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. Isak Dinesen uses the mask as the principal disguise inforder to

lead her characters to the fulfillment of threir destinies, In the ffnal

»

£

stages of this masking, the characters, if guccessful, become che with , f

b

the assumed face. Chgosing a mask is choosing a r8le and ultiﬁately

¢ ..

character, rdle and mask prove to be the same entity. Difiesen's
. Al . 1

characters, in choosing their rdles and ‘masks, enter into the universe N

created by the storytg}ler herself. For Dinesen the telling of a tale -«

~
parallels ncthing less than the Bivine Creation of heav%P and earth ex - Q‘TJ ;

-

nihilo. For the characters in her fic;ion the essdntial task is the %
. 4 ¢
discovery of rB8les compatible with the harmoniﬁﬁé‘desigﬁ of?the sto%y— ‘

teller's universe. The characters may chdose either‘to fulfill or to o

S

circumvent their destinies. If the characters are able to recginize‘the

. _ P
.possibility of the self and ‘other co-existing in fruitful tens¥on, then

t

they are at one with their destinies. Dinesen moﬁés her ‘characters, ?
: c ‘ | (
through various stages, from uncertainty to an act of faith in the story T T
1 . L]

“as the principal forece in shaping their destinjes. Through the ‘ 3
narrative framework of the tale, Dinesen uses mask as rdle to heighten

.11fe to a state of transcendent truth, and to raise man to a spiritual.
. ‘ -

. awareness of his destiny. As a result, art and life'become%balanced‘and

~

interdependent. This balance 1s not an easy one to achieve but Dinesen
attempts to resolve the dilemma of imposing rigidly and inexoraply an

artistic pattern upon her characters\thr&!@h the use of mask as réle.
\ ‘ i
\

N 0o
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- Chapter I e
ST o ' Mask as R8le - :
, . Ay ' . . \\\\ *
. - : " . L ) N\ ‘
/. ! N So speaketh t&e Arbiter of the masquerade: 'By thy mask \
' . ' I shall know thee.' - . . ,
- -~ Dinesen: '""The Deluge at Norderney" \ .
: from Seven Gothic Tales.: . NN
. ' ' LT . A
. ’ \\\
, ) ' In their attempt to fulfill their rdles Dinesen's -characters use "
. ot - ; -, . \
, : : \
v : . masks as/a principal disguise. 1In the final stage of this masking the .

. characters, if successful, become one with the assumed face. ’ \

. + Ultimately, character, rSle and mask prm}e to be virtually the same '

: o . o . \
: entity. Choosing a mask is choosing a rdle. The fusion of charagcter,

)

T role, and mask enables Dinesen to ex'amine‘strategies that individuals use -
“ . * > * 4 . i \ ‘
to-fulfill or to circumvent their 'destinies. Of Dinesen's use of the “w
° [} " [
. mask Eric 0. Johannesson notes: T 7 .
The tales woven around the motif of ;:he mask . . . s I
, express the same basic theme,'a central one in ‘Dinesen's view
' of life: .the need for a life of adventure, freedom, and o
e e imagination £ y those who for one reason 9T another are ‘
. trapped, are unable to exXperience life fully. S, . * T
v ) Dinesen's empﬁa's'is, on masks as r8le is a reproach to contemporary
"oou‘rgeois realit)'r with its central concern for éecurity, for sincerity, -
. " and for sentiment.B,.Ijonald Hannah, as well, views Dinesen's use of
. ‘masks and her emphasis’'on the importance of r8le-playing as her mgtig y

. ’ \

T ' - ' lIsak Dinesen, Seven Gothic Tales (1934; rpt. New York: Vintage » ‘
e Books, 1933), p. 26.°
2Erik 0. Johannesson, The World of Isak Dinesen (Seattle:
_ University of Washington Press, 1961), p. 68. ..
t .,3Marcia Landy, "Anecdote as Destiny: Isak Dineszmme\\_'\ ‘
Storyteller," Massachusetts Review, 19 (1978), p. 396.

