and limitations :
of the logocentric discourse? Could it not be that woman, aware of
such limitations and risks, conscicusly renounces lagos and turns to -

other forms of comumumication? Coudd the humility, insecurity, and
modesty of so many female characters be founded precisely in their
greater sensitivity to the limifs of communication, to the impossibility
of absclute knowledge, and to life as chaos? What good is the rigorous
pursuit of a logical discourse that in the end will be self-defeating?

What good does Cosmo Laurenitano’s philosophy do but blow dust
off the numerous volumes of haman stupidity? [s the reisonnenr not
a pathetic figure if he takes his audience to the abyss of the absurd?
Is it 7ot more horest then to speak modestly, or even to keep silent,
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and to listen to other voires and sounds, as inarticulate as they might
be? Sounds that, though devoid of logic (or maybe because of it}, lend
themselves to other types of interpretation and may vield different
meanings and values?

In order to answer these questions | would lke to read some of
Pirandello’s female characters in the light of a philosophical trend
that centres on the concept of the crisis of reason - to use a term em-
ployed by the Italian philosopher Aldo Gargani.™ Within it [ place var-

- lous theoretical discourses, such as Vattimo's ‘pensiero debole” fweak
thought], Carle Sini's combination of Peirce’s unending semiosis and
Heidegger's hermeneutical cycle, and feminist thought. In view of the
fact that my analysis focuses on female characters, feminist discourse
- is naturally best suited for if. It is, in fact a theoretical approach that, as
- Rosella Prezzo writes, ‘permette al filosofo di uscire dalla “solitudine
- della ragione essenzialmente una” ™ [allows the philosopher to come
. out from the solitude of reason]. If the self, the individual iz language
{as Charles Sanders Peirce mairtained} and the spoken word is also
. the speaking word {as Merleau-Ponty stated) if language is gesture, if
- it is body, then the linguistic horizon must expand, receiving within
- tsell 2 variety of signs. It must rerwunce 1a vielenza dell'astrazione e
- del logos™ [the violence of abstraction and Iogos].
- In the last twenty vears the work of feminist scholars has reinter-
“preted biological and neurophysiological studies that underline the
: different cerebral organizatiom in the two sexes. The functionality of
~the female brain is bihemispherical, but in the male brain, the two
hemispheres form two independent neurological systems. This dif-
ference has generally been used to support the hypothesis of the
inferiority of the female sex, although it actually points to a higher
lasticity of the female brain, which functions simultaneously on var-
Adous levels.™ Such a difference, the ferninists claim, is precisely what
oman must value as capable of producing communication on var-
ous levels. This type of commurication is possible only in so far
:4s it denies fossilization into the male logos. French ferminists, for
ample, counter the logically constructed male discourse with the
unportance of linguistic gaps, white spaces, and the tonality of the
oice. Such elemnents tear the artificial logic of male discourse, letting
material impulses come through.” What 1 would like to argue in the
ollowing pages is Pirandello’s awareness of woman’s higher ability
ot only to live life, but paradoxically to understand it, if we give to
the word understanding a spectrum of connotaticns that go bevond
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the strictly logical ones. Women understand motre precisely becanse
they proceed in their experierces with an open perception, calling
into play a variety of faculties, rontarninating reason with emotions,
concepts with feelings, What ferndnist thought says about the nature
of the feminine must be rescied also for the masculine. It is not
man's mind and identity that are simpler, more logical, and mere
orderly than the fermale Males have for centuries hidden, repressed,
and denied the ‘beast’ that hides in all of vs, as Pirandelto calls it. 3an
has pretended to be made in a more logical form than women, What
Rosella Frezzo says about the inquiry into the femining, should in fact
be extended fo the exploration of all human beings. Such exploration
will not take us to the safe shores of philosophical systems. It will
take us to ‘un intrico maggiore di quello che il passaggio filosofico
pretende di offrire e di essere, a un paesaggin pin “vero™ solo perché
pilt complesso, pit complicato e co-impHeato® [a thicker maze than
the one to which the philosophical landscape would take us; vet a
truer cne precisely because of its complexity]. To open oneself up to
the question of the ferninine means to acknowledge that philosophical
language is constructing itself also ‘grazie a quel significante intrn-
secarnente ambigue, fatte di moltl predicati contraddittori’ [thanks to
that intrinsically ambiguous signifier made up of many contradictory
pr&dicates].m

In giving voice to women, Pirandello accomplishes the goal of his
male characters: the defeat of logiral discourse, the unveiling of the
fallacy of words. If, in fact, the male rafsonnenrs denource the trap of
language and logic in which human beings are inescapably caught, the

female chararters, especially in the plays, enact the deconstruction of -

logic and of language by relving on different elements for commund
catiom, such ag silence, touch, facial expressions, and tonality of voice

It is with the use of this different language that wornan will enact the -
dissolution of the self and honestly accept the heavy burden of being -
at the zame time none and one hundred thousand, As emblematic &

of our analygis we could take the character of Signora Ponza, the
persenification of ‘truth’ — that pelvhedne, multifaceted, chameleornic
truth of which woman is the embediment. In the few and lapidary
final words of Cost 2 (ve v pare) [t I3 5o £ You Think S0, 1917] thers
is implieit a complex discourse, one that cannot be verbalized, on the

necessity of tolerance and respect, even when rational understanding

is lacking. There is an appeal fo that sphere of emotional impulses,
of the unsaid and inexpressible; there is an appeal to those empty
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Spaces which must be respected for what they are, spaces that cannat
be violated by being filled with exterrial rr:le:.{:ﬂings.?;P

[tis in the theatre that women become shsolute protagonists, where
action must take the place of reflection, where life renews form and
movement defeats fossilization. And it was Marta Abba’s entrance
inte Pirandello’s life that galvanized the writer's idess and gave birth
to plays centered on female characters. The following analysis, how-
ever, will corcentrate on the pivotal section of Pirandello’s dramatic
works, that of the first tiwn plays of the trilogy of the theatre-within-the
theatre. The aim is to examine the transitional phase — from male to
female protagondst plays — and to show that even before Marta Abba‘s
appearance, Pirandello had already made woman the generating force
of his theatre. In the plays that represent the confusion and comf:?dmce
of life and theatre (that is, the plays that assess the supetiority of the-
atre over life, of artistic characters over human beings) woma;:g, as the
being triter to life, as the challenger of the lsgoe, has a central role. The
female character who repnains the sole protagonist of all Firandello’s
plays will, at the end of his life, through the influence of Marta Abba,
coineide with the figure of the actress. Character and woman will thus
be one and the same, and Marta Abba will realize in herself, on the
stage, the coincidence of art and life, Firandello’s supreme ideal. If the
raiscurteur Moscarda discovered that we are one hundred thousand,
wearing an infinite number of masks that we and the others construct
of ourselves, if owr irmermost self, whose existence we do feel strongly,

“can never be known and expressed except through the medium of our

a.t_*ﬁﬂcia_l constructions, then the aciress Donata Genzi in Trovarss I
Find Oneszlf, 1932], who comsciously chooses ta live on stage forever

* the various roles of life, is certaindy the truest and most honest being
" that Pirandello created.

- The open challenge to the male logos, the Derridian parricide, is per-
“formed on stage by the Stepdaughter, and rightly so, in the first play
~of the trilogy, Sei personage? #1 cerea d'antore [5ix Chargcters it Search of
‘an Author, 1921] should therefore be considered the tuming point teo
:all successive dramatic creations. In her essay Modes of Narration
N Set personaggt’ Mary Arn Wit centred the Father-Stepdaughter,

male-female relation in the play on the couple’s diegetic and mimetic
odes.”® The father, possessor of the logos, narrates, explaing, reasons.
The Stepdaughter, who is mimess, represents, acts out. The conmtrast,
vhich Witt exarmines on a literary and theatrical Jevel, underscores
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on the existential level the dichotomy of reason/life. Pirandalle, in an
enlightening page of his Foglietif (precisely, the page that precedes his
discourse om the mystery of fantasy’s creation that, for him, coincides
with the mystery of Fife itself), writes:

Limmaginazione of maostra la rorrisponderes incessante della natura e del
pensiere, il movimento perpetue dall'une all'altro, & pare che fsclva, senza
che noi o ne accorgiama, il problema insolubile del rapport dello spirito e
del corpo. Lo spirito si fa cotpa, il corpo si fa spirito. Lirenaging ... materia
rella origire, spirito nella sua vita interiore, unisce il mondo e 1 pensiere.

{Imagination shows ug the unending correspondence of nature and thought,
the perpetuz]l movement from one to the other, and seems to resolve the
in#oluble problem of the spirit/bedy relation withowt us realizing it. Spirit
becomes body, body becornes spivit. The image ... that is metter in its origin
and spirit in its inner life, combines together warld and theught].

Shortly after he concludes: “Limmaginazione continua la fecondita
della natura, combina gli elementi in forme originali, e l'opera sua
& spontanea come ogni azione vitale’ {Imagination contirues the fer-
tility of nature, combires elements in Drigin forms; its activity is
as spontaneous as any other vital actiorl].” [ the image represents
the comnmumication code of the feminine, imagnation is thus woman's
pecubiar faculty. If thought finds its conduit through logical discourse,
imagination finds itz life in the representation, in the scene, In Sef
persomaggi these antagonistic terms are embodied in the Stepdaughter
and the Father™

"The Stepdaughter enacts the progressive decomstruction of the pa-
ternal text, performing, little by little, a true parricide. That she is
Stepdaughter and not a daughter of the Father is the first signal. That
the Father coincides with the author and with the autherity of the lngos
is clear when the Stepdaughter appears to be happy that the author
for whom the characters are searching cannot be found. ‘Tanto meglio,
tanto meglio ... Pofremmo essere nel la loro comrmedia nuova’ [Better
this way ... so we could be your new comedy).™ The Stepdeughter
refuses the paternal logas and poses herself as creator of images, author
of the representation. Her rebeBion, as Witt convincingly points out,
is obvious in her refusal of any role, but, one could add, is evident
alao in her struggle against the Father to keep the Mother on her side.
Furthermore it iz she whe takes over the Mother's script, in order
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to correct it. Symbeol of illegitimacy, she forces the Mother, who is
searching for excuses to justify her adulterous life, to admit that in
such a [ife - outside legitimacy - she, the Mothes, had besn happy.
Thus the Stepdaughter tries to drag The Mother into the refusal of
authority ~ in her case, of the husband-owner, the male auther, So
che con mio padre, finché visse, tu fosti sempre in pace e contenta,
Negala, se pueil'(63} [I know for fact that as long as oy father Hved
you were happy and at peace with him. Contradict me, if you canl].
After this scene the duel between the possessor of the logps and the
Tepresentaiive of life teaches ifs climax. Sentences and images are
Juxtaposed. “Frasi! Frasi! Come se nion fosse il conforto di tutti, davanti
a un fatto che non si spiega, davanti a un male che ¢i consuma, trovare
una parola che non dice nulla, e in cui ¢ si acquetal” (64) [Phyases!
Fhrases! As if they were not ayone’s consolation, before a fact that
cannot be explained, before an evil that safs us up, to find a word
that says nothing, but that calms us!] It is the Father of the logos who
reveals his weakness, thus admitting his own defeat. The “frasi do
not explain; they console, Alude. Is it ot then more courageous and
hemest [o represent without words the tragedy of life, or to throw
those words like stones one after the other without any hypocritical
attempt to impose upon them a form or a meaning? ‘La camera ... qua
la vetrina def mantell; 12 it divano-letto; la specchiera; un paraventn
... quel tavoline di mogano con la busta cilestrina delle cento lire’ fB63)
[The raom ... here the shop-window with the cloaks; there, the sleeping
sofa; the mirrer; a screen; and before the window, that little mahngany
table with the pale blue envelope and inside the one Fundred lire.]
The language of the Stepdaughter shows a great use of parataxis, a
syntactical device that places elements one next to the other without
pretension of systematizing them or making serse out of them, By
contrast, the philesophical language of the Father is characterized by
syntactical connections that point to the cohetent construction of his
-discourse and to its logical meandng. But "CQui nom 31 narral Crii non s
-narral” {65) (Thers is no place for narrative herel], she insists. It is at
'this peint that the Pather must confess his defeat, since, as he himself
-admits soon after, ‘& tutto qui il male, nelle parolel’ (85) [words are
the cause of all evil], those words to which each of us attributes our
“own value and meaning and that can hold vou forever in a mask in
“which you cannot recognire yoursel. Fe who corstantly underlines
the evil of words cannot but continue to rely heavily on them. It is
precisely this paradox represented by the Father, that explains the
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Stepdaughter’s ferocious sarcasm. Away with words! Let’s then live
the scene cm stage. Away with narrative! Let's create dramal
From the start the Father appears as the true author of the drama,
whoge script he seems to control. He had marmied a simple, humble
woman precisely because she was simple and humble. Tn fact, he states
that he loved those fetninine virtues. SHll by his decision, the zon was
gent to be raised in the country away from his mother, who had no
gay in this decision and whe, according to her husband's judgment,
was oo weak to raise Rimn herself. Tt i sti]] he who, when he realized
that there was understanding and affection between his wife and his
secretary, fited the man and encouraged his wife to leave with him,
Even when the two were away, he continued to control their lives. He
iz husband, father, owner, creator of the life of the others. The logical
and dialogical ability of this character is so overpowering that he takes
over his audience, and with the strength of his argimments makes us
deviate our attention from the real drama of the play: the ancestral
struggle between man and woman, between the father of the logos
and the object of it. This is where the greatness of the drama lies -
in the power of the male logos that takes possession and centrol of
the audience, The Stepdaughter, as antagonist, therefore, has a very
difficult task because she starts from a position of weakness and lack
of recognition. The Father and the Caporomico, another auctorial and
authoritative figure, try to shut her up. She dees not appear as an
sppealing character; she is too provocative, aggressive, sarcastic, and
worse of all, too impudent. Yet she slowly succeeds in undermining the
power of the Father by disseminating throughout the play the elements
of the feminine dissersion. These elements progressively rupture the

logical plot of the father-author and lead her to her final liberation. In
the end, in fact, she alone succeeds in tearing herself away from the

creation of the Father by physically leaving the scenic space.

Tt is after the Father’s first long philosophical monologue that the
Stepdaughter openly assumes the role of the challenger. She begins by
appropriating an offensive feminine stereolype created by man, which.
the Father had used to justify the weakness of his flesh. La donna,
infatti,” he had said previously, using the same words as in the story’
‘La trappola’ ["The trap,” 1912], ‘com’®? Ci guarda, aizzosa, invifante:
La affersi! Appena stretta, chiude subite gli occhi. B il segno della sud

Iy

dedizione, 11 segno con cud dice all'womo: “Accecati, io son cieca!
(1) [How is woman, in fact? She looks at us provoking, iviting yo
grab her. As soon as you have her in your hold, she closes her eve
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It is the sign of her total submission — the sign with which she savs
to the man: “Blind yourself, as [ mvself am blind!]. The Stepdaught:er
openly rebels against this offensive statement that sees woman first
as & demonic temptress who entraps the unfortunate man, then as an
ohject of consumption and finally as a wild beast that once caught
bj.r‘ the hunter abandons herself to his ownership. ‘E quando non I
rlh%ucle pit? Quando non sente pit il bisogno di nascondere a se stessa,
chindende gli occhi, il rosso della sua vergogna,’ - another cowardly
., weapon used to keep her under control with the myth of purity — ‘e
Invece vede, con occhi orma aridi e impasaibil, quello dell'uomo, che
'+ pure senzamore 5'¢ accecato?’ (71) [And when she no longer closes
. them? And when she no longer fecls the need to hide her shame to
herself, and instead, sees with eyes by now dry and itmpassive, the
sharne of the man who without love Blinded himself?]

Weman has finally opened her eves, eves that man has desired and
forced to be shut for centuries, and she uses them now to vmmask the
hypocrisy, the power politics, the ‘schifo &i tutte codeste complicazion]
intellettuall, di tutta codesta filosofia che scopre la bestia e poi la
vual salvare’ (71) [disgust of all these imtellectna) cormplications, of
all this philosophy that at first reveals the beast and then wants to
save it]. What pours out of this invective is indignation about and the
resentment against all this philosophy by which woman has been held
on & leash and forbidden to open her eyes. The rationalization of life
performed by man, the attempt to find reasons and causes, puts out
‘the vital flame within him. It is in the name of this vital flame that the
Stepdaughter fizhts her battle, in order to usurp fhe power from the
fogos. In fact, after her awn father's death, she re-enters her stepfather’s
house (together with her mother, little brother, and sister) as padrong
‘openly challenging the Father on his territory. His atterpts to take the
word away from her and shut her up fail, and she brings her battle
to a targer ground, turning her weapons even against the author and
the Capocomico. The latter, in fact, after having followed with serious
interest the advice of the Father in the organization of the seene to be
atted, resents the Stepdaughter’s attempts to do the same. ‘Oh guarda!
Ma insemna, dirvige lel o dirigo o7’ (89} [Well, look! Are vou directing
or am I7] And for daring so much she carmot but be labelled as ‘“Tnale.
ducata’ and ‘presuntuosa’ (95) [ill-mannered and prasumptucnas] by
the male Capocomico. With a typical male-dominant speech, he tries
16 intmidate the Stepdaughter by fercing her into the sterectypes of
female behaviour. ‘Bisogna che lef si contenga, signorina. E creda,
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nel suo atesso interesse; perché pud anche fare una cattiva impres-
slone, glielo avverto, tutta codesta furia dilaniatrice, codesto disgusto
esasperate’ (58) [Young lady, vou must contrel vourself. And balieve
me, in your own interest, I warn you, because all this destructive
fury, all this exasperated contempt can really make a bad inpression].
Apgressive behaviour is not proper for a woman.

Alone in her struggle, the Stepdaughter is well aware of the male
plots that Tv to deny her the drama, to silence her voire. “Chiello che
& possibile sulla scena ve lo giete combinato insieme tutt e due, di 14,
grazie! Lo capisco benel” (7) [You two have decided back there, what
i% suitable for the stage, thanks a lot! I understand]. But, she states,
Mon o sto! non <f skt [1 will not give in!). From now on she does
the directing: she tells the Mother to scream at the right moment; in
act 2, she gives instructions to the Capocomico, who continues to rebel
against such gbuses of power; and finally she takes info her hands the
lives of all the other characters. She shows affection and tenderness
only for the Little Girl, the innocent victim of a logic of power that
gacrifices her to the legitimacy of the male Som. It is not by chance, in
fact, that the Stepdaughter insists on the representation of yet another
feminine sacrifice, which must, therefore, take place on stage, under
the eyes of all

The rhallenge of the Stepdaughter reaches its climax in the last
act, in the scene where the father of fathers, the author himself, who
gave life to the six characters, is called into question. It is once more
the Father who beging the narration of their visits to their author in

crder to convinee him to give their life a seende space. His narration

is interrupted and taken up by the Stepdaughter, who thus takes pos-
gegsion of the word of the Father, that same word with which all the
characters, but she in particular, would temnpt their author o has study.

