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he had no great talent. ("Poetic Unity" 203) 
Beverley notes similarly that "The Soledades seem in the 
end like a discourse which has emptied itself of any 
possibility of fresh poetic life" (Aspects 110).

It is also useless to speculate as to what would have 
happened next. Competing theories claim there were to be 
four "Soledades," but they differ as to the nature of the

1 Oorganization. The events have occurred in such an 
unpredictable manner that even certain knowledge of a 
greater design, such as those offered by a framework of
four "Soledades," would offer nothing concrete upon which

14to project the completion of the poem.
The reader is left adrift with the pilgrim, eternally 

excluded from the world of the poem. Like the wanderer, he 
or she has in vain attempted to reach the place "Donde el 
Sol nace." Throughout the two "Soledades," the reader has 
been frustrated in attempts to construct an overarching 
structure that can neatly account for all the elements of 
the poem. In addition to the syntactical difficulties, 
demonstrated in the analysis of lines 42-45 of the first 
"Soledad," and the general difficulty and abundance of 
concepts, the reader has "discerned" a tendency in the poem 
to undermine the construction of meaning. The 
protagonist’s seemingly directionless wandering through the 
events of the unpredictable narrative, the nebulous or 
ephemeral delimitation between spaces, and the metaphorical 
fluidity of objects normally conceived of as fixed, all
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contribute to the constant tentativeness of the 
interpretive visualizations that must be formulated and 
then withdrawn.

The reader is forced to be a self-conscious subject, 
excluded from what he/she sees as the poem's meaning, 
thwarted in efforts to impose an organization that will 
permit knowledge by appropriation. Beverley concludes that 
"The effect of Gbngora's truncation of the Soledad segunda 
is to alienate the reader from the poem . . . "  (Aspects 
112). I believe, however, that the reader has been 
alienated from the world of the poem from the beginning.
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Notes
1 The reference to boats as wood is not original with 

Gdngora. Covarrubias notes that "En lengua toscana leno 
suele sinificar el navi'o o galera, o otro qualquier vaso 
para navegar, por ser la materia de que consta y porque 
ordinariamente es pino; los latinos le dieron esta mesma 
sinificacidn . . . ” (761). He then quotes an example from 
Horace in which "pinus" serves to refer to a vessel.

2 Molho discusses the role of the adjective in 
maintaining the two ideas of “bridge" and "not bridge” in 
the concept (35-36).

3 His declaration does not stop him, however, from 
imposing a "representacidn" on the "Soledades" as an 
"espiral que gira sin fin sobre sf misma sin encontrar su 
fin" (80).

Antonio Vilanova demonstrates how the peregrino of 
the "Soledades" is in the tradition of the Renaissance 
lyric in his article "El peregrino de amor en las 
‘Soledades' de Gdngora."

 ̂McAllister cites the stanza as evidence of 
Neoplatonic influence, noting that “The pilgrim does not 
use the word ‘love,' however, to refer to the ‘daring 
intention’ that has led to his ‘fall”. . ." (39).

 ̂Alonso did not claim that his prosification in any 
way was a translation of the "significacidn poetica" of the 
"Soledades" (Soledades 548).

7 Juan Eduardo Cirlot notes interestingly,
204
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An engraving in the Hypnerotomachia Poliphili 
. . . depicts a woman holding a pair of outspread 
wings in one hand and a turtle in the other. The 
counterbalancing of one with the other would 
suggest that the turtle is the inversion of the 
wings; that is, that since the wings signify 
elevation of the spirit, the turtle would note 
the fixed element of alchemy although only in its 
negative aspect" (354).

The juxtaposition of the pilgrim’s Icarian wings and 
turtle-like, fixed island that occurs in the poem is 
somewhat similar. Although there is no reason to believe 
that Gbngora practiced alchemy, it is possible that he was 
familiar with the widely disseminated Hypnerotomachia 
Poliphili, published in 1499 (Cirlot xxii).

g McAllister interprets the island as an unstable 
place, "so indeterminate in form that at first it seems 
neither island nor peninsula, an island in perpetual 
motion, described as a turtle perpetually swimming, but 
never quite reaching the shore" (50).