IS

" —

. '

N




¢ \

\ \\ \ : , . t
\ weaponagainst realism: . '

It is this concept of the person's other self as an actor,
staging a performance which determines Isak Dinesen's me thod
of characterization. It follows the same lines traced out by .
the stories: these are not realistic, and neither is the |
characterizatlon a psychologically~oriented realistic one.

" And thisg is sok despite the fact that many of her characters
are really splliit personalities-~but not split in a

‘ . psychological sense. If her characters do have a kind of

[N introspective quality, the apalysis they conduct is of their /

‘ acting proceduxes mfch more than it is an exploration of their/

\. process of thought. ‘ . : /
\ . ’

\ ;sgk Dinesen uses the mask in much the éame way as does I‘.uigi‘
Pi'.randello\. Although Pirandello derivgs his theory of the relat.ionship
: between mas}'c, reality and r61e—piaying from Henri Bergson's conception
of the nature of the exist:.é ce of man in‘a dis;ont;inuous universe,2 Isak
Dinesen develops her the;ryXf maskias rdle from personal experience in

Af%ica.‘ Africa provides Pinesén with a stage where opposites become

B reconciled, where rgles a;re imposed on others, and where fate and |

S destiny converge j.ntp the acceptag e of a creative imagination greater
b < 't}}an her owri. Pirindello al_lov;s hiX

' - . *
. . assume’ mask‘s.3 The 'interchangeability of mask and r8le permits-'

’ N > \

characters to become rSles and to
Pirandello to piumb the inner nature of man.4 Dinesen, too, assigns her
characters to rles which in turn become masks. It is in this sense of
reciprocity of mask/r6le that Isak Dinesen bears an affinity to Luigi

Pirandelld.

- . [ . :
Lhonaid Hannah, 'Isak Dinesen' and Karen Blixen: The Mask and the
/;7« Reality (London: Putnam and Cotnpany Ltd.,.1971), p. 158.

%5ee Henrl Bergson, Creative EvolutTon, trans. Arthur Mf tchell.
(London: ‘MacMillan and Co., Limited, 1928).

L 3Thomas Bishop, Pirandello and the French Theater (New York: New
‘ ‘- York University Press, 1960), p. xii.
-
ALuigi Pirandello, Naked Masks, ed. Eric Bentley (New Jork: E. P.
Dut ton gnd Co., Inc., 1952), p. xx.
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' Dinesen presents her characters from twp perspectives. THere are
' [

¢

those who choose a rdle and play it so suécessfdlly t:haL: jhey become the
rdle. ,The parts which these characters play are qve)n suggested by théir«

titles, "The Old Chevalier", "The Heroine", and "The Invincible \

Slave-Owners'. There are those characters who are ungble to play a r8le

‘
S

and who have no idea of Gaod in the making'of them. Dinesen describes
-, ‘ .
the/ two ty¥Pes of characters in a passage about pride in Qut of Africa:

!

\ " Pride is faith in the idea that God had, when he made us.
A)proud man 18 conscious of the idea, and aspires to realize
it. He does not strive towards a happiness, or comfort which
may be irrelevant to God's fdea of him. His success is the
idea of God, sdccessfully carried through, andrhe is in love
with his destiny. As the good‘citizen finds his happiness in
thq\ fulfilment of his duty to the community, so does the proud
man find his happiness in the fulfilment of his fate.

.\ People.who have no pride are not aware of any idea of God
in the making of them,.and sometimes they make you doubt that
thére “has ever been much of an idea, or else it has been lost,
and who shall find it again? They have got to accept as
sycdess what others warrant to be so, and to take their
happgidess, and even t\heir own selves, at the quotation of the ;
day| They tremble, with reason, before their fate. : .

p \
s

n several of the tales there is a point ‘at which a character seems

to pegceilve the meaning of “El.ife.f The character is given a sign whereby
shocked or st.ruck Wit*‘l the realization that he must assume a new
mask [ov rSle which, in turn; will help him along 'the path of his
destiny, Such a s‘ign.Dinesen herself perceiv.ed in Africa

«Dihesen was slow to accept the harsh r.eality that she could no

longer maintain her)fairm or worse still that she would have to leave ;
. ‘ . + i
Africa: \ |