‘Che scene, che andavamo a proporgli! — Io, io lo tentavo pin di tutf!’
(106) [Which scenes we would propose to him! And 1, I tempted him

more than all the others!] The challenge between Stepdaughter and
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and tries to usurp his place? ‘Ma che' Se egli stesso m'ha voluta cosil’
[106}1 [But what are vou talking ahout! If he himself wanted me to
be like this!). The father of the logos is fully aware of his limnifations
;nd CIEE‘LEILF 59153 tl;i impagse in which he is caught, Escaping it will

& possible only through humour and i i
be possl ¥ & the provoking laughter of kis

: ILaughter i language, it is signifying gesture, in the sense given
to it by Merleau-Ponty, just as are silence, seream, and crye. They are
expressions of a feminine language that, as Luciana Martinelli writes
shatters the orderly and rational male discourse.Z Man, who through-
out the centuries has become used to building stable truths and points
of r:lafemnce, can ne lenger funetion when this ably comstructed ground
be_gms to shake under his feet. Femninine discourse precisely perforeme
this task, in order to vindicate the language of sexual difference tha;
woinan had been deried for centuries by man who has held exclusive
power over language,

The second play of the trilogy, Cirscunn 2 sup modo [Erch in His O
Way, 1924), begins with a brief discussion by two men - a young and
an old ore ~ about the need to know more facts in order to build
-sir:imger opinions. As they are speaking, two Young Ladies enter and
their conversation, sigraficantly placed just after that of the fwo mer
presents itself from the start as & counter-discourse on the ll‘rlguistié
2s well as on the philosophical level. The two men, who are locking
for the fruth sbout the mysterigus Delia Morello, construct their sen-
tences with subordinate clauses logically woven together. Their dis-
russion has the characteristics of a philosophical dialogue, where gach
Speaker is careful not to be caught making contradictory statemnents.
The women (La Prima and ['Altra), instead, construct their discourse
by parataxis, and from the beginning they disclaim any certain knawl-
edge. As they enter the stage we realize fj.'lE}-’ have been talking about a
man, probably the lover of La Prima, who has left. L'Altra must have
et him and has probably expressed her impression of him to her

Father becomes the challenge between daughter and author. Might
not the author's refigal to give them life have been prompted by the
hubmis of the daughter? It is the Father, as personification of authority,
wha suggests this hypothesis. ‘Ma forse & stato per causa tua: appuzio
per codeste tue troppe Insistenze, per le troppe incontinenze!” (108)
[But maybe it was because of you, for these too many demands of
yours, for vour intemperance!] Is Pirandello trying to confess that the
father-muthor denies Kfe to the character who challenges his authority

friend who now becomes verv excited. Ma non 2 niente pitt ckie una

:'_ii%a impressione, bada! [But it is nothing more than an itnpression of
mine, bewarel] cautions ['Altra, ‘Mi parve cosi®
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that without words took place between them, ‘Non doveve lasciatlo
partive. Ah, il cuore me lo direval Gli tenni la manc fing alla porta.
Fra gia lontane dun passo fuori della porta e ancora gli teneve la
mane. Ci eravamo baciati, lasciati, ed esse no. le nostre mani non s
volevano staccare. Rientrando, caddi come rotta dal planto.” {128) [I
should mot have let him go. Ah, my heart was telling me not to! I held
his hand unti} the last minute. He was already out of the door and
I was still holding his hand. We had kissed, we had left each other,
and our hands, ne, they did not want to separate. Going back in, [ fell,
overwhelmed by sobs.] It is the language of the body that speaks here,
for the message is uniranslatable through verbal language. It could
even be argued that the separation of the two lovers was reached by
logical arguments that, as it clearly appears here, had falsified, even
viclated their true feelings. [t is stll La Prima who reaches this con-
clusion when she comments on her lover's silence with such revealing
words: ‘Bh, perché lui lo sa! Lo sa quanto male ci facclamo per questo
maledetto bisogne di parlare.” (129) [Because he knows; he knows how
much we hart each ofher with this darned need of talking.]

Why did these two levers break off? What brought about the end of
their relationship? Certainly it was not the end of their love; probably
it was the mufable nature of the wontan, her lack of a fixed identity,
the impossibility, therefore, to be the solid possession of her man. °E
eomme zono? Nom lo so pit! 13 ghiro che non o so pitt! Tutto mebile,
Iabile, serza peso ... Che angoscial E continuamente mi nascondo la
faccia, davanti a me stessa, tanto mi vergogno a vedermi cambiare!
(129} [And how am 17 I no longer know it! I swear, I do not know i
any more! Evervthing is unstable, weightless ... What anxietyl And I
amn constantly covering up my face, before myself, feeling shameful
for seeing myvself rhange so!] Although at first sight this cutpouring
could be taken as the confession of woman's flighty nature, thus con-
firming the phrase that someone unknown had uttered shortly before,
~ ‘Te donne, come 1 sogni, non song mal come tu le worresti,” {129}
[Women, like dreams, are never as you would want ther.] — it should
be taken, instead, together with this phrase, as the foreshadowing of
the existential drama that will take place shortly: a drama of identity,
not anly of woman's identity, as feminist criticism genetally sees I,

but of anyone’s identity. La Prima feels shame about her fleeting self .
only because she has been defined and judged by men’s hypocritical .
meralism and artificial Tules of coherence and comsistence, In order .
to contral and know women, man must ingeribe them in a limnited”
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space and force them to remain there forever. But true life cannot
stand such constrictions; it constantly moves, changes without any
Eardex ot criterion. Woman is courageous enough mot onle to admit
it _thec:-reﬁcall}r, as the male characters do, but also to li:.re by this
principle. Delia Morello possesses this courage of admitting and Hvin
her owwn fleeting essence. &
True daughter of Signora Ponza, Delia Morelio has galvanized
around herself the curiosity of an entire city. It is Diego, the raisom-
neur of the play, who tells us at the start ‘Ma 1o 22 lef sigmora mia
che da una ventina & giorni non si fa altte che discutere di Delis:
Mmeljlo? 5e ne dicen di cotte e di erude, in tutti 1 ritrovi, salott, caffe
redazioni di giornali.” (132) [But do you know, my dear lady, tﬂat thé
whole town has been talking about Delia MoreHo for the last three
weeks? She is the object of evervone™s corversation, everywhere, at
clubs, cafés, even in the newspapers.] We ave, therefore, warned 1—1;51-11':
awey against the cruelty of people’s curiosity, their gossiping, judging
interpreting other people’s lives. The mare mysterious the other is, the
less comfortable they feel, and the stronger the urge is to trap the orﬂler
intoa ret of meanings. ‘E un’ attrice . Euna pazza’ [She is an artress
... Ghe is a madwoman).* But Lrego trigs to explain: 'E di quelle denne
fatte a caso, setnpre fuori di 8¢, fuggiasche.” (124) [She is one of those
women made by chance, constantly beside themselves, always feeting
from something.] He immediately lets the audience know that Delia
. 15 certainly not the traditional femwe fatale, comscious and proud of
- her feminine power. She is  victim of her nature, or better, she hag
- always followed her nature, refusing to conform herself fo ;-he fixed
roles others wished to impose om her; and ‘se male ha fatto asli altri
:unElla_ disgraziata, il piti gran male I'ha fatto SEMpre a 8¢ stessa. (134)
[if she has hurt anyone, the greatest hurt she has done to herself)] The
- 8ame raisonnenr who criticizes the town's curiosity, plaring himself in
; the privileged position of telerance and respect, s éubﬂ}- delivering his
- Lc:ngwledge and superior judgmment about the absurdity and violence
~of judging,
_ At the arrival of Doro, the defender of Delia Morello againat Fran-
500 Savio i the discussion of the previous night, we witness the
firat coup de scne. Doro is once more outraged at the cruel and abusive
alk that everybody is now engaged in concerring his discussion with
ranceded Savio. People must invent explanations to justify actions
they do not understand. If Doro has defended Delia Morelio, whom
vervbody, and Francesco Savio in particular, is accusing, 1fhen hae
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rrwist be madly in fove with her. His mother is beside herself, worrying
about her poor son captured in the trap of this dangetous sorcerass,
and arxiously awaits a reassuring word from him. But words are
not reassuring, Doro warns, they are powerful and dangerous tools,
Explaining his behaviour of the night before — because we always need
and dernand explanations — he says his words were not uttered a3 a
defence of Delia Morello — the first, unjustified interpretation made of
his intervention — but to combat an opinion expressed by Francesco
Savio that seemed wrong to him. The real objectives of Doro’s fight
are the violence and the dictatorial nature of people’s beliefs, and
he also warns, just as Diego had done before, against the danger of
words. Doro realizes, in fact that in his discussion, he might have
gaid un cumule di sciocchesze! Chello che ho detto nom Io sol Una
parola tira I'altral’ (136) [a pile of nomsense! T don't know what I said.
A word drags out the other) He is irritated, not for having being
misunderstood, as his mother suggests, but ‘per le esagerazioni a cui
mi sono lasciato andare vedendo bestialmente incoenato su certe false
argomentaziond Francesco Savio, il quale poi - 51 « aveva ragione Iui,
sostatzialmente,” (1236) [for the exaggerations 1 let corme out of oy
mouth, only out of spite, when [ saw Francesco Savio so stubbornly
fixed in some false arpuments — and he was right, after all.] Words are
dangerous because they can take over the speaker's intentions and lead

him astray. Corrupted by the power of the loges, man canpot restrain

himself from intervening in the fight against “false argomentazioni’

[false arguments] even when they have nothing to do with reality.-
Two proud men are battling on the male ground of logic for an abstract:

victory that has fost sight of the frue issue.

The readers and the audience of the play know Delia Morello only’
through what they have heard up to now, and the opinions expressed:
have been contradictery. She has been present only as an absence;

literally as well as figuaratively, Her appearance on stage brings abou

the second coup de scéne, snother humorist twist. Delia arrives at the:

Palegari’s residence to thank Dorg; but not, as everyone immediatal
assumes, for his defence of her. ‘Nol credete per la difesa che ave
fatto di me? Che volete che m'importi di difese, di offese! — Mi dilans
da me — La mia gratitudine & per quello che avete pensato, sentito;
nort perché Vabbiate gridato In faccia agli alril’ {144) [What could

care about defences or offences. 1 tear myself to pieces all the time

My gratitude is for what you thought and felt, and not because ¥
sheasted it in others’ faces!] The first characteristic that strilees us in fhi
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emational speech is Delia’s total indifference to people’s opinions, an
indifference that places her in a whelly different sphere from anV::me
else. She appears immediately as the strangest of the charscters. She
Is grateful to Doro because she has recogrized herself in his words, Iz
Doro then right in his opiniens? ‘Giusto o mgiusto — non miimport;a' ’
she comuments, E che mi sono riconosciuta, capite, “Heonosciuta® 1;1
tutta quello che avete detto di me, appena me I'hanno riferito.” {144}
[Right or wrong, it does not matter fo me. What matters is that [ have
recogm_zed myself, do you understand? I have recegnized myself in
everything vou satd of me, as soon as [ heard it.] The ac]muwle&gment
of Doxo's insight into Delia’s nature undoubtedly a dramatic ColLp -
Fhvershadowa, In my opinion, the rore of her corrnent which consists
in the words ‘Giusto o ingiusto - non mimportal’ Right and wrong
are two abstractions, two concepts, words which have 1ittle to do with
; ever::‘_hanging reatity. Delia is aware of the absurdity of those labals
. akid 15 not concerned with the rightness of Doro’s comment. What she
::&w{;: 5¢ :Ii:i ; tz-oncemed with is that she has 1ecognized herself in
.' At this point it is exizemely easy for us, as reacers, to follow the
commeonplace of man's definition of woman.” Doro understands Delia
‘better than she does, and reveals her inmermost self to her, Yef, if we
:iread this part together with what follows, that is, the m’erturniné of the
Argument, we can say that this is not Pirandello’s objective. Moreover
and more Importantly, we can see that man's presumed capacity for
knowing more and understanding better than woman is a farce. That
knewledge and understanding have little to do with what is happening
is'cleat from Delia’s following remark: ‘Amice mio, vivo da stamattina
r:11 codesta vostra divinazione ... Tanto che mi domando come abbiate
potuto fare ad averla, voi che mi conoscete cost poco, in fondo; e
Thentr'io mi dibatto, soffro ~ non so — come di la da me stessal mrxne
¢ quella che io sono, debba andare sempre inseguendo, per trattenetla,
per domandarle che cosa voglia, perché soffra, per placaria, per darle
E;c:—::." [?45) My friend, since this marning 1 have been liv;ng of this
wispiration of yours ... And 1 agsk myself how vou could have had it
fice, after all, you know me so little; while 1 sf:ruggle, suffer — 1 don’i
,ltnm — & though I were beside myself! As though T were constantly
oping to find out who 1 am, to hold on to a self and understand
I_-;gt 1t wants, why it suffers.] Delia's words are not the admdssion of
ro's, and by extension of man’s, rational superierity — after al] we
e learned from him that he had said ‘un cumule di srinccheszze
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... esagerazioni’ [a bunch of foolistmess ... exaggerations]. They are
simply the recogrition of her own fleeting nature and, by extension,
of human nature as such and of the casual and precarious quality of
our insights.

The long dialogue between Doro and Delia that follows is abily
comstructed to take Teaders and audience right to a logical end, an
end that will suddenly be turned upom itself by another humorist’s
twist. Delia enacts the deconstruction of the male logss in an extremely
subtle manner. She first accepts the male interpretation of her actions
andl even shows him her gratitude for being capable of throwing his
Apaollinean light ento her sentimental #gargr, thus playing the card.
of her adversary. As Doro explains to Delia the motives behind her
actions, and the audience follows step by step the almost maleutic
procedure that brings forth Delia’s self revelation, his power suddenly
receives a mighty blow and crumbles mercilessly to the ground. Plrei
cisely at the moment when Doro is tasting his victory, commenting
sarn::a:sﬁcall}r on his oppenent’s opinions, Delia, as a perfect humorist,
suddenly sees the possibility of their truth. She, writes Pirandello,
‘tresterd per un lungo tratto in silenzio, fissa a guardare innafnz.j. a *4-_'
... infine dira aprendo desoldtamente le braccial: E chi sa, amico mic,
ch'io non I'abbia fatte veramente per questa?’(130] f(she will remain
silent for a while, staring immobile at a point in the distance ... Finally,
opening her arms in deselation, she will say): And who k;uws, my
friend, whether those were not the real reasens?] The curtain falls en
this paradoxical impasse: that Delia at the same tine is and is not
what Dare thinks she is. The paradox of life shatters the myth of logic
and coherence to which the holder of the logos had tried to nail his
BrguInenis. N :

The first [nfermezzo corale presents us with five critics who argue
among one another about the meaning of the first act. Arguments
rup also through the crowd of spectators whom Pirandello divides
into ‘Favorevol and ‘Confrari’ [Favoursble and Opposed]. Voices are
heard from various groups. Mi sai dire in c¢he consiste quest’atto? -
Oh bella! E se non volesse comsistere? Se volesse dimostzare appunto
Vinconsistenza delle opinioni, dei senfimentit’ {158 [{Can vou te];l me
what the meaning of this first act is? — What a guestion! “md if its
meaning were precisely to show the inconsistency of meanings, of
opinions?] It is not by chance that Pirandello chose the verb consistere
where he might have expressed the same idea with a verb zuch as signi-
ficare. The spectator is, in fact, asking, “what does the act mean?’ but
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consistere has an ambigieons cormedation, very televant in Pirandello’s
philosophy as expressed by Hinkfusz in the quotation cited earlier in
this essay. Comsisters expresses permanence, form, fbdty — that which
human beings need in order {o function, but which, paradoxically, also
killz life by stopping, organizing, and cataloguing it. So the hypothesis
expressed by ‘Quello che spicea’ [the spectator who stands cut with his
comunents] represents the core of Pirandelle’s philosophy. The same
speaker also makes the central statement in the ‘Infermezzo coraje.”.
Inn the chaos and confusion of plot and characters the rmly thing
that evervbody seems to agree om is the truth of the woman, the
character of Delia Morello, Puble and eritics don't understand her:
they are divided in their interpretations of her acHoms, vet they all
feel and are convinced that il drapama perd & vive, vive nella donna.
Questo 2 irmegabile! Lo dicoms tuttl’ (13%) [the true living drama is
in the woman. This cannot be denfed! Everybody agrees.] as ‘Cuello
¢he spicca’ remarks. And to the objection of one of the less insightful
gpectatorg: a va’ Il Se 2 tutta una matassa arruffata di contrad-
dizioni!’ (159} [But what are vou falking about? Can't you ses she is
a messv bundle of contradictions?], we add: Precisely! Delia Merello
is abive and true precisely because she is a bundle of contradictions
that carmot be disentangled despite 4l the ferocious attempts that mate
reason undertakes. Thus, the act and the whele play consizt and have
their meaning in the character of Delia Morelle — in a character that
Tepresents the constant movement between flux and consistency. The
logician, whe ‘a furia di scavare’ [by digging] reduces his soul ‘a una
tana di talpa’ (to a mole's hole] (172} hag killed every spark of life
in himself, and Diego knows it well. This is why he admires and

- respects Delia. As Tuciana Martinelli convincingly argued, speaking

about other ferinine characters, Delia is the ‘magic mirror’ that forees
men to see their own hidden and repressed selves. She is the force
that we met in the powerful page of L'umorisme and that Diego here
appropriates in cme of his more dramatic speeches; she i3 the force
that tears down dams, banks, buildings — constructions into which we
charmel the forrential flux of our life — and that Serafino Gubbio calls
‘la metafora di noi stessi™ {the metaphor of ourselves]. Diego’s speech,
in fact, is the same Serafino used for Aldo Nuti, whose metaphor of
himself had become, in the hands of Varia Nestoroff, um giocatiolo ..
un pagliaccetto’” [a toy ... a furmy doll} to be taken apart.

As the legitimate offspring of Varia - by nature, if not by name -
Delia too with her vital force has succeeded in tearing away from men
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that little clown, “che ti fabbrichi con Vinterpretazione fittizia dei fuol
atti = dei tuci semfimentd, & ... che non ha nulla a che vedere con cid
che se1 0 pugi essere veramente, con cié che & in te e che fu non sal,
e che & un dic terribile, bada, se ti opponi ad esso, ma che diventa
gubito pietoso d'ogni tua colpa se Pabbandoni & nom 8 vuoi scusare’
(176) [that vou build with the false interpretation of your actions and
feelings, and ... that has nothing to do with what you really are or can
be, with what 13 inside vou that you don’t know, and that is a terrible
god, T warn you, if you oppose him, but he becomes a compassionate
one if vou let yourself go and do not try to excuse yourself]. Diego, the
rafsonmeur, admires the woman whi has the courage to destroy all those
‘pagliaccetti’; he respects the honesty that makes her act and speak
in confrasting ways, without attempting te justify her incoherence.
He admires her open acceptance of incoherence and inconsistency as
basie characteristes of human natare. He praises her life, one that
does not accept the hypoorisy of our fake comstructions, but unfolds
spontaneousky.

Women have this courage, a courage that men lack because cen-
turies of rafomalisim have derded value to the irrational Men cannot
zbandon themnselves to the irrational side because ‘gquest’abbandeno ci
gembra un “negarci,” cosa indegma di un uwomo; & sard sempre codl,
finché crediamo che |"umanita consista nella cost detfa cosclenza - o nel
coraggio che abbiamo mostrato una volta, invece che nella paura che
ci ha consigliato tante volte d'esser pradenti’ (176} {this letting cneself
g0 seerns ta us a process of self-negation, something unworthy of a
man; and it will always be like this as long as we believe that humanity
consists in what we call conscience — or in the courage we had shown
cnce, rather than in the fear that has advised us so many times to be

prudent].