9 Jones treats this scene in two articles, which he 
says "shows a fundamental harmony in the apparent anarchy 
of nature" ("Poetic" 202). See also "Neoplatonism and the 
Soledades." p. 10. J. F. G. Gornall places this scene of 
"the 'music’ of Nature" in contrast with “the music of the 
court" as a conceit connected with the theme of 
"menospricio de corte, alabanza de aldea" (319).
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10 The theme of "menosprecio de corte" and "alabanza 
de aldea" treated by many critics (among them Jones, Robert 
Jammes, and Beverley), may be supported by the image of the 
seashells used for purple dye that do not impede the 
progress of the old man. Noydens’ 1674 addition to 
Covarrubias’ definition of "pdrpura" explains that the 
shellfish had powerful tongues with which they could 
penetrate other shells ("a vezes las de su mesmo genero") 
in order to extract and eat the inside. He adds, "Y assf 
fueron geroglffico de los hombres maldicientes cuyas 
lenguas pican y traspassan qualquier fama, . . . "  (889).
The youth’s claim that the "pdrpuras" would not bother the 
old man could be interpreted as indicating that away from 
the "corte," such phenomena do not occur. It is certainly 
consistent with his song of the first "Soledad," "6 
bienauenturado / Aluerge . . . "  (94-135).

11 Melody Joy Duran associates the falcons with the 
Icarus myth and the moth/butterfly images that occur in the 
poem, concluding that "Gdngora shows that the rise and fall 
of the falcon’s flight parallels man’s inherently doomed 
atempt to imitate nature" and that he "perhaps suggests 
that main’s attempted disruption of nature reveals human 
mutability" (48). Beverley makes numerous references to
the violence of the scene (Aspects).

12 Alonso notes that the poem ended originally at 
verse 840 of the "Soledad segunda." A later version added 
the hawking scene, extending the poem through line 936.
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The final 43 lines were added, according to Pellicer, at
the request of Antonio Chac6n ("La Primitiva" 425).

13 Ioseph Pellicer stated that there were to be four 
"Soledades" corresponding to four stages of life: youth,
adolescence, virility and senility (qtd. in Vilanova 428). 
Di’az de Ribas agreed with the figure of four parts, but 
classified them "por el lugar donde sucedieron." He 
describes them thus:

La Primera Soledad se intitula la Soledad de los 
canpos. y las personas que se introducen son 
pastores; la segunda, la Soledad de las riberas: 
la tercera, la Soledad de las selbas: y la 
quarta, la Soledad del yermo. (Gates 86n4)

14 Antonio Vilanova does make such a projection, 
noting an increasing degree of "soledad" in the four 
divisions proposed by Dfaz. He predicts that the third 
"Soledad" would be "habitada por algtin lefiador or fiera 
alimana," and the fourth would be a "paisaje de est riiidad 
y de la nada, donde s61o puede morar alg&n pobre ermitaho" 
(430-431).
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Conclusion

Understanding Gdngora’s “Soledades" in terms of 
appropriating knowledge is difficult but possible. Here, 
one might recall that Collard defined two targets of 
seventeenth-century criticism, with works written “Contra 
lo defectuoso de la sustancia poetica y contra los excesos 
de su poesfa, su oscuridad y confusi6n“ (84). Since the 
present study has focused on hermeneutics, it would be 
appropriate to refer to the two problem areas as the 
product and process of interpretation. The aim of the 
hermeneutic process is ordinarily to arrive at a product, 
to understand or know the object being studied. The 
"Soledades" thwart, or at least retard, that project in 
various ways. One manner of making the process difficult 
is the use of stylistic "excesses" discussed so competently 
by Dfas de Ribas and V&zques Siruela. G6ngora’s poetic 
language has been treated at great length as a major focus 
of post-1927 criticism.

This study’s reading has encountered other ways in 
which the "Soledades" resist interpretation. The 
deployment of space in the narrative frustrates structural 
organization. Many fixed points and boundaries that are 
normally considered to be stable in the world and that 
ordinarily serve as a ground for the construction of an 
interpretation are presented in such a manner that the 
reader must construe them as existing in a state of
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instability. They are not reliable anchors for the 
attachment of meaning, and that attachment is what must 
occur in order for "space" to become “place." The 
definable places that do exist— seashores, the goatherds' 
camp, a promontory, a road, a crossroad, a village, an 
island, a castle— are unconnected except for the trajectory 
of the peregrino's wandering. There is no revisiting, no 
return even in memory or dialogue, that would allow one to 
weave a web of relationships between them.