During these months, I formed in my own mind a p ogramé, )
or system of strategy, against destiny, and against people in ’
my surroundings who were her confederates . . . . For in the

ll(aren Blixen, OQut of Africa (1938; rpt. Great Britain C.

nolls and Company Ltd. , 19’0) . P. 224, j

v

|

| A

\ ;
\

\
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. and the pebple on it. Lose them, I thought,ll cannot: it
‘ " cannnot be\lmagined, “how then can it happen?
\ . o

Yet, accept \it she did, pven considering the rebuff of fate as 1if
a ]

] ‘ she "had been in a\ strange manner honoured and distinguished."
\ .
| .

A week
?; after thé death of

had been looking for a sign, for some central principle fo account for
i \

O her run of bad luck. Surelﬁ all that she had endured could not be just

; coincidence. She wandered towards the boys' huts when Fathima's big

white cock came struttiﬂg out before her. From the &ther side of the
,path came a little grey chameleon.

The chameleon qtopped dead at the
gight of th& cock.

\ .
He was frightened but at the same time brave and to

] \‘
P . sFare his enemy, he shot.out his club-shaped tongue. \The cock stopped
i ;

then swlftly and determinately he struck down his beak like a hammer and

| pLucked out. the chameleon's tongue 3
|

This was the most spiritual answer
1

A}
to\Dlnesen s calls '

N
{

, \ ‘ The powérs to which I had cried had stood on my dignity

- ‘more than I had done myself, and what other answer could they
\ then g}ve* This was clearly not the hour: for coddling, and

. they had chosen to connive at my invocation of it. Great \

b powets had laughed te me, with an echo from the hills to T

follow the laughter, they had saig among the trumpets, among
\ the cocks and chameleons, Ha, ha!

\ ]
\Thfs story of the chameleon bears great importance in shaping

Dinegeh's philosophy of mésk/rale and destiny. The interplay of mask

| and ﬁ;ﬁe is well 1llustrated in the tale, "The Deluge at Norderney."

¥

T + .
. 1
libid., p. 284.

2., . |
Ibid., p. 315. . -

: , \

3K’i?o 'Y pn 311‘- . . . .
bl S

1 ﬁd., p. 315.

r friend, Dénys'Finch-Hatton, Dinesen said that she -




s

Norderney is ‘a fashionable seaside resort on the west coast of" °
3 - .

‘4

HLlstein. A three days' storm bursts the dikes during that fateful

'smeer of 1835 and the floods cause general disaster. Prominent among

tie rescuers is Cardinal Hamelcar ’von Sehestedt. He finds himself .
stranded in a hayloft with a wealthy old maiden lady, Miss Nat-og-Dag,

"the last of'the old illustrious race which carried arms two-parted in

nl

black and whitfe, and whose name meant ‘Night: and Day’. Wikh Miss

_ Malin is the Countess ‘Calypso von Platen Hallermund, the niece of the

scholax and poet of that name. A fourth member of the party is a young

s -

Dane, Jonathan Maersk, who had been sent to ’Notderney‘ to recover from a
severe atitack of :nelancholy.‘ As the flood wat;ars rise, we learn that
Miss Malin's madn?sé takes the curious form of a firm faith in a past of
colossal licentiousness. Jonathan Maersk tells hds strange tale yet we
are uncer\tvain‘ at'the end of his story whether or not he is the son of
the sea-captain or of the fabulous Baron Gersldorff. Miss ‘Malir‘x relates -
Calypso'systory of a giﬂ raised as' a boy in the castle of ‘Count‘
0 . )
Seraphina and how Celypso escaped from her prison to find refuge with
Miss Malin. It is Miss Malin who proposes that Cal&pso shall marry the
melancholic Jonathan. It Is fate that has brought them t:oget:her.2 |

‘ Eric 0. Johannesson sees Jonathan as typically bourgeois who '

rejects masks and masquerades.3 Jonathan, once he realizes the'

emptiness and 1llusory quality of appearance, becomes aware that these

" masks and masquerades must be affirmed even if they are illusions. It

1Seven Gothic Tales, p. 9.