The fact that it is once more a male character who exposes man's :
hypocrisy and so eloquently presents the case should not be inter-
preted, I would like fo argus, as a sign of man’s intellectual superi-
ority, but enly as a congequence of man's linguistic habits, The same *
¢laborate language that man adopts to impose coherence onto the chaos
of existence and to bufld systems, is here used to bring out his own
Limitatiors. Worman already knows it; she does not need. the narcissistic
satisfaction of listening to her own presumptuous voice. She knows
well the limitations and the risks of such discourse. With the exception
of one scene in act 1, Della, who provokes the events and the plot, is
constantly present in the others’ discourse but is absent from the stage:
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Her absence snd her mystery, accepted with difficulty by the people
around het, prompt all the speeches about her and the atternpts at
defining her, as happened in Cosi 2 (s o parel. Yet it is not so much the
rystery of woman ~ the mystery of female sexuality — that intrigues
Pirandello, but woman as truer to life. If the mysterious characters are
always women, the reason is ondy in part Pirandelle's fascination with
and curiosity for woman's sexuality. A more mnportant reason, I argus,
is that worman is the pexfect character to represent the alogical nature
of life, since she is a being that does not construct herself as mmch
as man. Delia, In fact, grew up in the country and suffered when
she moved to the city “fra tutto queste finto, fra tutto questo falso,
che diventa sempre piny finto e pi falso’ {1471 {in the midst of all
this falseness, all this fictiticusness, that becomes sver falser and more
fictitious]. Her speech exposes the objectifications of women by tmen,
and their total lack of understanding. Men construct women as they
wish them to be, just as they build houses and cities, never tl'u.nkmg
or caring about their frue needs and feelings, as Delia tells Doro.

Delia represents life in its fleeting and absurd essence. She Iepresents
. the zebellion against man's violence that wants to possess her by force,

because he does mot understand her, and so fears her. She rebels

againat those who want to constrain her in the role of wife, whore,

or muse and refuses any role. Even the sculptor Giacomo La Vela, like
. Sitio with Tuada, wants possession. This desire for possession, though

-sublimated through the artistic creation, still reveals an inabilitv to
accept difference, to understand woman; it reveals orce more the
necessity to imprison her in a familiar form. But this weman does
not accept the game of reason; she flees the fixity of form in which
man wants to enclose her, thus showing her power as life. It is not
by chance that the best role to express such a message is that of the
actress. Delia Morello, offspring of Varia Nestoroff, another actress,
will develep in the character of Denata Genzi In Trowirst Donata
succeeds in escaping from all roles in which patriarchal reason wants
to inscribe her, flesing society, not in erder to be dissolved in nature
{as Moscarda does at the end of Uno, wessing ¢ centonmla (Orte, Nobody
and One Hiundred Thousand, 1923-6]) but in order to live, pamdoxicall}:,
the only possible true life, in the world of art. Only there she will be
zble to make herself what she wants, and be one and ope hurndred
thousand, remaining thus faithful fo that protean and fleeting essence
she represents.”
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The actress will therefore become the perfect metaphor for life. At
the end of the play, Donata says: “Vere & soltanto che bisogna crearsi,
creaze! E allora soltanto, ci si trova.™ [The only truth is that we must
create curselves, and create! And only then we can find ourselves.]
Women are aware of the precariousness of their constructions, and
accept it. Mer, on the other hand, insist on coherence, permanence,
and stability; these categories have no part in the incoherent, mutable,
and chaotic life. Man is the victim of a tradition that had placed his
worth and essence precisely in his skill as a builder of stable and
eternal truths. The play Trovarsi represents woman's open admdssion
and acceptance of life as a constant construction of infinite masks.

After Pirandello’s encounter with Marta, woman was to become
protagonist of all his plays; woman as giver of life, woman as living
force and energy, wornan as art. ‘Tl mistero d'ognd nascita artistea & i1
mistero stesso d'ogni nascita naturale,” Pirandello writes in 1334, ‘non
¢osa che si possa fabbricare ma che deve naturalmente nascers, nom a
caso e tanto menoe a capriccio degli scrittori ... ma anzi obbedientissima
alle sue inderogabili leggi vitali™ [The mystery of an artistic birth is
the same as that of a natural birth ... not something that one can cen-
struct, but something that must come to life naturally, not by chance
or by the artist’s caprice ... but obedient to the unbreakable laws of
life]. With Marta Abba lending her body and soul to his characters,
Pirandello was to succeed in defeating the philosophical discourse of
the male logos and ascertaining woman's positive foree in the world.
In a letter wiitter to her from Nettuno in the summer 1928, frving to
coraole ket for her aches and tiredness, Firandello wrote: ‘believe me,
#ll your suffering — ... all the pains that seem fo be coming from the
body but are nof, pains of which no physician will ever find the cause -
have on the contrary their root in this: that they are Life, all the Life that
is im you, afl the possibilities of being that are in you and live in vou,
without vou even realizing it."" But Pirandello did. The only salvation
for man after the crigis of reagon will come from woman. In the end
womar is alse the embodiment of the three myths that remain after
the dissolution of all false values, La Spera, Sara, and lse represent
the etermal and absolute values of maternity, natural relgion, and art,
which, though mythical, are by Pirandello identified with the power
of the feminine.”” That power he, as a true androgynous artist, felt in
himself, and expressed in a splendid metaphor, "The sea is immense
and alwavs restless; the wave hurns into itself, breaks out rumbling

and then sucks itself again inte a whirlpool, te start over once more .
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turming into itself, without pause .. 1, who possess in my soul 5o many
of its awirling waves, always knew!™
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1 Karen Horney, Femuinine Payeholopy (Mew York: Novton, 19678 The (dea
of man’s enwy and dread of wornan was further developed by Adrienne
Rich in if Wantan Barn (New York: Norton, 1976). The beginning of
the present essay was incorporated and expanded in the introduction of
v ook, Pirandelie and His Muser The Plays for Mavta Abba [Gaivsville:
University Press of Flarida, 1944

2 Hannah Arendt, The Life G the Mind (San Diegor Harcourt Brace
Jowanavich, 1578), 10

3 Heélene Cixous and Cathering Clément, The Newly Born Woman, trans. B
Wing (Minneapolis: Minnesota University Press, 1986). 83, The book was
eriginally published iz French under the title Li jenoe née (Paris: Undon
Général d'Editions, 1975).

< Lecnardo Seiascia, ‘Firandello e la Siiliz,” in Overe, 3 vols. (Milan:
Bompiani, 1991}, wol. 3: 1038,

5 1 am unaware of any study that has considered Antonietta’s madness
as possibly provoked by fer husband, Long passages from Pirandello’s
letters to his fiancée ere quoted by Gaspare Giudice in his important
bipgraphy Luigt Pirgndello (Turin: GTET, 1963), 165-75.

& As Jean-Michel Gardaiz remarked, ‘Mon salo Pirandello 2 1o scritbore

ci una Sicilia frendianamente fallocentrica ... & anche uno splendida

scrittore della fernrninilith ... Una femminilith concepita, o piuttosto

fantasticata come trasparenza, ossia rifiute della maschera e di qualsiasi

“parte”’ [Not only is Pirandelle the writer of 4 phaliocentric Sicily — as

Freud would define it ... heis also the writer of femininity .. a femininity

which is canceived, or rather faniasized, as transparency, that & as a

refusal of the mask and of any ‘Tole.] See 1) giveo delle partl: maschile

& fermmirile,” in La persong well opers 41 Pirandelle {Milar: Mursia, 30009,

117-15. In the course of this essay I hope to demonstrate how the abave

statement coincides with its oppasite. The refusal of any mask will in the

end coincide with the acceptance of all masks.

Maggie Gunskerg, Pateiyecha! Represoiations: Gender and Disconrse in

Pirgandela’s Theater {Onfoed: Berg, 1594), 24,

& Luigl Firanslello, Musckers nude (1958 Milan: Mondadori, 19783, 1:306.

~ Unless atherwise stated, the English translations are mine.

9 Gunsbarg, Patrievchal Represetations, 114,

-
’



136 Traniela Bini

10 Thid., 41.
11 Crisi delle ragiane is the title of the book edifed by Gargani {Turin:

Eimaudi, 1979). In it, he states fhat the rigid and objective logical and
linguistic structures we have emplaved for centuries to unclerstand
reality "have instead drained it of its blood. They have cancelled the
unique condition of empirical existence that consists in its irreducibitity
tn logical-comceptual schemes” (. 13).

12 Rasella Prezzo, ‘1l filosofo e il fantasma del ferminile,” Aud ol 3P0
(May—August 19801 79, Prezze here quotes Lévinas.

13 Carlo Sini, 1 silenzio ¢ lg pavolz {Genoa: Marietti, 196%), 23, In his book Sind
does not discuss ferminist thought, but, using MerleawFonty, Heldegger,
and Peirce, he develops a discourse that is very close to that of ferrdnism.

14 Dioting: I} pensizro della differenze sessvale (1987; Milan: La Tartaruga,
15904, 25, For the hiclogical studies, see the sssay by Sandra Witelson
‘Les différences sexuelles dans la neurclogie de la cognition: mplications
psychologiques, sociales, éducatives et cliniques,” in Evelyn Sulletct,
ad., Le Eait Fewinin (Paris: Fayard, 1578), 287-303. For an extensive
Bibliography on the topic, see Mary Ritchie Key, Male/Female Language.
With & Comprerersive Bibliography (Metuchen, N Searecrone Press, 19735)
and the volume Dictime mentioned earlier.

15 "This analysis is developed in Disfima, 26. The various authors Wi
wrote this first chapter fallow the ideas expressed by Heéline Ciwous
and Cathering Clément in La jeune née and by Julia Kristeva in Desire in
Language {MNew York: Columbia University Press, 1980}

16 Prezzo, ‘Il filosofo e il fantasma,” 83

17 There is an interesting, new reading of the play in Lucierne Kroha's
‘Behing the Veil: A Freudian Reading of Pirandello’s Cost & (se o parei,
in The Yenrback of the Society for Pirandello Studies, 12 (1952) 125, Kroha
sees the core of the play not in the staternent of the relativity of truth,
but in the disguising of it. Using Freud’s 1925 essay, ‘Negation,” and its

elaboration, made for literary analysis by Francesca (rlande, Kroha argues
that the philosophical aspects of the play are a defence, a “copertura’ that

tries to hide the real core of the issue, which is that of sexual sbuse and
passibly incest.

18 Mary Ann Wilt, Modes of parration in Sel persoraysd,” In Firandeilo; Poption

e presenza (Rome: Bulzond, 19587), 60715
16 Luigi Pirandello, Stggi, poesie scritti tarit {Milan: Mondadori, 19600, 1266,
20 The Stepdaughter’s disrupting function is slso underlined by Rifa
Vordirame, who reads her through Freud. She Is hysateric, Verdiratme
commerts, and ‘hysteria is connected with the Oedipus complex of the

Enacting the Disselution of the Self 187

¢hild and therefore with the fraumna ... of discovering sexual difference
an_d the violation of the incest taboo.” Finzione, msslz;mzz'one e rizolta: ’
L'immagine femmimile nella letteratura dell Ctocento (Ermas Fapiro Editrlioe
19300), 107. According to Gunsberg's interesting reading of the play, its I
aim, instead, is ‘to reinforce the traditional family/ gendar hierarl:h':r'
(see Patriorchal represeniations, 164). At the end of the play, in fact, only
the legitimate famnily remaine. I do not agree, howevar, with Gunsbe:é’s
defeatist interpretation of the Stepdaughter, as I hope to show in what
follows, -

21 Luigt Pirandello, Sef personaggd in ceres d'autore, in Maschere nude, 1336,
Further page references from the play are given in the text.

22 Tueiana Martinelli, Lo specchio magien. Drvmgint de! fermminile in Litfyd
Pirandeilo (Bari: Dedale, 1997), 29,

23 Pirandella, Clascuna & suo modp, in Maschere nude, 1:128, Further page
references fo the play are given in the text,

24 “Atrrice” and ‘parza’ are clearly existentfal categories that should warn
us right away about the importance of this character. On the topis of
Firandelle and madress, see: Blio Gioanola, Prrandelis It folfia (Genoa; 11
Melangolo, 1983); Giovanni R, Bussing, ‘Pirandello’s Fers-onal Experience
with Madness” in Caonadinn Journal of Ttalion Studies &, 22-23 [1983); 21-38;
Maggie Gunsherg, ‘Hysteriz as Theatre: Pirandello's Hysterival Women :
The Yearbook of the Society for Pirandello Studies 12 (19921 33-52. ’

25 In her enlightening essay ‘The Branding of Wormner: Family, Theatre and
Fernale Identity in Pirandello,” Halian Studies 45 (19500 4263, Ann Ceasar
sees the identity of Pirandelle’s female characters defined by the male
recoghition. )

26 Pirandello, Guaderni df Serafine Gubbio in Tudti { romanzi, 2 vols, Milap:
Mondadori, 1973), 3841,

27 Speaking of Varia Nestorof, in Lo speaghio magice, Martinelli writes: ‘la
professions di attrice diviene la metafora della non appartenenza a sé del
personaggie’ (130) [the profession of artress becomes the metaphor of the
character’s not-belanging ta herself]. I would like to expand this idea by
keeping in mind the last women protagonists of Firandella’s theatre. The
profession of actress then becomes the metaphor of husman life.

28 Firandello, Trooars!, in Masehiere nude, 2:065,

29 Pirandello, Sagyi, poesie scrith parsf, 1038, In one of her last letters to
Pirandella weitten from New York only two months before his death,
Marta asked him to write more about women, to areate new characters, to
enter their souls. See Marts Abba, Carp Maestro ... Lefiove a Lavigt Pirandello

ed. Pietro Frassica (Milan: Mursia, 1994), 287, '



188 Daniela Bini

30 Benito Ortolani, ed. and trans., Pirandelie’s Love Leiters R0 Marka Al
{Princeton: Princeton Usniversity Press, 1934), 21, o

31 For an extenaive and thorough study of the trilogy of myths, mterlpreted

through a Jungian reading, see Anna Meda, Bigwiche status carivo i Hers

ahigso (Raverma: Longo, 1993

Ortolani, Pirandelio’s Love Letters, 9. Pirandello is commentisg on Ibsen's

The Lady from the Sea. Marta was at that time studying the role of Elliga.

This image wili reappear in Trovarel. There, hawever, he reature of
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unaware, ark over life.

11

Regicide, Parricide, and Tyrannicide in
Il fu Mattia Pascal: Stealing from the
Father to Give to the Son

THCMAS HARRISON

Sono un germe df questuomo che non si muove pity che sono intrappolato in
QUesta tempa e non in wn atro, lo debbo a il [Iam a seed of this man whe
no longer moves; that [ am irapped In this time and no ethet { owe to himl]

" Pirandelly, ‘Tz trappals’

" Ecro gua: tutto quello che avevs rubato al padre egli lo avrebbe rimesse af
Bglivole nasciture. [There you have it evervthing he had stolen from the
father ke would restore to the expected son.)

Pirandelio, I f1 Mattia Paseal

The power of a father has been usurped, even at the cost of his life. And
the son must avenge the act This is the myth at the heart of Pirandello’s
richest novel, I fie MatHa Pascal [The Late Mat#a Pascal, 1904] and the
issue at stake in its most corumented lines. They are spoken by the
character Paleari in the form of a parable. He notes that a marionette
theatre in Rome is scheduled to perform the tragedy of Orestes, the
avenging son of Agamemnon. What would happen, Paleari wonders, if
at the very moment Orestes lifts his hand against the tyrant Aegisthus,
the paper sky above them were suddenly to rip? What would happen
is that Orestes would turm into Hamlet, he would become incapabie
of carrying out his act. The anxiety accompanying this hole in the sky
would be indinitely more unsettling than the political wromgs requiring
his attention. :
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“Tutta la differenza, signor Meis, frala fragedia antica € la moderna
consiste in cid, creda purer in un buce nel cielo di carta’ ["That’s the
whole difference between anclent tragedy and modern, Sighor Meis -
believe me ~ a hole torn in a paper sky’].” Paleari’s werds sum up the
moral of the tale as it has interested so many of Pirandello’s critics:
the tear in the metaphysics of life inaupurates modern art, the epoch
of the antthera, of the perplexed, self-comscious Pirandellian character,
o0 concerned with the ontological fissure to perform his everyday
duties. Yet the question may still be asked: why has Pirandelio used
an example of tyrannicide fo make his point? If he intends fo talk about
the incapacitating consequences of reflection, what need does he have
for a story about two royal soms, both cheated of their rightful patri-
mony and on the verge of carrying out the most heinous of pelitical
crimes? Iz there anvthing in the content of Paleari’s fable which helps
llurninate the crisis on the level of artistic and existential foron?

That the arswer i5 yes is suggested by the reinforcement of the regi-
¢cidal motif by another important rroyth in I fi Mattia Pascal: the story of
Oedipus. Readers such as Ferrario and Stocchi-Perticchio® have shown
several ways in which Mattia Fascal, the protagonist of Pirandello’s
nivel, is associated with the Greek hero and parricide: Pascal’s wan-
dering eve is surgically altered, leaving him virtually blind for forty
days, and his tears mix with blood on at least one occasion. Qedipus,
too, 15 the som of a slain king, pursuing the kilter. Buf unlike Chrestes
and Mamlet, Oedipus discovers that ke is the murderer, the tyrant
("Oedipus Tyrannus’) whe must punish himself for offending against
the patriarchal order. There are many other instances of tyranmical,
tyrannicidal, or parricidal behaviour in this novel: dramatic cases of
stealing another man’s property, of sleeping with his wite, of usurp-
ing his social or economic place, of struggling to restore a disrupted
family order. In Hght of these prevalent patterns, the Orestes-Hamlet
motif in Faleari’s fable appears overdetermined. Everything points in
the direction of Oedipus: a myth not of restoration (where the proper
patriarchal order is re-established following the slaying of the usurper,
as with Hamlet and Orestes), but of implacable rivalry — between
fathers and sons, and between brothers, Tt is a story similar to the one
that actually originates Orestes’ woes: the story of Atreus whe kills
the sons of Thyestes, his brother, and feeds them to their father.® In

Firandello the essence of Orestes and Flamlet is underwritten by this

other type of story, only waiting to be brought to consciousness — the

atory of a vicious and inescapable battle within the patrilinear order.
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In Pirandelic, theugh, the Oedipal story does riot name the eternal
and unchanging nature of the male unconscious as we know it from
Freudian psychology. On the contrary, it signals a change ~ in the
conscious rather than uneonscious mind. Pirandello‘s reading of Oedi-
pus signals a historical transformation in human relations by which
particide and regicide run ramgpent. What is at stake is a vision of
modernity, where (restes becomes Hamlet, and Hamlet turms into
the self-knowing Cedipus. The new age is brought about not by the
hero’s uncertainty as to what to de, but by his recognition of precissly
what he is doing, by his recognition that his regicidal behaviour has
the form of an ineluctable, historical destiry. The change, of course, is
intimately tied to the realization of which Paleari speaks: the highey
authority which once enabled humans to ve as mechanical, uncon-
scious marionettes 5 no longer intact; the ethical Jsgos dictated by
the heavens or the throme has been tomn apart. When this happens:,
ne hero can declare in the old, fyranmical way, Thus I will it No
artist or character can say, ‘This is the order (the father or truth) 1
 represent” What inspires the ¢risis, however, is political evolution. In
short, the transformation addressed by Paleari’s fable is not primarily
psychological or philosophical, but apthropological, and it pewa.defs
the poetics of this radically modernist novel.