A second way the poem frustrates understanding is by 
tightly controlling the hermeneutic process. For readers 
(like those of seventeenth-century Spain) in whose 
epistemology knowing or understanding is equated with 
seeing, the "Soledades" hinder interpretation by not 
allowing them to see.1 To be more specific, they are not 
allowed to assume that they are engaged in a receptive 
activity of perceiving ("dis-covering") a pre-existing 
order. Most of the seeing readers are allowed to do is 
through a self-aware act of visualization that generates 
order. The narrator does not share his omniscience with 
the reader, who only once in the "Soledad primera" knows 
for a few lines something that the protagonist does not, 
that the group of serranas is en route to a wedding (263- 
266). At other times, the reader discovers the poem's 
world as it is revealed to the pilgrim and is forced to 
share in his interpretive experience. The reader's vision 
is limited to the narrative present both temporally and
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spatially, thus not allowing him/her to construct a 
context. He/she is not provided knowledge of the pilgrim’s 
past, and has no basis for projecting a future. Nor is 
there, as JAuregui complained, any indication of place name 
or spatial orientation that would allow the reader to link 
the imagined space of the poem to his/her own world.
Another limiting factor to the reader’s knowledge is the 
absence of dialogue that excludes the him/her from the 
peregrino’s interiority. Two songs, a brief apostrophe to 
the goatherds’ campfire, and a discourse of praise and 
advice to the old fisherman are the only signs of the 
protagonist’s thoughts.

Although a single thread of narrative (JAuregui’s 
"fAbula") can finally be constructed, the end product of 
the hermeneutic process is not knowledge in the sense to 
which one is accustomed in either of Foucault’s referential 
epistemes. The reader knows little more about the poem’s 
protagonist or narrative plot than when he/she began. (Of 
course, the fact that the poem is unfinished can be used, 
at least in part, as an explanation for that ignorance.) 
Knowledge, as it was generally understood in seventeenth- 
century Spain, is denied to those who seek it in the 
"Soledades.” The reader who enters the interpretive effort 
seeking resemblances that point to an ultimate truth (like 
McAllister’s Neoplatonic reader) discovers only failure to 
arrive at that truth. The interpreter who reads expecting 
to receive and possess a conceptual representation of an
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ordered world presumed to exist "outside" of language is 
also frustrated, left with a picture that seems incomplete.

What, then, did Gdngora believe about knowing the 
world? In this poem, his reader is required to become a 
subject, a self-aware construer of meaning, a role not 
known to contemporary thought. Does that indicate that he 
believed that the world was not knowable in predominantly 
accepted ways? In the interpretation of the "Soledades, " 
the reader is alienated from the poem’s world, trapped in 
an eternal, existential "here and now." Such a status 
departs radically from the Renaissance idea of the human as 
integrated into a meaningful whole in which there is no 
"other." It also opposes the post-Tridentine conception of 
the world as an engano that effectively denies the reality 
of the "other" and makes the "one" subject to a truth lying 
beyond his/her present existence. Does that alienation 
indicate a belief on Gdngora’s part that self-consciousness 
doomed humans to pay the price of being "one" to the 
world’s "other" either by suffering endlessly or by dying?

These questions could only be answered by Gdngora, of 
course. It would be futile and misleading to project, on
the basis of one poem, the whole of a person’s

2epistemological assumptions. One can conclude, however, 
that in the "Soledades" Gdngora was concerned with the 
problems of interpretation and knowledge of language and 
meaning, and that he required his readers to share his 
concern, by challenging their fundamental assumptions.
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Notes
1 Interestingly, forms of the verb "ver" occur with 

much less frequency than in Gbngora’s sonnets and his 
"Polifemo." In the 3052 lines of Gbngora's 218 sonnets, 
there are 66 instances of "ver" in various forms (Richards 
176-177), a rate of approximately 2.2 occurrences per 100 
lines. In the "Polifemo," "ver" appears 14 times in its 
504 lines (Gdngora, F&bula 123-125), a rate of 2.8 
instances per 100 lines. In the "Soledades,“ however, with 
16 appearances in 2107 lines (F&bula 123-125), the rate is 
.8 per 100 lines.

O Gbngora’s "F&bula de Polifemo y Galatea," for 
example, which appeared at about the same time is radically 
different from the "Soledades." On the level of poetic 
language, the poems share many similarities, but the 
"fibula," as Jiuregui would call it, is a "firme tronco.“ 
There is a known story to which the poem refers, the place,

r.

Sicily, is defined, and the time is set within the 
mythological past. Spatial relations are stable and can be 
mapped. The characters have names and histories; they 
behave in predictable patterns, and everything is tied up 
neatly at the end. In its regular form of octava real, 
almost all of the stanzas end with a period, encompassing a 
definable block of the narrative. The narrator shares his 
omniscience with the reader, the reader sees and 
understands what happens. Only the language and concepts 
are difficult. So it would erroneous to assume that the
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"Soledades" express Gdngora’s philosophy. The 1963-1966 
dispute between R. 0. Jones and C. Colin Smith, for 
example, began when Smith objected to Jones’ Neoplatonic 
speculation about the "Polifemo" after Jones had studied 
principally the "Soledades" (Jones, "Neoplatonism," 
"Gdngora"; Smith, "Approach”).
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