‘2John Davenport, "A Noble Pride: The Art of Karen Blixen," The
Twentieth Century, 49, No.,949 (March 1956), p. 272. "

3Johannesson, p. 74. -

[TV \ e
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/// is only’ through the affirmation and the preservation of such 1llusions
. that man can give rein to his'creative imagination. Jonathan moves from
t};e melancholy man of a Hamlet to Simon of Asséns (Athens) who accepts
his r8le in the hayloft. He had“earlier retreated from the artificial -
} world of illusion to become self-absorbed in melancholy. Now.he can
accept Calypso's existence and fulfill his rdle and create his own
4 ,truth. He 1s able tot support Miss Malin”s lie that he has followed

Calypso and wishes to marry. her. The Cardinal performs the marri}zge

ceremony but ‘in reality the Cardinal is Kasparon, the Cardinal's valet,

\ 1

-and the whole encounter with:Calypso is a masquerade. Jonathan thus e
affirms the creative powersfof the imagina't:ion by accepting the romantic ,
illusion as reality. He is rea'd}: to fulfill destiny. Both 'Jonathan' and
Calypso refuse to accept the persona imposed on them by others. They
Trepresent an intermediate stage of tl}e two types of people Diqesen
described in Out of Africa. | '

Once the brief wedding ceremony is over, Miss Malip and the
Cardinal resume their dialogue. It is in these discu'ss’ions that the
caqept of mask ‘:md role figure most prominently. Earlier in the story
Miss Malin had dismissed the idea that the Lord wants t‘:heb truth from us.
’Miss Malin is a lover of disguises and says: H ‘

My }..oid. I, on the contrary, have always held tt;at the

Lord has a penchant for masquerades. Do you not yourself tell

us, my lords spiritual, that our trials are really blessings

in disguise? And so they are. I, too, have founi them to be

go, at miflnight, at the hour when the mask falls.

Miss Malin i1s stéting tha: God has a taste .for disguises anci that

- He prefers to have his creatures respect His mask and their own rather

N lSeven Gothic Tales, p. 24.

/
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than have them g%ve ;ba}::k the truth to Him that He already knows. The

-

one ‘monarch nearest to the true spirit of God was the Caliph Haroun of
Bagdad who loved the disguise. Through one's imagination the truth is

v

disguised or masked, yet it is that mask which reveals the truth readily \
enough. The Cardinal understands Miss Malin's words and replies:

The witty woman, Madam, chooses Tor her carnival costume
one which ingenipusly reveals something in her spirit or heart
which ‘the conventions of her everyday life conceal; and when * .
gshe puts on the hideous long-nosed Venetian mask, she tells

N ' s, nbt'only that she has a classic nose behind it, but that :

she has much more, ani may well be adored for things other
than her mere beduty.”

~

The Cardinal ponders the philosophy of his youth by saying: .

++ o when I was a young man . . . L reflected ‘then that I
might, had I been given omnipotence and a free hand, have made
a fine world. I might have bethought me of the trees and '
rivers, of the different keys im music, of friendship, and
innocence; but/upon my word and honor, I should not have dared
to arrange these matters of love' and marriage as they are, and
my world-should have lost sadly thereby. What an overwhelming '
lesson to all artists! Be not afraid of absurdity; do not
shrink from the fantastic. Within a dilemma, choose the most
unheard-of , the mogt dangerous solutign. Be brave, be brave!
_Ah, Madam, we have got much to learn.

-

The Cagfi_j;nal continues that thdre has been a fall, not of man but

of the divinity for "We are now serving an imerior dynasty of hedven.">

A
i

- The Cardinal can;xot think that the God who created ;:he stars, the sea,
and the desert, is t'hcle same God who is now upholding the King of
Beklgium, the Poetical Schoel of Schwaben, and the moral ideas of the
day. He ‘[states that the reign of King Louls ‘Phil'ippe in France cannot )

last-because Louis has all the qualities of a mgood bourgeois, and none

Ybid., p. 26. , ‘ oK
2ibid., p. 55.

3bid., p. 56.

A A ' !
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B 3Sevgn Gothic Tales, p. 59.