Few readers will miss the fact that the fictional author of this au-
tobiography introduces himself as a powerless maricnette. The onlv
answer Mattia Pascal can give to friends who seek his advice, he states
in the first paragraph, is to say, ‘To mi chiamo Mattia Pascal.’ (319)
['My name is Mattia Pascal” {xi)]. He belongs to the same order of
puppets as Paleari’s Orestes and Hamlet. More interesting than this,
however, is the mock dialogue Mattia strikes up with his readers. He
imagines them assuming that this fact - that the only thing he knows
is his name, and at a certain point not even that - implies that he is an
orphan ot bastard. The ellipsis in the fourth paragraph resists naming
the shameful eondition:

Qualeuno vorra bene compiangermi {costa cosl poca), immaginande atroce
cordoglio dun disgraziato, al quale avvenga di scoprire tutt’a un tmtto che
-+ s, niente, insorruma: né padre, né madre, né come fu o come non fu. (339

isome of you may feel like pitying me (it takes so little), irmagining the horrible
suffering of @ poor wretch who suddenly discovers that ... yes, nothing, no
father, no mcther, ne past or present. (xi))
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Mattia’s crisis of identity, he imagines his readers imagining, involves
a basic confusion about his father or mether. But this reading is thor-
oughly mistaken in its grasp of the facts

Patrei qui esporre, di fatt, inun albern genealogico, I'origine e la discendenza
della mia famniglia & dimostrare come gqualments non sole he conesciuta mia
padre & ria rradre, ma e gli antenatl mied e le loro azlond in un lunge decorso

di ternpa, (31920}

[Tr fact, T could draw vou a whole family tree, with the origins and ramifi-
cations of my line, and I cold showe you that T not only knew my father and
mother, but can name my ancestors alse and recount their deeds over a long

period of time, (xil]

Put otherwise, whatever Mattia Pascal’s real problem may turn out
to be, it has nothing to de with a disruption of the natursl order of
filiation.

Or does it? Within seven pages Mattia has admitted that the crude
infuitions of readers have hit on some trath after all. "He detto troppo

* presto, in principie, che ho conosciuto mio padre. Non Ihe conosciute.
Avevo quatiranni e mezzo quand’egli mnord” (325) [ speke too soor,
at the beginning, when I said that [ had known my father. I didn’t
kenow him. I was four and a half when he died.” (7)]. Mattia’s confusion
of identity may indeed involve his father. If not, he would not even
construct his autobipgraphy in the traditional way — by spelling out the -
genealogical ground for his own identity. This ground proves absent.
The father is prematurely deceased. And that is where all the famiiy :
froubles start: ‘La sua morte quasi improvvisa fu la nostra zovina” |
(526) [‘His almost unexpected death spelled our Tuin.” {8)].

The next fact that Mattia chooses to relate is ne less significant than
the first. L'pon the death of the father, hattia’s mother entrusts another
pnany with the management of their property, a man whe, ironically,
had been treated in many wavs like a son by Mattia's father (326
#): Batta Malagna. The ‘mole,” as they call him, ends up usurping the
family fortune: ‘ci scavava soppiatto la fossa sotto 1 piledi’ (328) [he
was secretly digging the graves beneath cur feet” (9], Little by little
he divests the Pascal family of their holdings. _

Every other male intteduced in the fizst ten pages of the nove
reinforees the treacherous scenario, There is Mattia's older brother
the better-liked, hetter-dressed, better-locking Berto; the ‘dog faced

- one who appropriates — ar expropriafes -
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Mattia resents him dearly, and tries to even the scors, There is the
Fm}'s“ tutor, Pinzone [Tweezers), whose duplicity is already inscribed
in his name. ’

Mattia relates only one anecdote about Pinzone. One day the broth-
ers bribe him to take them on a country escapade instead of to church,
as theix mother had wished. The three frolic about happily, increasing
their pleasure in and by means of their secret pact. But when they come
home and Mattia's mother asks Pinzone what they did, he informs her
of every last defail. Pinzone is another back-stabbing father subsﬁ;:ute
and the boys learn to avenge themselves ‘dj quest suod ixadi:menti:
{331) ['for these acts of treachery” (12)]. Pinzone cormmands ng respect
frlf_)m‘t'hel gons. He was an authority, says Mattia, in nothing but “allit-
tera_zfmm & annomiinazioni e versi correlativi e incatenati e retrogradi di
tutti 1 peeti perdigiomi” (332) ["alliterations and puns and symmetrical
chained, retrograde verses of all time-wasting poets’ {13}, Instead 01;
teaching the auteromous functions of wards, he demonstrates how
to make each word parasitic on every other. Pinzone's cannibalizing
verses are of & piece with the male behaviour described in these open-

. ing pages - especially when we remember that Mattia and his brother

preved on the nests of birds (331; 12} that day when they should have
been confessing their sins to Gad the father. This detai] already makes
it clear that Mattia himself will offer no exception to the rule this book
is proceeding to build: the destruction of the hearth,

The last male described at the outset of this autobiography is the

- tman from whom Mattia’s father iz reported to have won his forfune:

the captain of an Englich merchant ship who, after losing all his cash
af cards, ‘sl ers anche giocato un grosso carico di zolfo imbarcato
rella lontana Sirilia per cento d'un niegoziante o Liverpool” (325)
[‘also gambled away a large cargo of sulphur he had taken om in
far-off Sicily for a merchant in Liverpool” {7)]. Even the captain js
the property of .
Mattia's father thus builds his weaith out of prr:i‘:erli}f uysurp:g(}tii;

-one man by another. To make the paternal associations even stronger
the protetype for this divested propretor of Sicilian sulphur is thm;
father of the author, Stefano Pirandello senior, the owner of & Sicilian
gulphur mine that was ruined by a flood in 1903, the year before the
- publication of II fir Mattiz Pascal. When that happened, his son Luigi
- lost both his annual allowance and the invested dowzy of his wife.

Each, barogue twist in the plot of this fiction can be traced to Mat-

"tia's efforts to expropriate the power of the prime usurper, Malagna,
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To begin with, Mattia sleeps with R.Cl{.’rl.i!dff,. the IR*.’DIII:;; ﬂ\rzi 1;}:;:: eﬂ_ji
courting. Believing that his wife Olivia is infertile, . ;gh. o
mined to have a son any way that he can, but Mattia ga i lmm oy
getting Romilda pregnant himself. Just after Malggna ecides f father
this illegitimnate child, he d{iﬁv;s t:?at gh;r; D-i: 2{158552:??@ - The
it 35 ome and the same 1 e sedu '
Egiﬁi;tl‘fvﬁrengeance, for she was originally Mattia's bEEErEeI;iildzﬁz
usurped her). Needing Romilda no longer, Malagna ¢onvine s Mot
to marty her. And here his woes double a,jnd triple, f:reg;mmgis e true
adventures he has set out to tE}l;aTiTp to this peint everything y
elv ‘fundamental.” .
ba%ﬁ%?;i?;ﬁﬂ? is Mattia with his marital arrangement that h_eb?,:iis:
on an opportunity provided by the most fortuttous 1:1>f PDEdSlwins -
currences to flee it Ore day he travels to Mcm?car a ien | wins
life's savings at roulette, and on th_e way back Eme, he reads
the newspaper that a dead rfnan in 1;1313 ;;Jeliﬁe hk;a,sis ;ir.el; 1;:0 nified as
hiattia Pascal. Mattia leaps for jov. : v T
new identity. And so he does, adepting the name o rlano Mets
irng about for a year, and eventually se_tt]mg dpw*rm in
ﬁﬂiad belenged fo a properly fgrm:fiorung_ pairmru:ig};’cﬁgc;;z
~ ot if he had succeeded In constructing ong ]mmse]:ff é::s i 12 does
not, for he is given no son by Romilda) - ther none o WO
haﬁ:;f; 1is- not the only figure in the book to suffer from a d}rsfuntf—
fiemal family. The syndrome of a deposed, absent, dead, or 1rRresE?§:};
ble fathex Iz:ervadeé the novel. Wil a:eftoézlt:cngzmz% a§0$;:m?1(345)
;a5 an artist, ‘m . ,
f‘sﬂ_’?ﬂr 3;:—‘513';;:;;1; ¥§M' (26)]. Here, too, the qullestien _;nslesmas
to the legitimacy of fhis paternal 1ﬁgure (or of tl*_me ﬂ:t?, T;mgfhﬂ;
same). As he conternplates the artist’s self-portrait, f th;aEd ot fe
wondering whether this is indeed the man w}w athered Ensam.-
‘Ora io, guardande Remilda e poi la madre, avevo pocanzl p :

;;Somig]iera al P adrel”

to think’ (26)].

The family from whom Mattia rents a room m Rome has its 0:;2
deranged or absemt father, the fheosophist}?alean, who arzstz zxﬂsm di
door with his head covered in foam and ‘aveva pute cosl,

Adesso, di fronte al ritratto di questo, non
sapevo pil che pensare.” (345-6) [‘A short while before, when ID:mkEE
thought: “She must res
flda and then at her mother, I had g e
;zf?arﬁlumﬂ” Now, with his portrait before me, I no longer knew what
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spuma, il cervello’ (435) [“whose brain was also more or less made
of foam’ (114)]. Adriana, his daughter, is continually mortified by
Paleari’s ‘follia’ {447} [‘madness’ {128]]. Her father is so oblivicus io
all matters of practical existence that he is as good as dead. Thus he is
unable to protect his daughter from the preying intentions of the sec-
ond great tyrant in the book, the soneinlaw Papiane. Accompanying
the theme of the vulnerable father is once again that of the man who
seeks to take advantage of it the intruder and usurper Fapiane, the
more powetful ‘son.’

Papiana is away in Naples when Mattia rents his room, In that short
period Mattia takes his place, adopting the functions of a surrogate
son and capturing the affections of both the father and the twa WOIMEN
living with him, Adriana and Signotina Caporale. To himself, however,
this adopted son — whe will eventually be a prospective son-in-latw —
is an obvious intruder, an mpostor of the role he assurnes:

Man mane che la famiiiarity qesceva per la considerazione e la bengvolenss
che tai dimostrava il padron d; casa, cresceva anche per me la difficolts del
trattare ... nel vedermi L, intruso in quella famiglia, con un nome falsa, eui
lineamenti alteratf, con una esistenza fittizia o quasi inconsistente. (443)

[Tharks to fhe respect and the affection shown me by the master of the house,
I rnore and mere became one of the femily; and at the same time, ey situation
became more and more dificult ... as 1 saw myself an intruder in their mdds:,
with a felse name, altered features and almost non-existert identity. {1257]

Hence there is a mirroring effect when Papiano, who is the origina)
furrogate son, the original, more vicious intruder, returns, since Fa-
piano’s own wife, Adriana’s sister, died without leaving any children
- and Papiano is now courting Adriana, If he marries her, he will not
. have to pay back his first wife's dowry that should rightfully be
refurned to the father. The stakes, once again, are an Ulegitimately
possgssed patrimarty.
. Firandello could not make his portrait of Papiang as usurper and
tyrant more explicit. When he first sees Fapiano, Mattia’s thought
" i that the ‘malanimo di quell'uomo” [‘the malevolence of fhe man’]
. would make it impossible to remain a tenant in a house ‘sy eui egli
—han c'era dubbio - voleva tiranneggiare, approfittando della debbe-
naggine del suocers.’ {466} ["where he undoubtedly wanted to act as
 fyrant, exploiting the kindliness of his father.” {143)]. The image of
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Papiamo as a father-deposing son is reinforced by other, more subtle
descriptions. By political sympathy he is a Garibaldine (a secular, pop-
ulist democrat) vet that dees not stop him from working for a marquis
who wishes to revive the Kingdom of the Twe Sicilies. Paplano thus
belongs to the enemy class of the ‘borbenico e clericale’ (463) ["Bourbaon
sympathizer and priest lover’ (142)] for whom he works — the class of
the rebellious soms, but Iike a typical schemer he dissimulates the fack,
sErving a cause he secretly wishes to overthrow.

The anly detailed portrait of Papilano immediately follows the fable
abeut the two regicidal marionettes, making the narrative function of
Paleari’s parable primarily that of introducing this treacherous man.
Indeed, Mattia transposes the termns from one situation to another:

‘E il prototipo i queste marionetts, care signor Anselmo,’ seguilsi a pensate,
wol Favete in casa, ed & il vostro indegno genero, Papiane. Chi pid 2i 1ot
page del cielo df cartapesta, basso basso, che gl sta sopra, comoda e tranquilla
dimnora di gqreel o proverbiale.” (€8]

[‘Ard the prototype of those maricnettes, my desr Signor Anselmo,” I went
an thinking, ‘is here in your house: your urworthy sorvin-law, Paplana, Wie
is more conitent than he with the paper sky, so low over his head, cerminrtable
and serene dwelling of that proverbial Ged.” (148}]

This is in fact what we will discover — that Papiane it the efficient,
Orestian regicide whe will not be distracted from his intentions by a
tear in the ski.

Mattia’s instinctive reaction to Papiano is to act as Hambet — to leave
the house ~ but later he is foreed to reconsider, largely out of sympathy
for the women. He decides to act as the avenging Orestes, to duel with
this tyrant and free the victims. Mattia has come to the defence of
women before. He rescued his mother from the wrath of his mother-
in-law; he protected Romilda from the designs of Malagna; he relieved
DOliva of her childless condition; he beat off four ruffians abusing a
prostifute in Rome (449; 128). Suddenly the Orestian rivalry looks sus-
piricusly Oedipal, as though the rnale antagonisms were secretly medi-
ated by desire for a woman. But it also smacks of the story of that self-
stvled succourer of women, Don Quixete, with whom Mathia iz also
associated.” Does Pirandello mean to suggest that this ‘Oedipal’ sce-
nario, in which men presumably vie with each other out of an uncon-
scious desire for a womarn, is inherently quixotic? The question arises
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by virtue of the fact that Mattia fails so miserably, even ridiculously, in
his Crestian scheme. Even though he is in Iove with Adriana (or per
haps primarily because of that), he is forced out of the house bv Papi-
ano. The tyrant steals his money and leaves the impostor Adriano Meis
with no legal resource. Mattia/Adriano lacks the official and social
status required for effective defence. Not sufficiently automatic a mar-
iomette, he does not possess the instruments for successful treachery.

Where Papiano and Malagna are confident Orestian schemers, Mat-
Ha is doomed to be Hamiet. His intentions throughout the book,
quixctic as they may be, are to right an order that has gone awry.
The first concrete information Matfia gives about his life consists in
the staterment “fu, per circa due anmi, non so s pitt cacciatore di topi
che guardiano di libri nella biblioteca ... (320) ['For about two vears
I'was a rat hunter, or if you prefer, custodian of books, in the library.”
(xi})]. The rats are literal cnes, conguming the municipal collection of
bocks, but symbolically they are scavengers on the patriarchal order.
They are the rats in the kingdom of Denmark, whom Hamlet, like
Odysseus and Orestes, comes home to eliminate. That ‘play within
a play’ by which Shakespeare’s prince exposes the conscience of the
king haz been dubbed "The Mousetrap.’ Later, when Mamlet stahs
the ‘imtruding fool” Polonius, he exclaims, ‘How now, a rat® The first
large rat in Il fu Mattin Paseal is Malagna, the second Papiane. The two
years that Mattia spends as a rat chaser are not simply the vears he
warks as a librarian; they are the years he spends away from home,
a time span which Pirandelo stresses more often and more clearly,
However humorous the forms it takes, the mativation of these bwo
years 15 nothing less than vengeance: against Mattia's svmbolic murder
at the hands of his wife and his mother-in-faw, who identify the poor
suicide’z body as his; against Malagna and the debtors; against such
tyrants as Papiane, the Spanish painter, and the four hooligans; against
Mattia's own impotence and contemptible physical attributes. When
Mattia shaves his beard, he notes that the little chin which starts fo
protrude “mi parve un tradimento. Ora avrei dovute portarlo scop-
erto, quel cosine ridicelo. E che naso mi aveva lasciato in eredita) E

. gquell’acchio!’ (406) ['seemed almost a piece of treachery. Now I would

have to expose if, the ridiculous Hetle thing. And what a nose he had
left to mme! And that evel’ (83)].

When Mattia’s challenge to Papiano fails, he leaves his new Elsincre
to seek vengeance in his original life where his rightful place has been
usurped not just by the dead stranger in the graveyard but also by his
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wife's new bushand, Pomine, In this, his third and last life, Maftia is
both Hamlet and Hamlet's father. A ghost returned from the dead, he
rings the new couple’s bell in the dead of might:

AMavanrai, gridando:

— Mattia Pascal! Dall'altre mondo.,

Pamino cadde a sedere per terra, con un gran tanfa, sulle natiche, le braccia
puntate indietro, gli cochd sbarzat:

— biattial Tu?!

La vedova Pescatore, accorsa ool lurme In mano, caceits uno strilio a
stmo, da partoriente. To richivsi la porta con una pedata, @ d'un Balzo le tolst

cutis-

il hame ...
- Zittal - le gridai sul muse. - Mi prendete per un fantasma davvera ? (564}

(1 moved forward, shoubing: “Vattia Pascal, From the other wotld”
Forming fell on the oot with a great thud, on his besttocks, his arms thrust

back ta sapport him, his eyes open wide,

Wiattia? Youl!

The widese Pescatare, who had run in with 2 lamp iz her hand, lat out a
ghrill scream, as if she were in labor, I kicked the door shut and with a bound
grabbed the lamp away from her . ‘Shat up!” T shouted in her face, Do you

really take me for a ghost?” [238))

The tactes of terror are deliberate, for Mattia’s purpose is to ‘piom-
har come un nibbic 14 sul nide di Pomine’ (561) ['swoop down there
like a hawk on Pomine’s nest’ {234)]. This illegitionate new union must
be fully undome, reversed by the curse of the dead. I} tuo matrimondo
s'anrmlla’ {566) [Your marriage will be anmulled’ {240}], he shrieks.