Of the vices of-a Grand Seigeur.’ Aristocracy have the tragic sense
while the bourgeoisie do not because the former éeg the world as

symbolic and therefore recognize in it a grandeur of which tragedy is a

o €

manifestation. In the bourgeois, however, a fact is just a fact and -

tragedy is ‘therefore an unpleasantness which might have been avoided by

better-social arrangement ~r an improved technology.l The same

‘fatality, which will become tragédy to the mere  imitator or .dull man

lacking imagination, becomes exalted to the comic with the imagina;iﬁe :
man who "fulfiils his réle proudly and with honouf."2 ihe Cardinal adds
that there néver was a great artist who was not a bit of'g charlatan for
"The quglity‘bf charla;;;y‘is indigpensgble in a court,-o; a the;ter, or
in p‘aradisé."3 \king Louis Philipme has‘no drop of blood of the

charlatan in hiu. He is genuinely reliable,all through. Miss Malin and

’

. the Cardinal, however, are masters of the mask and, in aésuming various -

réles, they méet their fate with diéﬁity and honéur.

” The Cardinal ;nwinqs the blood-stained bandag% that has concealed’
his face, revealing the face of the Cardinal's valet ;nd murderer,
Kasp&rsoq; "I am an actor, Madame, as you are a Nat—og-—Dag."4 He
relates to Miss Malin the story of his life. He is the bastard of
Philippe Egalité. Tbg King, Loyis Philippe, whom he has been mocking, -

is his brother. That moment iﬂ‘wﬁich Kasparson killed the

Cardinal was the mating of Kasparson's "soul with destiny, with

N -

) lRobert Langbaum, "Atitobiography and Myth in Out of Africa,” s
Virginia Quarterly Review, 40 (1964), p. 71. -y

2Parmenia Migel, Titania: The Biography of Isak Dinesen (New York:
Random House, 1967), p. 123.

J

. . - j)
Sbid., p. 72. . °

.
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eternity, with the.soul of God."1 .
Why did Kasparson kill the Cardinal? Kasparson replies:

I told you: I am an actor. Shall not an actor have a
role? 1f all the time the manager of the theater holds back
the good rSles from us, may we not insist upon understudying
the stars? The proof of our undertak}ng is in the success or
fiasco. I .have played th? part well. ‘
Miss Malin asks Kasparson why he wanted this rSle so'much. He

. :
confides, "Not by the face shall the man be known, but by the mask. I
) a ! B

sald so at the beginnig of the night."3 Kasparson's phidpsophy asserts

’

that reality is a creation of the imagination,‘*and that a character

: ' A
shall be judged by his mask and the manner in which he accepts his 'rbles
g

in fulfilling his flestiny. Kasparson statés’ that the Cardinal would

have applauded him for the way in which he portrayed the Cardinal.

’ . .
Kasparson cleaves to God because he 1s the only being toward whom he

.
.

need not, cannot, md;t not, feel pity. He had to play this last rdle in

the guise of the Cardinal and he will be remembered by the’ peasants whom

“he has séved.a' The tale ends as the flood waters make their last fatal

B e e et ’“

rise to°engulf the young couple, who 'are asleep, and the old Miss Malin

cries, "Fils de St. Louis, montez au ciel!"5 They play their ang}nted

rdles out to the end.

. ‘ ;
"Thg Invincible Slave~owners' is another tale which further

-’ \ .

explicates Dimesen's theory of the mask as r0le. The young Mizzi

: < . . . N
1 c |
Ibid., p: 74. oo . .
-\ . 1 R
2Ibid. .
3 Q . i * .t\ \
Ibid., p. 75. . Lo
; ) ,a
4 K :
Davenpogt, p. 272. ' / N

5Seven Gothic Tales, p. 78.
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captures Axel's attention when she first arrives at the hotel. She'is
dressed like a child but the main source of Mizzi's distinction is an
exemplary governess, Miss Rabe, who-makes Mizzi seem like-g princess.