Yet in the course of this confrontation, Mattia®s resolve strangely
weakens, Instead of destroving the family altogether, he decides sim-
ply to put Romilda and Pomino into his own pesition — the uncomfort-
able, duplicitous position of Hamlet, stopped from identifying himself
with his actons by a tear in the sky. His vengeance will consist merely
in transmitting his disease. Vuol dire, says Mattia, as he imagines the

cther alternative,

che se lui non mivuole pift in ¢asa, mi metterd a passeggiare git per la strada, -,

gotto le tue finestre. Va bene? E i fard tante belie serenate.
Poeming, pallida, wibrante, passeggiava per s stanza, brontolando:
~ MNiom # possibile .. non & possibile ...
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A ur eerto punto s'arrestt e disse:

- Sta di fatto che Jei ... con te, qua, vive, non sars pitt mia moglie ...
~ B tu fa’ conta che io sia morto! - gli rsposi tranguillamente,
Eiprase a passepgiare:

- Lhigste conto Aon Dogsn pin farla!l (3710

(S0 if he no longer wants me in the house, then F] strol! up and dawn the
street, below your windows, How's that? And I'TI Eirg you rnany bemitifu)
seretadas, h -

Forpine, pallid, trembling, paced up and dowen the room, muttering:

— That cant be ... that can’t be ... At 4 certain point he stopped and said:

- The fact 15 that she ... with you, here, alive, wouldn't be my wife any
more ... ’ :

~ And you just pretend that I'm dead! — I anawered hin calmlyv,

He started pacing again: )

=1 can't pretend that any rnore’ (244)]

No anguish could be greater for Pomine than to furichon as Romilda’s

husband with the true husband living next doog. It is the same dis-

comfart experienced by Matilde in Enrice 117 (Henry IV, 1921) when
she is confronted with her duplicity by the victimnized Heruy. 1t is the
same desperate situation that turns comic when, in If givoco delle parti
[{he Rules of the Game, 1922}, a husband forces his wife's lover to stand
up for her virtue. From this point on, Pomino will be forced to live
without innocence of gesture. The ease with which he had been used to
performing his patriarchal duties will never return. The man is simply
ineapable of living with the duplicity: “Vattene via,’ he cries, ‘poichs i
Placque farti creder morto! Vattene subito, lentano, senza farti vedere
da nessuno. Perché io qua ... con te ... vive ..’ (372) ['Go away, since
you wanted us to consider vou dead! Go away immediately, far awav

without letting anyore see vou. Because [ here ... with vou ... E.Ii‘;é
L {245Y], ’

Dnes‘ this Hamletian revenge, or symbolic tyranmicide of patriarchal
pretensions, represent the final stage in Mattia’s evolution? It does
not. As much as Mattia enjoys torturing Remilda and Pomino, he
finally softens even this plan of hounding thes with his presence. At
2 decisive point in their hysterical exchange, his thirst for vengeance
1s suddenly and unexpectedly slaked, It happens tharks fo an entirely
fortuitous event: by accident, the new child of Pomino and Rermilda
is depostfed in his arms. She is a girl, and she is incansolable:
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Restei al ‘oujo, nella sala d'ingresso, con quella gracile birr:lbe‘tta.in braccio,
che vagiva con la vorina agra di latte ... non dovevo aver I:_ueta cli que#a,. né
di e, S'era ritmerisata? B io ora ... — Mz seguitava a vagire quella piccina,
a vagire; e ellora ... che fare? per quietarla, me Iadagial sul petio e comin-
cizi a batterle pian pianine una mano su Je spallucce 2 a dundu‘-.arla_ passeg-
giando. L'odio mi sballl, Vimpeto cedette. E a pace a poco la bimba s tacque.
(56561

[ rermained in the dark, in the vestibule, with that frail litte girl in my arme,
who cried with her voice still bitter wifh milk ... I was to have no pity for
pither this child or them. Mad she remarried? Well then 1 now ... — But the
litile creature went on crying and crying; and so ... what to do? To calm her, L
seitled her onto iy chest and began ta pat lightiy with one hand on her little
choulders and to rock har while walking up and dawn. My hatred died away,
ry violence vanished. And little by little {re baby grew silent. (23%)]

The scene casts Mattia into the role of a mother, giving him a
respensibility at odds with his masculme pride. And the new dulfj-"
carries over even into the heat of passion: ‘Rasséttatl,” he tells his wife
some time after giving the baby back, ‘guarda, puoi far male alla tua
piecing, cosl’ (368 [‘Pull yourselt together. Be careful, vou'll hurt your
baby like that’ [241]]. As voices grow shrill, he does all that he can to
chield the child from the hoatilities of this adult generation: *Andiama,
andiamo di la, — dissia, - La piccina s'& riaddormentata. Discuteremo
di la. (36%) ["Corne, let's go into the other room ... The baby's fallen
asleep again. We'll discuss things in there.” (242)]. o

Whether Mattia kaows i or mot, he is voluntarily abjuring the
tyrarmical cycle, the compulsive insistence of one pale to owst anothet

from his place. It is as though Pirandello wishes fo say that Iin this
last and definitive incarnation of life the syndrome of male violence .
should no longer exist. If the ¢ycle of usurpation is actually terminatf:d, :
it is because a new balance has been established between mastuhne
and feminine principles of behaviour. Mors specifically, it is due to
a balance between the two bastards birthed in and by means of male :

rivaley:

Allegro, Pomina! Ti pare che voglia lasciare una figliucla senza marntnd
Ohibet Ha gia un figluolo senga babbo ... Vedi, Rornilda? Abbiamo faﬁo par
& patta: io ho un figlio, che & figlio di Malagna, e tu onnal hai ura figlia, €
& i’-iglia 3 Perming. Se [ho wucke, li mariterema insieme, un glorno! (5E3)
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[Cheer up, Poming! You think [ want to leave a little child without her
Mamira? Come onl 1 already have a little bay without a father ... You see,
Romilda? ¥e're even: | have a sor, who's the son of Malagna. And naw vou
fave a daughter, who's the daughter of Pomine, Ged willing, we'll marry
therm some day. {241)]

This ruptial vision shitfs the fantasy from a sceme of tragic revenge
to one of comic resolution, enabled by the fact that the new child is a
girl; the father-som dynamic cannot be perpetuated. On the contrary,
this fact enables Mattia to confer legitimacy on the pattern of illegiti-
mate filiation.

If the tyrannical/tyranricidal syndrome is resolved, it happens
ot when Orestes futns mbe Hamlet, bat when Hamlet harms into
Oedipus — when the modern, ineffectizal tyranmicide sees that ke is
the wsurper he is seeking to oust, the disrupter of the family, the
son coveting both the place of the father and a2 woman neot his by
birthright. Hamlet becemes Oedipus when he realizes that tyranny
is not a feature of the other made, but a principle in which fthey all
participate. In Sophocles’ play, the plague besetting Thebes is broken
when Oedipus acknowledges that he is the regicide he seeks o punish,
abdicating his throne and ripping out his unseeing eves By the end
of Pirandello’s novel, Mattia foo gives up his sense of idertity and
embraces a new role as cutlaw: Non sono affatte rientrato né nella
legge né nelle mie particolaritd. Mia moglie &2 moglie & Poming, &
fo non saprei proprie dite ch'io mi sia.” (578) [T am far from being

i a gound legal pogition, nor have 1 regained my individual charac-

teristics, My wife is the wife of Poming, and [ can't really say who I
am.” (250}]. Where does Matta sleep, now that he has achieved this
paradoxical, negative selfhood? In the same bed in which his poor
mother died (577, 250). The late Mattia Pascal, as he now calls him-
gelf, is an Oedipus appeased oukside the order of all literal, historical
accomplishments.

In one perspective, thep, I fir Metfin Faseal reads like an allegory:
a victimized sen plays out the tyranmicidal project to which he is sub-

jected only to discover that it is a perverse, self-propagating process.

He ends it through an expiating act of sel-sacrifice. But this reading
is not complete. To recognize cme's participation in parricidal ethies 13
not necessarily to frangcend i The circle of violence may st remain
an ineluctable gioco delle prrli, an inescapable fate, even it ane follows

‘the Greeks in holding oneself responsible for .
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And so it is with Mattia, as it once was with Oedipus, whose sons
Polyneices and Fteocles just comtired the male battle. Matta never
really breaks free from the order for which he atones. The first clue
lies in his encounter with Oliva, the mother of his illegitimate san, but
the wife of Malagna: T'ho incontrata per via ... col suo bambing di
cinwque anni per mano, florido e bello come lei: - mio fighiol Ella mi ha
guardato con occhi affettuesi e ridenti, ¢he mhan detto in un baleno
tante cose.’ {577) [T met her on the street .. leading a little bov of five
by the hand, plump and handsome as herself — my son! She looked at
me with affectionate and haughing eves, which told me many things
in & flash.” {2503]. The implication is that Mattia may insinuate himself
ito a surrogate family at the expense of Malagna. The propagation
of the cycle is also suggested by the fact that, by fleeing from Rome,
Mattia simply abandons Adrdana. Instead of avenging Adriana, her
dead sister, and father, he allows Papiano’s tyranny to continue its
course, There is no restitution here, only avoidance.

Even stronger reasons for believing that the regicidal syndrome
will continue beyond the frame of the book can be found in a series
of narrative reflecions om the soclety o which its characters belong.
In classical days, Pirandello suggests, the pessibility of restitution was
trach easier; one simply killed the usurper and reaffirmed the law
against which he had sinned. In the present, howeves, this law no
longer exists. Its hierarchical order has been replaced by ‘anarchy,” by
palitical regicide, and by an interminable battle of unfetfered egos.
Hew did this change ocour? Pirandello explains it on various occa-
sions, beginning with the preface.

Before embarking on his story, Mattia reflects that the age to which
he belongs is chararterized by a revelution in the status and relation-
ships of human beings. Reflected in the thoughts of the philosopher
from whom hattia fakes his name, Blaise Pascal, the revolution is
formalized by a simple, factual discovery: that the earth is nof, as the
Bible taught, the centre of ereation. The real casualty of this Copernican
revolution, Mattia implies, is the very structute of patriarchy, its cos-
mic, philosophical support. Before Copernicus ponted his telescope
in the direction of the heavens, dwellers of the earth could defer fo-
the judgments of an abgelute authority — the Bible in the realm of
metaphysics, and the king in the realm of politics. Such authority was:
upheld by an incontestable word or law or lagos, allotting each thing its
place in a chain of being. At the top of the pyramid stood a monarch:
a1 pope, succeeded by expanding tiers of sons and subjects. Flere:
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everything was provided with a reason and origin. To Jegitimate cane’s
wr:rrir:h, all a man had to do was to invoke his sacial Lineage, the status
of his father, his place on the political scale, Accompanyi;lg the Law
of the father was a law of truth and a law of identity. Underlyving the
mary La_Ly ore. Thus the puppet show of life could proceed with ity
mechanical course and its cast of impericus heroes, each proud, like a
Greekdﬂr Roman, of his ‘propria digrita’ (323) [‘personal dignit:'.r' (31}
_ WT:u}e such 2 setup rmay have appeared tyrannical to Aspiring sr;rnsl
i certainly did not nourish the tyranmical impualse. Regicides l:ﬁesie;
and other transgressions against authority were swiftly pu:rdshed I’E
was actually later in history - in the modern, democratic ‘protestaﬁt’
age of self-made men — that tyrants and usurpers prﬂlif’EratEd in an
unpr_ecedenfed fashion. The seething potential for male rivalry did not
ﬂcrums_h until after the supreme ruler had been fully disempowerad
fc?llc:uwmg that battle of the secular against the sacred about which
IPJrandelln choge to write in Enrico IIV.F The age of male antagonism iz
in fact the. post-Copernican age, whete all sons are free to vie for the
power relinquished by the despot Autocratic rule is fully overcome
by democracy, the policy by which all persons are equal and the only
true agthf}r:ity is the will of the majority. But, of course, this will u::-:}
tlhe majority is not a will of its own; it is simply a stramgﬁ:-' for control-
hrl1g the potential for aggression contained in these other nurrberless
wrills, I:n the world of the song, human qualities or laclé thereof are
not assigned from the start They are functions of what one succeeds
in achieving ~ and this usually means by uswping the holdings of
someone else, who is no mote innately entitled to them, and whg can
lose f.‘hem just as easily as he gained themy In this perspective, then
Mattia, Mallagna, and Papiano are not exceptions to a rule, but i:vpicai
;;gr;&:;tam es of a society where patriarchal authority is forcibly
Mattia makes this reasording clear when a -go- 4
tauses him to reflect on wh}rghe is 50 ‘:ij,sc_*ozwl-lt:ﬁf:~5r serlucky drantard

iy S S
Ma la causa vera di tutti i nostri mali, di Juesta tristezza nostrs, sai qual &?

La democrazia, mic caro, la democrazia, cic il governp della meggioranza
_ -Pierchéj quando il potere & in mano d'una solo, quest’zno sa d'essere ung :—::
- di dover contentare moitl; ma quardo ! mald EOVEITAND, pensang soltanto
;A contentay se stessi, e si ha aliora la tirannda pitn bajorda e Pl odiosa: la
._ _fu-arlrua mascherata da Lberta. Ma sicuramentel Oh perché credi che soffra
~i0? Io s0ffro appunto per questa tirannia rmascherata da liberts (4455
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[‘The resl cause of ali our sufferings, of this sadness of mars — do you know
what it 357 Dempcracy, my dear man. Yes, demacracy; that 1z, the government
of the majotity. Because when power i in the hands of 2 single man, this e
knows le 36 one and smust make many happy: but when the many govern, thewv
think only of making themselves happy, and the result is the most absurd and
hateful of tyranndes. Of course! Why do you think I suffer? U suffering
because of this tyranny masked as freedom 7 f1287]

Evervthing that Mattia has done in his life has been geared towards
achieving such freedom: he struggled against Malagha and Pinzone;
he escaped his tyrannical family; he became financially secutre; he
altered his identity and physical appeatance. What had beckoned irre-
sistibly was the idea of remaking himself from scratch, of enacting the
dream of the self-made man. At first he even seemed to succeed. With
bds capital and the prospects of independence it afforded, he liberated
himself from all threats to personal autonomy. Fle became the paragon
of the self-governing hero, enjoying the unlimdited freedom to do what
he wants. Here even the absence of paternal direction appears to be a
blessing in disguise.”
 Yet the irony is that whatever Mattia does to escape tyranny only
rnakes it worse. The ultimate tyranny, he discovers, is not that life of
constrictions he tried to elude, but the new life of the self-governing
will, in which one is perfectly free to pursue one’s desive. For this
freedom. is shared with others who act as barriers to what one wants,
wanting it themselves, confesting one’s right to have i, conspiring
to possess more, and =0 on. An egalitarian society allows no one to
dictate his rules in the privacy of a lofty ‘castle’; it turns every arena for
human existerice into a ‘piazza’ (424) [village square’ (103)], a scene
of mutually interactive egos and reciprocal influence, where everyone
brushes shoulders and no one can do as he might otherwise choose.”
The categorical difference between democracy and absolute monar-
chy is thus reversed: seemingly despotic order is actually freedom
{freedom from individual respemsibility and from the importunate
calls of the will). The apparently libertarian structure of democracy
is actually tyranny (tyranoy of each against all, each infinitely lirmdted
by all}. The ostensible reign of egeism is altruistic (where ‘one’ has the
duty to make many happy); the altruistic commundty is egoistic.
These proliferating, historical threats ta persomal autcniomy are pre-
pisely what account for the patriarchal, patriliness cbsessions of the
characters in [l fu Mattia Pascal, The thief Malagna is intert on having
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his owm son. A male offspring will thus furnish a motive for his steal-
ing. A son will aflow the egoistic antagenisms In which his father i
caught to be transcended in 2 bond of wills; the father’s property will
?&e fortified against the encroachments of others; thanks to this inher-
ited patrimeny, one young man will also have a head start, not havin
to battle as much as he otherwise would. The procreative impulse rg
thus metivated by a desire to rebuild the hierarchical, patrilinear order
that detmocracy has abolizhed, allowing one man or clan to stapd above
cthfarﬁ. That is to say, the tyranny of mutual competition produces a
logie of compensation. One steals from the father to give to the son

Later in his career Pirandello lifts this compensatory logic from &
political to & entological level. ’

{hzndo uno comincia a frrigidirsi, 4 non potersi pit muovers come prima
viaol vedersi attorno slirl plecoli marei, teneri fener, che si muevang an:
wora, come st meroveva lui quand'era tenere temero, altri piccali marki che
gli sorriglino e facciano tuth quegli attucci che lui non pud pit fare”

{When 2 person starts to stiffen, having difffculty moving a5 before, he wants
fo see other little corpses around him, so cute and tender, who cénﬁnue to
move a5 he himself moved whes he was cute and tender, other littls corpses
who look like him and perform all these little acis ke is no lorger capable I;f.]

Onee upon a time culture was viewed as Bildumg — a formative
process in which parents provided models for their children to fai-
lenv. That was the time of Mattia’s proverbial Greeks and Romans
In the modern age, what is more commonly bequeathed is pmpe:t;;
and money, or precisely the means by which to be free from ev-
erything else. Is this not the hidder, illegitimate law of free market
society, where the ondy practical counter of Jegitimacy is how much ';;“HE
succeeds In acquiring? All ofher forms can only he traps, inhibiting
t:me'a movernent, making one a puppet and eventually a corpse. Dnc:
it becomes clear that such iraps are mote real than all freedom of
m-:}ve]:nent, one simnply recreates the cycle,

Is it any wonder, then, that the son harbours parricidal feelingg?
Ir} La trappola’ ['The Trap,’ 1912}, the son wishes?;:o strangle rfirﬂii-t
his father, but all women, for he views women as the conduits of this
rnurderous scheme. He sees them as demons of vitality, seducing men
into thinking they can escape the tyranny in which they are caught
(yet anly by trapsposing the comdition onto their sons and daughters).
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In both this stery and ‘Ta distruzione dell'aome’ [“The Destruction of
Man,” 1921], the parricidal passion is addressed to the entite charade
of creation from which none can escape. In these two works, as in Il
Juo Mattin Prsoal, the tvrammicidal impulse is not a timeless feature of
the human peyche; it is the offshoot of a histerical developrent that
pits the young against older or stronger forces and allows thern no
freedor but rebellior.

There are other reasors beyond these theratic ones for believing
that Il fi MatHa Pascal leaves ancient, patriarchal logic permanently
disTupted. These reasons are imbedded in the thetorie of this uncanny
novel, The real fable of Paleari is plaved out in its thick levels of
figuration, in its irreducible ambiguities on the level of the letter, in its
defiance of credible, naturalistic, narrative logic, and in ifs critique of
hierarchical meanings, many of which have been thoroughly unveied
by the novel's closest reader, Stocchi-Perucchio. The construction of I
Fu Mattia Pascal undermines the very thinking on which conventional,
patriarchal crder is based.

Meaning had a linear itinerary in pre-Copernican days, from the
lopos of the father to the logoi of the sons, in a network of supported
identities, In the nineteenth and twentieth centuries, however, it cit-
culates, divagates, splits, doubles, and turns back on itself. If there ig
something farcical in Mattia’s efforts to trace his own identity back to
his father, it is that the father himself is no stable peint of reference.
Fe is a moving circle. An itirerant gambler, he achieves his success
in & wotld of play, on the wheel of fortune: ‘Sagace e avventuroso,
mic padre non ebbe mal pe” suol commerci stabile seder sempre in
giro con quel suo trabaccolo’ (326) ["Wise and venturesome, my father
never had a permanent headquarters for his dealings; he was abivays
touring around with that trawler of his” (8))."" The world of chance,
repetition, substitution, duplicity, and instability that so worried both
the historical Copernicus and Blaise Pascal furnishes the narrative and
metaphorical basis for Pirandello™s novel, displacing all identities and
making all fathers absent. When Mathia tries to construct a father figure
for the invented childhoed of Adriang Meis, be cannot do it Ble can
only imagine a grandfather. The mechanisms of self-identification foree
him to overleap the preceding generation. The father stands in a limba
between grandfather {whom he canmot control) and son {whom he

Irmagines he will), a son between his father and his eventual son. The
same exclusion is felt in the mute tragedy of the Som of S2i personagei
in cerca d'antare [Six Characters in Search of an Author, 19210 as 1\?911:
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22 in an autebiographical note by Pirandello. Reflecting on the pain
hr_e experienced when his son Stefanc was imprisoned in World War T
Pirandello recognized a symmetry between Stefano and his awn fa:
ther, who also performed his filial duty towards ltaly by going to war.
The emphasis of Pirandello's remark is all on ks own displacemerit
between the two: “Prima, 1 nostri padr, e non noi! Ora, 1 nostri figli, e
non notl” ['Rirst cur fathers, and not us! Now our sons, and res usi“]i”

~ In Pirandello’s imaginative world, fathers are not properly cornected

to the chains of responsibility.

That is why fathers cannot represent real people, even less so than
other characters in this book. They only represent representations -
shéuitows, doubles, and mimes, lacking a true index of idemntity, The
suicide af Miragno is merely a substitute for Mattia; Pepita substitutes
for Adriana, with whom Matfia can no longer flirt; the painter whom
Mattia must cduel substitutes for his real antagonist Papiano, Most
ch_a:racters in this book do what they do oy because some other
mirror-self iz inferested in doing it: Mattia courts Eomilda because:
Pomine is in love with her; Aunt Scolastiva wants Mattia‘s mother to
marry Count Poming because she would like him for herself. Instead
of expressing awtonomous desires, these puppets are motivated by
derivative feelings of envy and resentment. Thev are trapped in an
endless, twisting, fortuitous plot, which cannot achieve resohition any
more than can its characters. Instead of legitimate, first-bormn sons, we
have bastards and twins. Unique though the events of Mattia’s life
may seem to be, they reproduce patterns already found in his ahsent
father: gambling and wandering, winning a fortune, sbandoning a sor.
Event the final and most proper name for the hero of this novel (il fu
Mattia Fascal) takes the form of a bureaucratic idiotn used to desigriate
someone as the child of a late father.!? Although the trrannicidal syn-
drome might seem o be broken, Mattia can only remain the nameless
son of a father, in a perverse new form of the {E}edipal predestination
that visits the soms with the sins of the fathers. Cnly new the ‘moral’
of this living repetition cannot be fathomed.