Axel falls in love with Mizzi but overheaxns abcdnversation between ‘her

and, Miss Rabe, who is actually her sister; Lotti. The two sisters have

d ' ‘ !

entered a masquerade because they wish to projec an image of nobility W/
R \

in the face of destitution. The sisters take turns at playing mistress
~ and servant and, what would normaily turn out as a love story with Axel

proposing to Mizzi, results in an unexpected dénouement: 'Axel is an

observer of the human condition and he has noticed that the pretty Mizzi
is incapable of living a day without an attendant at her heels; .

. ".Mizzi's whole existence was based upon the constant, watchful,

+indefatigable labour of slaves."‘l Axel wonders whether his personal

love and care would be sufficient for Mizzi and could replace her need

[N

4 for the service of slaves w%ich seemed for her a necessity of life.
Once Axel 4iscovers>the truth he rejects his romantic notions, "The idea
. ‘ ~of making loYe to one of the two was as absurd, as scandalous, as that
of méking love to one of the Siamese twins.“2 The only way he can serve
her is through the'ralé of a servant or slave. On the morning of
Mizzi's departure, Axel announces himself at the hotel as Frantz, a

13
servant of Mizzi's, come to accomﬁany the ladies home. Mizzi must fall

into this game of pretense; "He saw Mizzi change colour and grow
’ &

deadly white; her mouth itself faded away, so that they thought she was

going to fall., But'with an effort she held herself straight, came down

1Isak Dinesen, Winter's Tales '(1942; rpt. New York: Vintage Bodks, .
. 1961), p. 136. ‘

. ZIbid., p. 142, RN
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the last two steps and stood face. to face with him, "t Shé'hig t have
akilléd.him, for she was Furious and withouﬁ fear, but she peréittéd him
,to walk with her, with his umbrella protecting her from the drizzle, all
the length of the platform of thé train station. During this walk the
;elaéionship Se%ween Aiel and Mizzi is set. Axel realizes and
understands that the slave-oyper's deé;ndeqcy upon tﬁe slave is strong
as dea%h and as cruel as the grave.‘ The slave holds his maéfer'g life
< A .
in his hand, as Axel holds his’qﬁ%rella: - ¢
Axel Leth with whom she was in love, might betray Mizzi'
it would anger her, it might sadden her, but.she was still, in
her anger and melancholy, the same.person. But her existence

itself d upon the loyalty osziantz, her servant, and on
his devotion, assent and suppore.

We see in "The Invincible Sléve-owners" how pretense becomes
reality. As her lover, Axel would have brought Mizzi into the full
flower of womanhood. Instead Mizzi gives him a rose. The relationship

between master and servant, like sexual love, is the union of opposites,

one depending on the other for existence. Both Mizzi and Axel remain

>~ - o . o
. B

true to the combined ideal of innocence and aristocracy. The mask

d

becomes the reality through the rbles they play. Axel wonders what will

- become of the two sisters ''who had been so honest as to give life the

)

lie, the partisans .of ar ideal, ever in flight from a blunt reality, the

great, gentle ladies, who were incapable of living without slaves."3

-

The sisters' rdles would become reversed: "Very likely next year the

parts would be interchanged; Lotti's would be the slave-owner an&bMizzi

the slave. Lotti might then become an invalid lady of rank, in‘a P

lbid., p. 145.

21b1d., p, 147.

3Ibid., p. 151.

[
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béth-chair, since that r8le could be played without the jewels or
feathers, the want of wh}ch Mizzi had deplored in the woods."l In the

. waterfall, Axel sees the water rushing each seconé over the precipice
and disappearing in o;der that the whole waterfall might be élways the
égme. "He understands the sisters’ fiight in.@rde¥ to achieve stillnesé,
in order to turn their lives into an uncha?éing symbol. This statlc
flight is the principle of beauty that transfo;ms the waterfall into a
marble catara}:t.2 It is the interéhanging roles of the mask of slave
.and slave-owner that transform Mizzi's and Lotti's sitwation in life
into a higher reality.

Througly the act staged between the actual man and a r8le he
assumes, Dinesen presents us with the real berson very clearly. It is
as though the real person has been\relegated to the wings-and the rdle
ée is playing relegated to center stage. Thus, the mask metaphoriéally
belongs to the group of COnc;pts wh%ch imply that arFists diqcover a
mbre fully integréted vision than exists in reality. For Dinesen the
mask implies a way out of the elosed world of the ego into ;n objective
vision comdunicable to others. . ‘ ) /

Like Mizzi in "The Invincible Slave-owners", Heloise in "The -

. Heroine" appears as a symbol before she becomes a person. Heloise is |
ready to assume the rSle Imposed by others. The tale is set during a -
time of war. It 1s parabolic,in-nature and relates the story of a group

of refupees detained at the French-German border during the

Franco-Prussian War. The German officer offers the refugees their

lIbid.

2Robert LangBaum, The Gayety of Vision: A Study of Isak Dinesen's
Art (London: Chatto and Windus, 1964), p. 167. : o

o
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freedom if a beautiful French actress, Heloise, agrees to appear before

13

him nude. To the refugeeé,the young woman seems "like a 1i0e8s in a

coat of arms . . . the ideal figure of a 'dame haute et pulssante'.

[y

A\ lll

They who took shelter behind her are horrified at the soldier's insult:

As to Heloise herself, the insult changed her as if it
set fire to her, She turned straight upon the insulter, and
Frederick had never seen her so abundant in vitality or )
arrogance; she seemed about to laugh in her adversary's face.
The sordidness of the world, he thought with deep ecstatic |
gratitude, did not touch her; she was above it all., Only for
a moment her hand went up to the collar of her mantilla, as
if, choking under the wave of her disdain, she must free
herself of it. But again the next moment she stood still; her
hand sank -down, and with it the blood from hér cheeks; she
became very pale. She turned to her fellow-prisoners, and
slowly let her gaze run over their white, horrified faces.

Helolse announces that the refugees themselves musgp decide whether

i .

they will purchase their salvation at the officer's price: "Their

salvation is, to each one. of them, more important than mine. Let them

7

decide for themselves if they will buy it at your price."3 One by one

the refugees make a heroic refusal of Helolse's sacrifice. They are.

given their freedom to Luxemboudé and as the refugees are about to

leave,'one of the soldiers hands Heloise a bilg bouquet of roses. He

@

salutes and says, "The Colonel asks Madame to accept these. With his

\
compliments.. To a heroine."4 Helolse's pride and glory is theirs.

Frederick Lamond remembered éhis incident alY his-1ife and had often

pondered the nature of heroism: "There was, within the phenomena of the

heroic mind, still something left uncomprehended, an une plored, a

¥
//
lWinter's Tales, p. 73.

21bid., p. 78.

“31bid., p. 79.

4Ibid., p. 81.
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mysterious area."l His search for understanding is fulfilléd wmany years
v
‘later when on a visit to Paris, he is taken by a friend to see a show‘ﬁf

scantily—clig dancers called "Diana's Revenge'. At the"climax of the
performance Diana appears with nothing on at all. Diana is qploise,
again the central figure of a communion,- ""As she stepped forward bending

her golden bow, a noise like a lgpg sigh went through the house."2

\

Friderick meets her after the performance and leams the nature of

Helolse's heroism. Througé\f pliece of charlat7nism‘ghe had‘designed to

aﬁ/
make heroes of others: . / :
) And,wgood God, they were running. a risk then, too, and a
worse one than they ever knew themselves , . . Yes, a worse
risk to them . . . For they would have made me do as the
German demanded. They would have made me do it, to saye their
lives, 1f he had put it straight at them at first, or 1f they
had been left to themselves. And then they would never have
gbt over it, They would have repented it all their Iives, and
have held themselVves to be great sinners. They were not the.
people for that kind of business, they, who had never before
done a mean thing in their life. That is why it was a sad
thing that they should have been so badly frightened, I tell
you, my friend, for those people it would have been better to
be shot than to live on with a bad conscience. They were not

used to Shat, you see; they would not have known how to live
withVit,

»

It was the officer‘through his sexual instinct and Frederické/
. ‘ ‘
through his feeling for symbols who sensed that the permanent essence of
Helolse lay in hex nudity.4 Helolise explains the transience of human

beauty, "and yet it is then that one realizes how.time flies. It is we

who feel it, the women. From us time takes away so much. And in the

EE P e

bid., p. 83.