Ca this spinning narrative wheel, all things pecupy positions they
or their opposites ance held before. Dozens of facts turn uncanny,

resisting their surface sigrificance. Why, for example, should the two
possible names for Adriano Meis's fictional, Turinese father {Francesco
and Anfonic) be the same as those of Romilda’s father, also from Tarin?
. Why should every principle of logic that we feel competent to judge
s readers {most obviously, the logic of the thief that does an imme
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diate disservice to others} end up subverting itself? For example, the
money Malagna steals from Mattia's father will properly find its way
to Mattia's sor. The 12,000 lire robbed from Mattia (never teally his,
of course, but irrationally won from others) will repay Papiano's debt
to his father-in-law; if Adriana’s dowery is resotred, it will revert to
Mattia should he decide to marry her, as Papianao himself expects. Why
do the ugurpations pervading this beok find such appropriate settle-
merts? Is this the strange manner by which the tyrannical/tyrannicidal
age achieves its own measure of normalcy? One steals from the father
to give to the sor; one steals from the son to compensate the losses of
the father.

Tlogie serves a new type of logic in 11 fit Mathia Pascal, as mysterious
iz its nature as the theosophical reflections of Paleard. It is the modern
counterpart ta that strange union of accident and destiny in Cedipus
Tyrannus, where the bad ‘fortune’ by which the young king is victim-
ized is also individually willed. Given these humoristic defiances of
the principle of contradiction, nothing in Mattia's story can be made
‘tnstructive’ (S577; 2501 Instruction proceeds in the manner of patriar-
chal heredity, from the father, the authority, or the medel to the son,
the follower, ot the particular instance. The lsgos that, we are taught
to believe, lies at the beginning - like the presumed identity of Mrs
Porza ine Cost & {3 o pare) [Right You Are {If You Thank You Are), 1918]
— actually stands at the end, still around the corner. What fraditionally
assumes the role of logic {for example, the speech and knowledge of
individuals) actually functions as a mode of appression.™ If there is
any truth in Pirandello's tales, it can only lie in the fissures hetiveen
these words and beliefs, in those junctures at which they fall silent.
And this makes it impossible for even the reader to master the text's
meaning.

Az it circulates in post-patriarchal society, Pirandellian mearing
calls for indefinite reflection. It carnot comfortably issue info mimetic
narration, in which things can be known by their signs, desires by
their acts, persons by thelr external demeanours. Instead, it enacts
a para-fiction, offering representations and appearances that are si-
multanecusly subverted. Understanding and wirning one’s place in
this wotld are both efforts lke those of the gamilers in Mentecarlo —
‘estarre la logica dal caso’ {373) [‘to extract logic from chance” (34)].
Where meaning and power are consistently threatened by usurpation,
the logic of the thief is the only sensible one. What was onee viewed
as the legitimate status of things (X as the property of Y) now lends
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i?self to illegdiimate wses, or uses that appear to be %0 in a corven-
tional perspective. The society of freedom and competition finds its
he‘rmenmtical form in fluidity of function and interpretatior. The pa-
triarchal (hestian puppet gives wav fo a puppet with both greater
anr.:i lesser autonomy, never presurming, like Papiane, to pull hiz own
strings, yet seeing how the strings are attached, and discovering Jinks
that the would-be hero does not imagine.

if the puppet show is an ontological trap — robbing one of freedom
and turning one’s life into a species of death — then the only free life is
4 posthumaous one: a reflection on the trap, a life simultanecusly inside
and oufside its law: as with Quixote and Hamlet, or every true reader
and writer; as with Oedipus, who not only sees the Wra:fmnjf in which
he participates, but assumes persomal responsibilitu; for it, not only
guessing at the enigmas of the Sphinx, but acting them out; unlike
the life of his sons Polyneices and Bteocles, who kill each other in the
attempt fo restore a dead order, but like the life of their sister, his
davghter Antigone, preparing their burial. I

HOTES

1 If i Mattia Pascal is quoted in Italizn from Usig Pirandello, Tui 3
romanzi, 2 vols. (Milan Mondadori, 1985), vel. 1. The curresponding
Erglish quotations are teken from William Weaver's trarslation, The Lote
Mattia Pasonl (Flygiene, CO: Eridance Press, 1987) which, like all Eneligh
translations cited in this essay, has been freely revised. Henceforth, T:la-'e
references to the Halian and the English texts will be given in the te:ct?
Here they are 468, 144,

2 Do critic | know addresses this issue directly, even if several navigate
arpund it. Glacomo Debenedetti, for example, in his I rommzo del
Nevecemto (Milan: Garzant, 2%87), characterizes Firandello's rejection
of naturalistin narrative as a gesture of parricide. In her authoritative
volurne, Pirandells and the Vagaries of Knowledge: A Reading of *I fu Mutin
Pascal’ (Saratoga, CA; Anma Libr, 1992}, Denatefla Stocchi-Perucchia
unravels dozens of rnotifs intirmately tied to the tyrannicidal ssndrome,
inchuding treachery, thigvery, vengeance, and the episternolo g;iv.:,al funeticn
of the father. Sources that investigate diverse ramifications of the Oredipus
motif in the structires of Pirandelio’s writing at large inclnde: Michel
Cardsir, Piravdello: Fastasmes et logiaue du double (Paris: Larousse, 1972);
Efio Gioanola, Firandelle & Al (Genpa: 11 Melangelo, 1983); Jean
Spizza, Pirendelly: Dussolution ¢f gémdse dz 1o reprisentation thézirale. Bssa
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d'Interprétation psychanalyiique e ln dvomaturge pirendellionne (Paris:

Les Belles Lettres, 1986); Jennifer Stone, Pirandelis's Naked Frompt: The
Structure of Repetition in Modsrnism (Ravenna: Longe, 19880, In Paivigrchal
Bepresentations: Gender grd Discourse in Pirgndeilo’s Theatre (Oxford:

Berg Fublishers, 1984), Maggie Gunsberg examines some discursive
implications of patriarchal thought in Pirandeile’s plays. Maria Valentini's
Shakespeare ¢ Pivandells (Rorne: Bulzond, 1950) entivedy sidesteps [T & Mattia
Pugeal,

3 Stocehi-Perucchio, Pirandello and the Vagaries of Knowledge; Edoardo
Ferrario, L'occhiz & Mattiz Pascal! poetic ¢ esteticn o Pirandelly (Rome:
Bulzoni, 1578).

4 The story of Afreus, a rich study of obsessive male fvslry, warrants its
cwwn exploration in relation to f fir Mattie Pascel Briefly — the curse on
the hause of Pelops, and later the house of Atreus, began when Pelops
murdered Myrtilus, the chariot driver who had helped him win a race
that awarded him the hand of Hippodamia, daughter of the &ing of Elis.
The curse passed on to Atreus and Thyestes, the two soms of Peiops,
who had a vialent hatred for one angther. They had also murderad their
half brother Chrysippus. Later Atreus won a siruggle with Thyestes and
hecame king of Myceanae. Atreus fizst merried Arepe the wife of his son
Flisthenes. Later he married Pelopia, the daughter of Thyestes: at the Hme,
Pelopin was pregnant by her father. After Threstes seduced Atreus’s wife
Agrope, Atreus, in revenge, banished him from the kingdom. Thersupon
Thyestes, to avenge himself, sent Atredes’s son Flisthenes to kill Atreus,
However, Plisthenes foll at the hands of his fafher whe did not recogidze
his aomn. It was now time for Atreus to seek vengeance. Atreus killed
three comz of Thyestes and served him their flesh at a banguet. Atrens
also commandad Aegisthus, the son of Pelopia by Thyestes, to kill his
father, but Aegisthug, learning that Thyestes was his father, instead killad
Atreus. Some time later, while Atreus's son Agamernnon was away
fighting in the Trofan war, Asgisthus seduced Clyternnestra, his wife,
and the two joined to Xl Agamermon on his return. The curse on the
descendants of Pelops seemed finally to come to an end when the two
adlterers, Clytemnestra and Aegisfhue, were slain by Agamemnon’s son
Orestes,

5 Ore situation finds Mattia out hunting (prosebly again for nestsk: ‘Un
glorne, a cacels, md fermnal, stranazments impressicnatn, innanzi a un
pagliaje nana & panciute, che aveva un pentaling In cima alla stollo. —
Ti conosen, — gli diceva, - 4 conosce ... Fol, & un teatto, esclamal — To'l
Batta Malagna Prest un tridente, ch'era i per terra, e gliela infizai nel
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pancicne con tenta volutts, che il pentoling in cima alio stollo per poeo
non cadde.” (335-6) ['One day, when | was out hunting, [ saw a haystack,
dwarf-like, potbeilied, with a faucepan on the top of its center po_le. I
stopped, fascinated. “T know you,” I said to the pile of straw, “Yeg, I
know you ..* And all of a sudden [ eried gut: “You're Batta Malagna!
picked up a pitchfork lying there on the ground and stuck it so zeatfully
inta the stack’s belly that the pan on top almast fell down from the palei.’
{174, The saucepan recalls the basin that Don Craixote mistakes for the
helmet of his zival Marmbrina.

6 The historical episade on which the plot of Pirandello's play is baged
& every bit as suggestive as the tyrannicidal structure of II fu hatbg
Pasoql. Henry IV of Canpssa represents the critical, political defence of
secular rule against the divine right of Pope Gregory VIL Defving the
pope's absalute authority, he beging a rebellion that ultimately culminates
in the liberation of all subjects from authoritagian rule, or democracy.
Incidentally, the rivalsy between Henry and the popa is also mediated
by & woman — the virtucus Matilda of Tuseany. By contrast, her modern
counterpart Donna Matilde is eminently susceptible to the seductive
thetoeic of preying roales, The eontrast between the sacred legiclation
of the pope and the demands of secular practice s visited agzin in the
chapter of If A Maitis Pascal called ‘Acquasantiera e portacenere’ ["Holy
Water Stoup and Ashtray'], '

7 In numerons places Firandello gives a 'posu'tive reinfarcernent to the

distznce between fathers and sons. One exampie is Lne, nessino e
cevttortila [One, No One, and o Hundred Thousand, 1925-6), another fotitiaus
autabiography where, an his way to becoming & mvstic, Vitangelo
Moscarda refuses to walk down any path his father sefs out for him,
Rather, he folieves “all paths’ at whit, The revelant passage in Lo,
nesstine £ centaniila ean be found in Pirandello’s Ty 5 ramigrei, 2 741, Far
the English franslation, see One, No One and One Hymdred Thougand, trans
Williazn Weaver [Wew Yorl: Marsila Fress, 19900 5. & second example i
‘La distruzione dell'uomo’ ['The Destruction of Man'), where Hie narrator
sugzests that we wiew that “idleness’ of Petix, which so bothers his father,
25 a condition of thriving potentiality: “Quest’ozio di Petix, he Writes,
‘sard bene intanto che non venga considerato solaments dal lato de] padre,
ma un pa’ enche da quelle di lui, perché Petix veramente frequentd per
B ¢ arnd le aule universitare, passando da un ardine dj studis all'altra,
dalla medicing alla legge, dalla legge alle matematiche, da queste alie
lettere & alla filosofia ..° ['Now we would be well-advised to consider
this idleness of Petix not only from the point of view of the father, but
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elso briedly from his, for Petix traly frequented the halis of the university
for years and vears, moving on from cne discinline to another, from
meedicine te law, fram law o mathematies, from mathematics o letters
endd philesophy ... This short story from the collection La soesss is cited
from Pirandella’s Movelle por un anno, 11045, An English translation can
be found in Firandello’s Skert Stordes, trans. Frederiek May (London:
(Craartet Books, 1987), 170, The most compeiling deferce of the freedom
of 4 son from the eomnpulsions of a fathey iz made in Jean-Paul Sartre’s
autobivgraphy, Ley Mots (Paris: Gellirnard, 1964). His fathers deafn,
which oecurred when Jean-Faul wias only eleven vears old, proved to be
the maost fartunate of trazedies. It made him the uncantested master of
his destiny aned the sole companion of his mother.

8 These lines suggest a reassessment of whether Pirandelle has really got
it right about the Greeks. It is ironic to recall that it was the Greeks
themselves who invented the public square {and with it democracy,
curtailing the tyrannical impuises recorded in stories like hat of Alreus).
Mevertheless it is intereating to note that Cyvrus, the ancient ruler of
Persia, shares the Pirandeilian suspicion about the dishonesty of public
interaction. Here iz his reaction to the milifary thrests of an envoy of
Sparta: '] have never yet felt afraid of people whi have a place reserved

in the centre of their towns for meeting together and cheating ane another

an oath. Unless there is something wreng with me, these peoole [the
Spartang] shai soon have troukles of their own to mike their tongnaes
wag, without needing the troubles of the lonians.” Herodotus the historian
cornments: “These words of Cyrus were a hit at the Hellenes in general,
in ellugion ta their custom of laving out piarze wherse they buy and sell,
The Persians, in contrast, fiave no use far plazze and the institution itsel?
is quite unfamiiiar to them' (Herodotus, The History, book 1, chapter 153,
Trans. Tavrbee in Arnold ] Toynbee, ed., Greek Character and Civilization
(Ivew York: Mentor, 1933), 23,

¥ Luigl Pirandello, "La Erappola’ (from the collection Luomo solo), Nooelle
pet il fmnc, LEED-E,

10 The sarre eircularity keeps Moscarda from advancing along any straight
pathe Wi fermavo a agrd passo; mi mettevo prima alla lontana, pal
sempre pill da wicing a girare attorno a opni sassoling che incontrave, & mi
maravigliave assal che gli altri potessero passarmi avanti senza fare alewn
caso di quel sassclino che per me intanto aveva assunto le proporzioni
dvna montegna insormentabile, anzi d'un monde in oui avrel patute
senz'aliro domiciiagmi.” (o, wesseno e cendorile, 74L) [T wosld pause at
every step; I took care to circle every pebble [ encountered, first distantly,
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then tnare closely; and [ was quite amared that athers could pass ahead
of me paying no heed to that pebble; which for me, rreanwhile, had
mesumed the proportions of an insuperabie movntsin, or rather, a world
wherg | could easily have settled.” {3)].

11 Maria Luisa Aguirre D'Amrico, 4fbtm Pirandelio Milan: Mondadori,
19929, 131.

12 Btorehi-Perucrhio, Pirandells and the Vagaries of Knowledpe, 53,

13 Edoarco Ferrario, L'occitic 45 Mattin Paseal, 52-3.



12
Pirandello in the Discursive Economies
of Modernity and Postmodernism

Wladimir Krysinski

Postmodern Vampirandello and the Restless Paradigm
Te suig un homme lucide, moderne.’

Witold Gombrinvics, Le marizge {1947

Orie of the most recent textual incarnations of Pirandello is postmedern
in nature. In a novel entitled Laree, Babel de wre nocke de San Juan by
Spanigh author Julidgn Rios, Pirandello enters the metapheric, mocking,
and playful field of irony. He takes part in the paralleling cnlf Dom
Juan's quest with the erotic cbsession of a skirt-chasing vampire. In
a passage written in the manner of Joyce's Finnegons Wake, Don Juan
becomes a wirpiropendor, & womanizing vampire. fuliin Rios offers
the following play on werds: “Ta si que te ibas de pira ¥ te las pirabas
de vamp en varmpa, vampirepeador! Vampirandello a la busca de ans
persenajilias.

Let us leave aside the abwious erotic connotations. If this play on
words is uniranslatable, it is because the overlapping of portmnantean
words makes us hear “pyromaniac,” ‘sweet-talker,” tout,” and of eourse
banger,” which is the principal interpretant. Pirandelle-vanmpire suf-
fers a surprising fate in this metaphor. Pirandello the author enters
into a pustinodern order insofar as that term celebrates the game and
festival of narrative at the expense of the search for meaning. Thus
the nature of the problem — not to say the problematic — of Pirandello
finds itself mverted. These are not characters in search of an author.
Rather, an author is in search of characters ... and also of cute givls,
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Thus there is an erosion of the modern quest for reduced and am-
biguous meaning in the Pirandellian fashion. Postmodernism makes
of Firandello an cbsessive point of reference, stored somewhere in
a seldom-visited historical museum, to be brought out for fun, like
a wax work dummy. While this point of view may be exaggerated,
postmodernism in its playfulness can only play with Pirandello as a
symbol ar an eutmoded structure. But this postimodern point of view
gives us an opportundty to re-read Firandello's work in the light of a
new theoretical, historical, and critical situation of modernity. Tt gives
us the apporturity to reactivate and rethink his works by applying to
them a new interpretative framework.

The many celebratory as well as critical retrospectives of Piran-
dello’s work gver the last twenty-five years have accustomed us to see
in it a limit-paradigm of theatrical modernity. This paradigm acveritu-
ates the decentring of the performance, the humorous separation of the
two fundamental supports of the mimetic text, that is, of the dramatic
story: dislogue and character. It also progressively disintegrates the so-
cial, interpersanal ego implied in the confrontations of mumologue and
dialogue. In 1936, and again around 1943, the Pirandello-paradigm was
at once open and closed. Tt was, in Thomas Kuhn's sense of the ward,
‘open-ended.” It presupposed a new dynamic that must reforraulate
the textual and scenic parameters of the theatre as a function of the
limit-case in which Pitandello places post-1921 theatrical practice, after
an internaticnal series of productions of Sef persosagat in cerca d'aukore
{Six Charneters &1 Seqvch af an Author, 1921]. The Inseription of mimesis
in the text and in the performance becarne ever more problematic. But
the novelty of Firandello’s revelution is ne longer felt today. It would
be naive to defend the absolute walidity of this paradigm. Theatre
has followed its evolutionary course, and the Pirandello-paradigm has
been reabsorbed and relativized by various theatrical practices. Pi-
randellisra hag become widespread — a fuif socompli of post-Pirandello
theatre. It is advisedly that we say ‘post-Pirandeto,’ and not fust “post-
modern.’ Once an sbstraction has been made of “Vampirandello,” we
must attempt a reassessinent of this body of work and of its importance
within a new epistemological framework.

Pirandello’s ‘vampirism’ will be overeome if we assign to Firandello
the functicn of a more or less explicit vector and cperator in the
discursive economies of modernity and postmodernism. In our eves,
these two categories can be no more than heuristic tools that help us
to assign Pirandello his place in the evelutionary and involationary
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chain of twentieth-century theatre and Hterature. The concepts modem
and postmodern allow us to understand and describe the rhythms
and constants, the ruptures and returns, the accelerations, tensions,
and mmfertextualities of literature, theatre, and the arts. By combining
historical and theeretical eriteria, and by pointing cut textual, literary,
and theatrical facts, we intend to show how the Pirandello-paradigm
functions within them and defines the direction of lterary and the-
atrical evolution. We wish in this way to place Pirandello’s works
in relation to other works by mesns of a totalising assessment that
recuperates within it the various philesophical, literary and theatrical
practises of modernity and postmodernity.

Medernity as the Infiltrating Concept of Crisis and as Pasitive
Project

Let us first of all reconstruct some historical indicators of Pirandello’s
lifetime and align the significant historic events that determined the
future political, economic, social, and cultural world. The period of
modern history, from the Paris Commune and the urdficatiom of Italy,
continuing through the First World War, the October revolution, and
the Fascist movements in Italy and Hitler's Germany, up to the end of
the Second World War and the Yalta Conference, has been marked by
the frresistible rise of the bourgeoisie and the proletariat, and by vari-
ous crises. It has also been marked by the expansion of the the state and
of bureaucratic authorities. The accumulation of significant historical
facts, rrueh like the accumulation of capifal, creates a saturated state
of conscicusness — histerieal, eritical, and philosophdcal consciousness
~ that is af once cerfain and perplexed, and that seeks to protect the
world from its various entropies by means of a conceptual erder. Thus
a certain strand of modernity is constituted as the infiltrating concept
of crisis. From Nietzsche to Deleuze and Lyotard passing through Max
~ordan, Uswald Spengler, Valéry, Ortega v Gasset, anda Heidegger,
sigmificant concepts include decadence and degeneration,” the Jack of
a sense of history, the death of culture,® the decline of the Wast,” the
advent of world visions,® the schizophrenia of capitalism,? and the erd
of the great narratives.’ _
Opposed to these chiefly negative categories is the opening up DE
the project of modernity and its possible realization. Jargen Habermas,
the most recent theorist of this project, postulates a differentiation
{Ausdifferenzierung) of three spheres of values — science, morality,
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and art — with a view to the rational crganization of dajly life. In
postulating the dialectical developmrent of these thres spheres [Aufhe-
bunganepriiche), Habermas seems to forget their respective differences
in the social praxis of science, moralify, and art.™® Modernity is neither
the peak of the crisis nor the project of a harmoniousty structured
society. Modernity is above all the idea of a radical difference that
separates one social formation from another — an excessive artstic
practice, an idea or a philosophical system — that is extreme and
historically determined, determined by other social formations and
artistic or philosophical practices that enter info confrontation with a
given historical moment or with repetitive creative modes, experienced
as nor-current or gut-moded with respect to the immediate histories]
or social moment. The postmodern sensibility modulates modernity

cand endows it with a new aurta, that of a new strpassing, Modernity

and postmodernism presuppose a dynamic of surpassing that one can
develop in different ways. Seen on the scale of a work of art, surpassiryy
inseribes itself in the aesthetic and in the social resomance of the
work. Thus both modern and postmodern imply a tension befween
the self-regulating aesthetic and the tdeologiral values that trarsform
themselves inde the triangular exchange of values between creator,
puble, and critie.

Pirandello does rot escape from these valorizing or depreciating
constraints that determine the importance of the ‘modern’ or "post-
modern” ranking of a work. Thrown back orito the network of negative
categories or positive values associated with modernity or postmod-
ernism, Pirandello’s warks reveal themselves as at orce modern in
their totality and open to postmodernism. They are modern to the de-
gree that there is in Pirandello a historical consciousness of the change
of systems of values and of the transformations of the material and
historical conditions of social life. The tnicrocostm of Pitandello’s short
stories, novels, and theatre condenses a certain negative dialogism
of critical attifudes and behaviours pushed to the level of paroxysm.
In his works Pirandello signals the crisis of baurgeois valugs such
as individualism, the stability of social institutions such as the family
and martiage, as well as the permanence of humarn nature, Pirandello’s
whale corpus is based upen a rupture, thematized as much formally ac
idealogically, of ‘the old apparently indissoluble agreement between
signifieds and signifiers, between denotation {the real thing indirated)
andt connotation,™ In this rupture Henri Lefebvre sees a distinctive
sign of the modern period that gives rise to an inevitable dialectic
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between daily life and art. If we admit with Lefebvre that ideclogies
... accompany the crystallisation of mundanity in the modern world, ™
we are compelled to recognize that Pirandello’s dialogism, which

- presupposes some <dominant ideclogemes (the erisis of the sgo, the
mualtiplicity of magks, the dissclution of the persenality, the failure to
commuricate) is not, for all that, indexed to the dominant ideologies,
Fis dialogism is in a certain sense mono-subjective. His protagonists
ate sometimes quibbling, sometimes like remnants of Dostoevsky's
subterransan psychology. Thelr menoelogic attitudes destabilize certain
ingredients of bourgeois idealogy, especially the idea that an individ-
ualism can be achieved and that a world can be made perfect. The
fall of language, reduced to the explicative, the curse, and the lament,
is produced in Pirandello's work through the inanthenticity of masks
and social zoles, the validity of which he breaks domn.

If decadence is one of the ideclegical underpinnings of modernity,
the decadence of Pirandello’s work is not the Eutartuny [degeneration)
of which Max Nordau speaks (with its principal ingredients of extreme
epotism, selfishness, and individualism). In contrast to Nietzsche, who
exalts nihilism, Pirandelle’s work narrativizes, theatralizes, and dis-
courses upon the shattering of the bourgeois individual in Aderne’s
sense of the term (as a Zerfll, a fall and a division). The principfion
Imafviduationis (the subjective and the particular) enfers into conflict
with the institutionalized social order. The individual cannot act out
his individuation, because he does not have his own space. His interi-
ority, his subjectivity, and his sense of self stumble gver the svmbelic
torms of the instifutionalized social order. The internal dialectic of
Pirandello’s work belongs then to that of Proust, which, according to
Adorno's definition, ‘breaks down the unity of the subject through
the medium of introspection. The subject transforms himself into a
scene in whirh chjectivities appear. His individualistic work becomes
anti-individual. ™ Such is also the logic of Pirandello’s works from
I fu Mattin Pascal [The Late MatHa Paseal, 1904] and Lino, nessuwg 2
cantomila [One, No Owne, and g Hundred Thousand, 1923-6] to [ gigani
delle montagna [The Mauntain Giants, 1934].

The Froject of Pirandello
While it is true Pirandelle’s work lacks the social project of a modernity

that will realize itself through the differentiation of the three sphertes of
values (science, morality, and art) his work reveals a surpassing of the
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aporia of bourgeois subjectivity and a strongly thematized crisis of the
subject-object relation in the double meaning of the term: subject in its
relation with the self as chject (Moscarda), and subject in its relation with
the Other (Henxy V). Pirandello’s modernity projects itself, therefore,
onte a new paradigm — that of the individual whose mask does not
quite fit. Pirandello’s project of de-mythologizing the social game has
obvieus ethical connotations. The social mask of an individual wiho
is npt comfortable with himself is a symbal of a general malaise, The
individual tries to free himgelf from the burdensome weight of the
roleshe mustplay. In Pirandello there is much more speial tragedy than
comedy. Reaching beyond the human comedy, in the manner of Balzac,
Pirandello rewrites the social tragedy of the mpossibility of being. His
take on modernity to some degree impinges upon that of Bergson and
Nietzsche. But into ‘élan vifal” and ‘mbuitior’ Pirandells inserts an
existentialist reflection and an introspection that evoke the ‘fear’ and
“trembling’ of Kierkegaard, the ‘concern’ and, ‘dereliction’ of Heldegger,
and the ‘limit-situation’ of Karl Jaspers, Pirandello’s characters, those
spontanecus quibblers, take up their place in a problematic field where
great philesephical categories rub shoulders with the literary thernes
that subsume a modernity, defined as a crisis of values (by Nietzsche!,
&8 an ironic discourse (by Musil), and as subjectivity limited by its
social determinants by Proust).

Bevond this uniquely Pirandellian territory is found that which, for
the last decade or so, we have called ‘the postmodern,” that is to say,
according to Jean-Frangnis Lyotard, the end of the “great narratives.’
The mental structures constituted in Pirandello’s work that interiorize
the end of the love-story (in ‘La trappela’ [The Trap,” 1912]Y, of social
cohgsion {in Una giomata’ [‘Orne Lay,” 1937]) and 17 fie Mattia Paseal I
of the transparency of language (in 5ei persumagsl in cerca dautore and
MNon gt sz conte [One Dogs Not Know How, 1833]), and of the cohabitation
of alterities {in Lo, nessuns e centomila). On the other hand, Pirandelln
anticipates and sigrials the possible language of a new beginning based
on an awareness of the end of all these narratives. The break that
occurs in hds work at the time of writing I' giganti delly MR
presupposes this new language.

FPirandello and the Slogans of Modernity

We may not know how to establsh a gramunar o system of modernity,
but we can attempt to specify a certain evolutienary logic of literature
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and theatre regarding what is at stake in different discursive practices
in the economy of the modern and postmeodern. This evolutonary
logic and these stakes rely upon different definitions of modernity —
artistic, literary, or theatrical. Let us recall what Baudelaire, Rimbaud,
Barthes, and. Baudrillard say about modernity, since their temarks
iluminate Firandello's discursive practices with a convergent and di-
vergent light.

Charles Baudelaire wrote: ‘Modamity is the transitory, fugitive,
contingent half of art, whose other half is eternal and unchanging.”*
Firandeilos capture of the transitory is the insistent inscription of
the displacement of the ego and of the work in the textual field. In
Firandello, the transitory corresponds to a projection into the thematics
and form of acute consciousness of a rupture of the harmony between
the characters and their creator himself. In this sense, Pirandells's art
is based upon a strategy of ‘dialectic images” that, according to Walter
Benjamin, define the modern writing of Baudelaire.

Arthur Rimband’ slogan: ‘T faut &tre absodument moderne’ from
Une saison en enfer™ acquires in Pirandello the dimensinn of an in-
cessant gquest for modernity that is nothing other than the quest for
meaning ~ the meaning of life, work, and artistic ereation. This quest
is played out in the framework of a sociocultural system that mplies
a permanent condlict of representations. The quest for meaning in
Pirandello’s work is structured subjectively; each narrative voice cre-
ates it through and against the narrated story, The selfvonsciousness
of narrator-characters is constantly destabilized while simulfanecusly
actively supporting a questioning of reality. The gquest for meaning
is alse positioned objectively by the fragmentation and opermess of
the work, Therefore, the quest for the meaning of theatrical practice
reveals itself through a displacement of representational levels and the
tension between these levels. In his theatre-within-the-theatre trilogy,
Pirandello establishes a dialectic of the subjectobject relation that en-
pages the whole aystern of relations of reflexivity and self-reflexdvity
of theatre as complex mechandsm. The relations between character
and actor, character and person, performance and production, life and
theatre are thereby imbued with conflict. The quest for the meaning
of theatrical practice is infinite and spiral, but its intensity achieves
a new, heretofore unheard of theatricality that has been ambiguously
described as Pirandellism. In fact, this theatricality conaists of a bitter
questioning of theatre as social and aesthetic practice. In this way,
Pirandello is ‘absolutely” modetn.
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Foland Barthes states that ‘modernity begins with the search for
an impossible literature. ™ The “impossibility’ of literature and theatre
in Pirandello is yet again the quest for meaning of the anti-mimesis
that is a necessary consequence of the conflict of representations. The
typically Pirandellian operations of destabilization and doubling of
representations find their source in this Impossibility that, according
to Roland Barthes, defines modernity. But it is in no way an impasse.
Rather, it is the horizon of a dialactic whose dynamic is pesited as
incomplete.

Jean Baudtillard defines modernity in a paradoxical manner as ‘re-
cycling of lost subjectivity in a system of ‘persenalization’ in the effects
of style and directed aspiration.”” In this sense, Pirandello’s eharacters
anel their subjectivity find themselves at the cross-roads of what can
and canmot be represented. Their subjectivity seeks to recvele itself
within a system of representations manipulated by society and its
institutions. Thus they become ‘problematic individuals’ and fall back
into their masks.

Litetary evolution is a serial structure. Corgelations established be-
tween one work and another, between one series and another, iflu-
minate the fensions between the series and between the fexts, just as
they reveal the reciprocal overdeterminations between literature and
philosophy, art and theatre."

Pirandello’s generation witnessed the growvth of the trenchant phile-
gophical systems that have marked this century: Nietzsche, Bergson,
phenomenclogy, existentialistn. There were also two literary revolu-
tions during PirandeHo's lifetime: the ‘Copernican’ revolution of Das-
toevsky that revealed subterranean psychology, and the ‘Einsteinian’
revolution of Jovee that definitively broke the narrative linearity of
time,

The same epoch was home to several historical avart-gardes: fu-
turizm, surrealism, and dadaism. How can we sifuate Firandello in
these different discursive practices? Pirst, we must recall the fact that

" Firandello’s discourse inscribes itself in the critical interpretative fra-

dition that, according to Gadarrer, is at the origin of modernity.* In
this sense, Pirandelto’s work is one of the most distinctive signs in the
discursive practices of modernity. Like Marx’s relations of production,
the ideas of life and existerce in Hegel and Kietkegaard, and Freud's
unconscions, Pirandello’s humorism belongs to what Gadamer calls
the peints of view of interpretation (Interpretationsgesichtpuskte) ™ If,
after Gadamer, interpretation allews us to unveil the true functioning
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of the subjectivity of opinion and to arhieve knowledge, then the
hamoristie fradition objectifies itself precisely as eritical interpretation
and specifies itself on the artistic level to the degree thatit is supparied
by some of the invariants of modernity, notably subjectivity, irany,
self-reflexivity, fragmentation, and ‘the open work.”

Let us totally rethink the advances of Pirandello's discourse in the
perspective of those constants that together underlie modern discursiv-
ity. It cannot be denijed that Pirandello displaces these constants. Piran-
dello’s prose and his theatre mark a conflict beyond remedy between
the menologism of cloged interfority and the dislegism of reflexive
states of consciousness. Mattia Pascal, Serafino Gubhbia, and Vitangelo
Moscarda, like the narrative voices of ‘Una giornata,” ‘La trappola,
and ‘La maschera dimenticata” ['The Forgotten Mask ' 1918], reveal
the relational and social imperative of conscience. Thus subjectivity
is directional and fundamentally dialogical, aimed at a being in the
world with others. But it tuns up against the Other as difference.
Pirandelle pushes o its extreme the tension between a perceptive
menologism that s eritical and subjective in the manner of a con-
fession, and a dialogism that is nostalgic but ineffectual because it
presupposes a clash of alterities. The fmpasse of subjectivity matks
the gap between the desire for communiration and the obstacle of
incomyumicability,

Thus, in his own way, Pirandello redefines Dostoevsky's pobyphony.
It exists only in our intentions. It is positional and fundamentally
negative. Society is composed of subjective molecules whose unequal
drives and respective degrees of wulnerebility create a state of per-
manent alienation of one from another. Subjectivity that wants to
transgress these limitations stumbles over institutionalized socjety
ancl the Other incarnated by speech and a point of view in conflict,
Therefore, Pirandelle demonstrates the failure of individualism and
radicalizes the breakdown of communication in society through his
narrative and theatrical discourse. The cases of Vitengelo Mosearda
and Henry IV are particularly significant here. Theit stories are the
initiatory novels of an impossible society, of a total dispossession of the
individual who goes to the limit of his subjectivity, Moscarda formu-
lafes it this way: ‘muojo egni attimo, io, & rinasco ruovo e senza ricordi:
vivo e intero, non pitt in me, ma in BigTl Cosa fuori. ! [At each moment
1 die and am born anew, washed clean of memories in my wholeness
and living no Iomger in myself but in all things outside ] Pirandetlo
radicalizes the non-polyphonic states of subjectivity and ereates in all
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his wiorks a sort of negative allegory of the nonconclusive availability
for commnunieation of individuals in g fundamentally deficient sr:rciet].:'.
We know that Proust, Jovce, Musil, Virginia Woolf, Kafka, Jean-Faul
Sartre, Jean Genet, and Witold Gombrowicz thernatize in a differert
way this a-polyphony of hourgesis society, but Pirandello makes it
the backbone of his art. It is in this way that, on the one hand, naked
masks symbolize the end-point of the conflicts between subjective
monelogism and the impossible dialogism of social intercourss, and
on the other hand, they constitute the point of departure for a new
post-Pirandellian theatre, based upon the premises of integral Piran-
dellism that exacerbates trcommunicability, role-playing, and trrep-
resenitability of life as a total model of irreproducible subfectivities.
This new theatre that we call modern or postmadern appropriates
to a certain point Pirandello’s discourse and follows the Pirandellian
fogic of irony, fragmentation, self-reflexivity, and the role of ‘the open
work,”

Let us try to pinpoint same significant historic, textual, and the-
atrical moments of post-Pirandellan theatre. First of all, the sense
of the Pirandellian logic of modernity is principally humoristic. Tn
Pirandello, the sense of oppesites regularizes irony and the other
invariants of modernity. From the point of view of humorismn, this
could be defined as the fulfillment of the opposite of the sense of
stability. Pirandello’s humorism is a metamorphaosis of romartic irony
combined with human solidarity. The creator is iromic with regard to
his work and his characters, but he allows his characters to speak and
he plunges them into an endless existential and philesophical stream
of chatter. Thus the character in Pirandello becomes a complex sign of
at1 incommunicable relationship. Humorism drives the author out of
his work and his silence. Pirandello puts himself on stage and enters
into the semiotic process as the visible sign of a perspective and a point
of view. The work is fragmented at once vertically as & superposition
of perspectives and points of view, and horizontally as & separation of
dialogic levels and structures that support the mimesis. The character
is divorced from his role and tries to identify himself with the being
who precedes him. The dialogue is disjninted by subjective intensities,
and the scenic space becomes an ungstable topolegy in the space of the
stage, the room, and the hall A humorous self-reflexivity {5 achieved
at a)l the interrelational levels of mirmesis, And the work, dislocated in
this way, opens itself to the ambiguous interplay of the overlapping
of reality and fiction, art and life.
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Firandello and the Evolution of Post-Pirandellian Theatre

In what way dees Pirandella’s discourse presuppose new evcrlutiumf’}*
paths for theatre after 19457 We know that this theatre stems from dif-
ferent textual and staging practices, which are difficult to distinguish
in a precige manner. Locking at the way that the Pirandellisn matrix
announces another theatre beyond its strict reduction to Pirandellism,
we should see how the following are affirmed in it: {1) the syncretisen
of the spectacle, mimests, and thematics (Peter Weiss); (2) autonomiza-
Hon (Grotowski, Roncond); (3) socialization (Brecht); {4) performance
and ‘happening” (Tohn Cage).

The evolution of the theatre since the end of the Second World
War has been characterized by a few dominant tendencies. In the first
place, there is the destabilization of the theatrical text. The so-called
theatre of fhe absurd, just like the theatre of Bertolt Brecht and Peter
Weiss, marks this destabilization in different ways. lomesco’s model
makes the dialogue shsurd. Brecht's model dialecticizes the text by
its structural discontinuity: ‘songs’ are inserted into the dialogue, the
effect of distance establishes a metacomrnunicative contact with the
audience. Peter Weisss model uses the theatre-within-the-theatre as
a means to achleve alienation. In these theatrical quests these i3 2
syncretisen, a synthesis of the spectacle and the thematic-mimetic, The
Ifmessage passes through, the dialogue, manipulated and digplaced, by
means of autenomous operators like the absurdity of the dizlogue and
the scenic situation in Ionesco or like the distance-effect in Brecht and
Wedss,

Pirandelln’s theatre - above all his theatre-within-the-theatre tril-
ogy. which destabilizes the text without, however, making it albﬁurd -
presupposes this symeoretism. Pirandello engenders in a cerfain sense
the strategic economy of blending and dialectic. The lagic of Q‘H_E.E'm SerR
st recita o soggetfo [Tomight We Ingprooise, 1330] consists r::uf calling into
question a single hegemonic level of theatrical signs. Distanre cTeeps
in between improvization and imitation of life. Pirandello’s metathe-
atre opens up avernues to political theatre and to the theatre of the
ebeurd. The infuitions and centrifiugal energies of Pirandello’s theatre
also open up perspectives on an autonomization of the fheatret t‘t}a.t is
trarslated by the emphasiz on the role of the body and the individus}
interplay of the actors. The theatre of Grotowski certainly dr:nes not
derive from that of Pirandello, but the author of Sef personagei in cerca
d'gutore anticipates it. In T gigast? dells momtagna, the discovery of the
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human body and the autonomy of the stage-place and the stage-play
give free reign to the somatic materislization of the spectacie. Cotrone's
explanatory monologues aim at rethematizing the human being on the
stage as body, fantasy, drive, movement, and geslure.

Confemporary theatre sbounds in kinetic, visual, vocal, and bodily
marifestations. It is also evolving towards a directional synithesis of
game and anti-game, of strategic libaration of the space of both the
stage and the actors’ occupation of space beside and outside the stage,
There is no purely postmodern theatricality, except to define it as a
cornposite structure that signifies by means of vadants whose COTIMOn
denominator is probably the irreversible destabilization of the stage
space and the dialogico-mimetic game, Present-day syncretic theatri-
cality marks the polyvalence of the practices that we call theatrical. It is
the product of what Peter Brook calls ‘emnply space,” Jerzy Grotowski,
‘poar theatre,™ Eugenio Barba, ‘the contest of opposites,™ Fernande
Arzabal, ‘panic theatre,™ and Tadeusz Kantor ‘the theatre of death, 2°
All these metaphors have an undeniable cognitive value because they
signify a quest for what is possible in the theatre bevond such an-
cient mimetic requirements as tlot, dialogue, character, an ltalian-style
stage, or a stage circumseribed by a determined space. These paossibil-
ities depend upon the theatricality defined by Meyerhald as ‘theatre of
the fair” and ‘theatre of machines,’ a Feometric materialization of the
stage.” But they are also indebted to the aesthetic of cruelty. Different
theatrical practices iproduce what Barba calls ‘Ia distruzione de] teatro
attraverso il teatro™ [the destruction of theatre through theatre]. The
performance and the happening’ alzo play a role in it. They create a
theatricality of the untheatrical, of the theatrical in parentheses 2

1o make a synthesis of the practices of the L ¢ Theatre, Grotowski,
Ariane Mrouchkine, Roneond, Barba, Bob Wilsor, Alan Kaprow, Peter
Brook, the Bread and Puppet, and Kantor is above all to Tecognize: (1)
the relativization and the surpassing of the textual; (2) the SUprernacy
of spontaneity and improvization over what is programmed; (3} the
synchronization and automomy of the theatrical socialization, and
politics; (4] the extensive Hberation of the threshold of the stage and
the visible; (3) the displacement of the mimetic towards the symmbaolic;
(&) the use as signs of the body and the voice, of movement, space,
and time, both within and outside mimesis, I there, ther, a Piran-
dellian matrix common to these different practices? This matrix, if
it exdsts, consists of the structures of dialectically negative doubling
that disintegrate the totalization of the theatrical by the mimetic. The
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confrontation of the theatron mundi with the theatrian Hheati in the
metatheatrical works of Pirandello subverts the signs of représenta-
tional theatre. If Pirandellos theatre is based upor: the conflict of
the representations of the subjective and the objective, it is also the
Tecessary comvergerke-point of the discursive ecomomies of todav’s
theakre.

The zeturn to Pirandello thus confirms the present-day theatrical
archaeclogy of knowledge. This knowledge weaves a web of rela-
tions between works and practices. Pirandello’s place is significart,
because it is thanks fo him that theatre assures its self-regulation and
fransforms itself. Firandello, more than any other dramatist, has sub-
verted the ideological-aesthetic obstacles that arise against the limitless
freedom of the theatre. Thus the surpassing of the existenitial stage
that prepared #tself in Pirandello foreshadows the infinite play of the
theatre of the world and of the theatre of the theatre at the stage of
a new modernity or of postmoderrism, Whatever the termns may be,
Pirandello unites them beyond masks and performances and within
theories,

Translated by Gloria I¥ Ambrosio and Drew Griffith
MOTES
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3 Decadence is ane of the ideclogermes of medernity. Negatively, it signifies
a state of crisis of reason and comscience that is tied to such Phenarnena as
the secial alienation of the individual, the degradation of hunan values in
the larger serse, the domination of the state, and the ‘process of licensing
and mass-marketing the intellectual reaim’ in the words of Arcangela
Leane de Castris. (Ses I decaden tisma italign: Soeon, Phandella, TF Annunzia
[Beri: De Donato 1974], 2. Positively, decadense can be defined as artistic
resporse to the crisis of values and to the oritical, historical, and social
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situation of the individual, Histarically eircumseribed, decadence was
superceded by certain new ways of writing and obsessive themes from
Joris-Karl Huysmans and Oscar Wilde to Pirandallo and Ttale Svero.
Pirandello’s work is situated in decaderce, berause it accentuates the
social alienation of the individual and becomes the articulation of the
search for a possible gscape from the erisis.  this sanse, Firandellos
work i3 ‘maodern’: it is arbeulated on a dynamic and a thematic of a
cecadence that is a critical vision of saciety, and on the postirlate of an
artisti and thematic radicalism. In zddition to works by Catle Salinar
(nitably ML & coscienza del decadertigm italizno: L¥ Avtmaenzia, Pascoli,
Fopazzary ¢ Pimgndello [Milan: Fejtrinelli, 1960]) and Leone de Castris, one
st mention Robert Dombraski's Le fotalita dell artificio: ldealagia £ forma
rel vomanza & Firandelle (Paduz: Liviana Editrice, 15¥8), 2 fundarnental
work that establishes a serles of homologies between the structures

of Pirandello’s work and the ideclogical 2nd social superstructures of
the era that infarm the work and whose thematic givens, such as the
alisnation and crisis of the liberal warld-view, this work trangeribes.
Max Nordau's boalk, Dis Entarfung [Degeneration] published in 1895 was
very successful at that time. For Nordaw, degeneration is a hiclagical
phenomenon and he studies its social and artistis pathology. Mordao
attributes the fanlt #o ‘Bgotizts” and ‘degenerates’ such as Mietrache, Ihsen,
and Zola, and to ‘decadents’ such as Theephile Gauthier and Charles
Baudelaire, but he seems to describe the SYTrptoms muech more than the
causes; he offers a diagnosis but ke does not connect the phenomena
that he describes ["psychology of mysticism,” ‘psychology of egomania,’
symbolism,” ‘decadence”) to social, political, or histarle causes. Gosta
Andersson, in his important wark, Arte e feorin: studi sulla woefica del
giozane Lutgd Prrandells {Stockholm: Almaquist & Wiksell, 1966), 934,
pomits aut the resemblance between the formmuias that Firandello uses in
hiz study.“Arte e coscienza Foget’ ATt and Conscience Today, 18093]
(‘egoismo, sprssatezza morale’ [epotism, maral exhaustion), ‘sconfinata
stima dj 5¢ stessi’ [unlirnited esteern in oneself], ‘strordinaria emotivits,
suggestibilita’ [extraordinary emotionality, suggestibility], ‘incapacita di
volere” [inability to will], “fantasticheria” [imaginativeness], ‘bugiarderia
Incoseiente, fazile ecoitability dell"imaginaziore’ (irrespensible inclination
to lie, facile excitability of the imagination], in Pirandello, Saggi, poesic
sorith voril [Milan: Mondadori, 16607, S758) and thoge of Nordau in Dis
Entarfurg. Beyond these reserblances or coincidences in the gensral
picture that Pirandello paints of the moral situation of the world at the
timne when he wrote his study, it would be urjust to attrbute to Pirandelio
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an anticipation of Nordaw's arguments and ways of thirking, Pirandello
tlearly identifies the social and historical cawmses of the mdividual's
alienation and his art is wrongly atttibuted to socio-biological pathalogy.
His protagenists are engaged in an objective conflict between sbetety and
the indiwiduzl, a conflict that they interiorize znd express subjectively,

4 Paul Valéry's lapidary formula: ‘Le temps du monde %ni commence’ [The
time of the ended world begins] as well as his warning: ‘11 faut rappeler
aux nations croissantes qu'il n'y a point d'arbre dans la nature qui, placé
dans les meilleures conditions de lumidre, de sol et de terrain, puisse
grandir ef s"élargir indéfiniment’ [One must remind all growing nations
that there is no tree In nature that, when placed in the best conditions of
light, sun and soil, can grosy indefinitely] from ‘Regards sur le monde
actuel’ in Ceytres (Paris: Gallimard, Bibliothéque de Ja Pléiade, 19605,
20234,

3 See Oswald Spengler's The Decling of the West (1926-9) and his thesry of
veles.

& "The fundarrental process of Modern Times is the congquest of the warld
85 & conceived mage. The word image now mears the eonfiguration
(Gehfid} of the represerntational production.” See Martin Heidegger, ‘The
Bra of Warld-Conceptions,” in Chemins que ne ménent rulle part (Pavis:
Gallimard, 1963), 55,

7 See Gilles Delenze and Felix Guattari, Cupitalisme et sckizophyinie,
Lanti-Oedipe (Paris: Hd. de Minuit, 1972}, in which the theory of ‘dasiring
machines’ is laid our. This book, written azainst the psvchoanalysis of
Cedipus and in defence of schize-analysis, diagnoses in a vomplex and
composite philosophical mode the schizophreria of capitalism that is
unzbie to liberate the uncanscigus. [eleuze and Guattari attribute the
schizophrenic state to the system of the famdly.

8 Jean-Frangois Lyotard connects ‘grest stories’ with the problem of the
legitimizing of kneswledge. ‘Le recours mux grands récits est exclu:
on ne saurait done recourir ni 2 la dialectique de I'Fsprit ni méme &
I'émancipation de I'humenité commme validation du disecours seiendifique
postmaderne.” [To resort to the grand naeratives is excluded; one canmeot
resurt either to the dialectic of the spirit or even to the emancipation of
humanity as a validation of postmodern scientific discourse.) La condition
post-moderne (Paris: Ed. de Minuit, 1979), 98,

¥ Jurgen Habermas, "La modernité: un projet inacheve,” Critique 413
(October 1961) 95067,

10 Peter Barger, “The Significance of the Avant-Garde for Conterrporary Aas-
thetics: A Reply to Jirgen Habermas, New German Critiqus 22 (1981); 20.
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11 Henri Lefebvre, ‘De 1z littérature et de Part modemmes considérés comme
processus de destruction et d'autndestruction de "art,’ in Liftérniure ef
société, Dyohigmes de méthodologie en sociologte de Iu littérature {Brussels: Bd.
Lriversité Libre de Bruxelles, Ingtitut de Soriclagie, 19687, 114,

12 Thid,

13 Theodore Adormo, Neter rur Literatur [f (Frankfurt am Maine Suzkamp
Verlag, 1963), 163,

14 ‘La medetnite’ is the fourth article of a cycle entitled Le permtre de iz
wig maderne written probably in 185% and published in Le Fioars (26
and 29 November and 3 Decemrbar 1863). See Charles Baudelaize, Eoite
esthétiques (Paris: UGE, 1986}, 372-5.

13 Arthur Rimbaud, *Adieu,’ from Une seison en enfer, in Ceuvres (Paris: B,
% Bermard, 19600, 241.

16 Roland Barthes, Le degré o de 'écrifure (Paris: Bd. Gonchier, 1963), 36.

17 Jean Baudrillard, "La modernité,’ in Ercyclopeadis Lniversalis (Paris:
Bricgelopasdia Universalis France, 1983), 124246,

18 Zee | Tymianov ‘De l'évolution littéraire,” in T. Todarow, ed., Thdorie de iz
Uttératury, fextes des formaliptes usses (Paris: Sewll, 1963

18 Hans Georg Gadamer, Tie Grundlagen des zwarzigsten Jahrhunderts,
[The Foundations of the Twentieth Century] in Aspekte dev Madernisit
(Gittingen: H. Stelfern, Vandenhoeck & Ruprecht, 1965), 7.

20 Thid., 28

21 Pirandella, Uns, nessuma @ centomily, in Glovanni Macchia, ed., Tt f
romanzi (1973; Milan: Mondadari, 1984, 2:900.

22 Peter Brook, The Espfy Space (London: Mcsibbon and Kee, 1968: London:
Penguin, 1882} For Brock it Is sufficient to take an empty space and
call it "a bare stage’; if une persan walks across this empty space while
ancther person watches, ‘this s all that is needed for an act of theatre
ta be engaged.” Brook divides theatre into four principal types: Deadly
Theatre, Holy Theatre, Rough Theatre and Immediate Theatre. Deadly
Theatre is conventional, commereizl theatre, implicitly medioore. Holy
Theatrs i5 ‘the Theatre of the Invisible-Made-Visible " Rough Theatre is
tlose ta the people — theatre of marionettes ar shadow-puppets — and is
usually characterized by a lack of style, Immediate Theatre is o theatre of
spontaneity and improvisation. Pirandello’s theatrical quest coincides to
same degree with a mixture of these four types of theatre. The substange
and form of Firendello’s theatre are based an an unstable symthesis of
these four theatres. However, in I gigany deile movtagsns, he seems to
achieve a clear vision of a theatre that conforms to the chief elements
of his quesf; thus he institutes a theatrical syrthesis of Holy, Bough,
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and inmediate Theatre. In I giganti defle roxiagna, the placement within
parentheses of the representation of L frvola dei figlia cambiaty [The Fahble
of the Changeling Som] constitutes in some sense a rejection of Brook's
Dezdly Theatre,

lerzy Grotowski, “Vers un thédtre peuvre,’ in Caltfers Renaud-Borrauli S5
(ay 1238 and Towards 2 Poor Theatre {New York: Simen & Schuster,
1968). To explain the theatre of Grotowsld, Rayronde Tempkine
palernically cites Lechy Elbernon's staterment about the theatre in Payl
Clandel's L'Echinge, and also Mimi's retort in Cueste sera st secitn o
seggetto: ‘Una sala, una sala grande, con tante fle di palchi tottintorno,
cinque, sei file plene ... un mare di toste; & lue, i da per tutto;

un lampadaria nel bel mezzo, che pende eome dal cielo, e pare tutto

di brillanti; una luce che abbagiia, che inebria ... T homi 2 un tratto 3]
Spengono; ... e il siparie & come una tenda, ma grande, pesante, tutfa di
velluta rossa e frange d'oro, una magnifiseniza; quando s'apre ... comineia
Vopera ... « Questo & 1] teatro.” (Luigi Pirandello, Qiesta sera of recita a
soggetta, in Manlic Lo Vecchio Musti, ed., Maeschere nyde [1858; Milan:
Mendadord, 1978], 285-6.°4 hall, a Farge hall with all around several rows
of baleonies, Ave of six rows full of people .. an acean of heads: and
lights, lights all aver; a charidelier in the center, as if hanging from the
sky and entirely made of diamonds; a light that cen blind and infoxicate
you ... All of a sudden the lights are switched off: ... and e eurtain i
like & drape, but & Jarge and heavy one made of red velvet with golden
fringes: a magnificence; when it opens ... the opers sfarts ... — This s the
theatre.’) In his volume entitied Grotowski (Lausanne: Ed. La Cite, L'Age
d'Hotrme, 1970), Ravmonds Temking observes that Grotowski postulates
& thoroughly new relationship with the audience (77-%), and in =0 doing,
he rejects theatze as the synthesis of all the arts: ‘Il en est .. & prémet
un “thédire pauvre” aux entipodes du Hréstre folal qui se jette sur totes
les rassources son-etlymisre neuvelles, sves cette faim dévoratrice bien
caractéristique de notre épaque technicienne et gadgétorane.’ (78) [It is
Imperative to advocate & ‘paor theatre’ that is profoundly different from
the “total theatre’ that exgloits all new audio-visual resources with that
devauring hunger so distinetively characteristic of our technelogical and
gadget-maniac times.] Mimi's retort in Quesiz sem s recits g soggetto is
not Pirandello's only definition of the theatre, nor is it definitive, It secrrs
tr me that in Pirandello's theatre there are some elements of Grotowski's
‘Paor Theatre.” In All'uscita [Af the Gurel, L'uowo da Sfiove in bocoa [The
Moz with the Fiower in Fis Mouth], and 1 giganti delly montagnd, Pirandello
seels to rid the theatre of the accoutrements of spectacle, In any case, it iz
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certain that the ‘poverty of the theatre,’ as Grotowsk: understands it, s
not the univocel destination of Pirandello’s fheatrira) quesk.

Far Eugenio Barba, the formula ‘the conflict of UPPOsites’ expresses

the sense of his theatrical quest. Derfving his irngpiration from the

idea of ‘anatomical theatre,” Barba states: ‘Maotre thagtre 2natomique ne
toncerne pas seulement le corps de Yhomene, 11 concerne ses actons

et 889 rapports & lintérienr des événements sociaux, 3 Fintériesy des
conflits historiques: les tensions et les CEpOsiHens qui constituent les
rigles profondes des diverses réalités. 11 signifie: vision de ce qui se cache
gous I'épiderme. Semblable zu Théitre Anstomique est le théitre auquel
nous pensaxs, 4 mi-chemnin entre spectacle et science, enfre didactisme
ef tranagression, entre horrewr ef admiration’ (Fugenio Barbe, Loarckipe!
du thédire [Carcassonzne: Bd. Contrastes Bouffonneries, 1982], 71) [Cur
anatomical theatre does not concern only e hurnan bady. It congerns
its actions and #ts relationships within social events, within historical
contlicts, the tensions and the oppositions that censtitute the profoungd
rules of the various realities, This implies the vision of what happans
beneath the skin. The theatre we Imagine is similar to Anatornical Theatre:
a theatre that stands half way between spectacle and science, didacticism
end transgression, harror and admiration ]

3 Om “panie’ and ‘panie theatre,” see Fernando Arrabal, Le panigue (Paris:

Ed. UGE, coll. 10/18, 1973..

Tadeusz Kantor states: ‘Cette image vivante de FHOMME sortant cles
témebres, poursuivant ss marche en avart, constituai un MANIFESTE,
frradiant, de sa nouvelle COWNDITION HUMAINE, seulement HUMAINE,
avec 54 RESPONSABILITE et sa CONSCIENCE tragique, mesurant son
DESTIN 4 une écheile irmwlacable et définitive, I'échelle de la MORT

.- Les moyens et l'art de cet homre, VACTELR iFour emplover notre
propre vacsbulaire), se rattachafent aussi 8 la MORT, 3 sa tragique et
horrifique heauté.” Le théftre dz Iz mort, ed. Denis Bablet (Lausanne: Bd,
L*Age d'Homree, 19983, 223, [This living image of MAN exiting darkness,
and moving forward, constitutes g BAMIFESTO, an frradiating one, of his
new HUMAN CONDITION, onlvy HUMAN, with his RESPONSIE[LITY
and his tragic CONSCIENCE, measuring his DESTINY according to an
frnplacable and definitive scale, the scale of DEATH ... The means and th
art of this man, the ACTOR (using our awn specific vocabulany’, are also
connected to DEATH, to its tragic and horrifying baauty.]

7 On Meyerhold's artistic approach as a director, see Henri Guilbeaus,

Muverhiold en terve d"Europe, Mainkovsky dans [ terre russe Fariz: 4. de la
Revue [ittéraite des Prirmzires LES HUMBILES, 1930, 15,
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25 For Barba's remarls on the Odin theatre, see "Colloouio con Eugenic
Barka,” in Fraveo Qradri, meenzione 89 un fegbeo diverso: Kantor, Barba,
Ferawean, Wilsent, Monk, Tevayma (Turin: BEinawdi, 1984), §3.

2% Michael Kirby remarks that what characterizes the new theatre is
gbove all “the absence of an information structure,” ‘ndeterminacy” and
‘non-matrixed performing.” See Michael Kirky, “The New Theatre,” in
Richard Kostelanetz, ed., The Asant-Garde Tradifion in Literature (Buffalo:
Promethseus Books, 19820, 32440,