2Ibid., p. 85.
3 .
31bid., p. 86.

4Langbaum, The Gayety of Vision, ﬁ. 169.
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s end: evérything. To have undressed would have been easy for.Heloise.

' i s ~ s : . . . *
' Yet she assumed her rdle which the refugees imposed upon her and through

of

this mask as r8le she inspired the refugees .to offer to die for her.
" ) . .
> v Frederick had written a book on the doctrinevof atonement and he .

S " learns’the true implication of his work, that it is not: the Crucifixion

[}

nf N . N
» itself that saves the world but the effect that thé Crucifixion makes p
\“ » . 5 E]

that offers salvation to man. Heloise's sacrifice is like the .

WCrucifixion in that 1t means nothing for her to die. The sacrifice is
. . PR

one which shows us what we must be prepared to do for values.we cherish.

T — .
The mask Heloise wears and the r&le imposed by this mask enables Helolse

to bring others to an awareness of thelr own values. '

~ . C - «

! R -
Robert Langbaum suggests in The Gayety of Vision that Dinesen uses

.o

- - i
. . the concept of the mask as rGle to pursue a vision of 1life which

B constantly attempts to mediate basic opposing tendencies:

We understand that the volume Seven Gothic Tales has all
along been asking the following questions. How do we navigate
between experience and’ traditibn, between fact and myth, and
among conflicting facts and myths, to achieve an identity; and
where, among-.the different aspects we show to people, and - >
- among the metamorphoses we pass thfoEgh in the different
stages of our life, is our identity? ’

4

. & .
. « "The Dreamers" is a tale which re&?Fls to us what happens to a

\

woman who has outlived hexr mythical identityx Once Pellegrina Leoni?;; i R

~

+ given life by Dinesen through the story, she dons many disguises and
&
assumes many roles.- She¥tan make no firm commitment to others for "She
would never let herself become tied up in any_ of her r81es."3
. '

@ . Lincoln Forsner knows Pellegrina as Olalla, a prostitute in .a Roman .
/ -«

2Langbaum, The Gayéty of Vision, p. 96. ' o ‘

L lWinter's Tales, p. 89.

-

3Seven Gothic Tales, p. 347. . . "
\ T : . .
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) brothel. Freidrich Hohenemser knows her as Madam Lola, a mi}liner in
Switzerland, and a revolutionary who had persuéded him to assassinate - i
the Bishop of St. Gallen. The Baron Guildenstein knows her as Madame
"Rosalba. Pellegrina had decided to buty Pellegrina forever: -
A I will not be one person again, Marcus, I will be always. §
. many-persons from now. Never again will I have my heart nd
my whole 1ife bound up with one woman, to-suffer so much.

Once Pellegrina is unmasked, she must choose death for such is the

value that th%”illusory quality of the mask places on the creative X . N

B y_:‘

imagination. Mira Jama, the storyteller in "The Dreamers", can_no

longer tellotales: . :

C | W ) r
. I have beccme tobsfamiliar with life; it can no longer i
delude,me into believing thct one thing is much worse than the |
other. ’ N

Lincd1n Forsner asks him, "what do you do in the meantime to keep

s0 goodh a face toward it [§0r1§]7%3 Mira's answer is to dream. In life

- C - Mira has laost the capacity‘'of fear but not so in his dreams. In his

dreams, "the world creates itself around [him] without any effort on
.[Eié] part."4 For Pellegring to face Pellegrina again means suffering
and painful recognition of the loss of the artistry of a great singer.

When the three men have caughﬁ up with her in ﬁVe snowy hills, each

wishes her to acknowledge who she is! Forsner stares at her and cries,
_ "Tell them who you are!" At that she jumps from“the cliff:

. . . exactly like a black martin when you see it throw itself

out from & slope or a'roof to get off the ground and take >
flight. For one second she seemed to life herself up with the

wind, then, running straight across the road, with all her

-

. offbia., pe 365, ‘ . /:
“~ .
: 21bid., p- 274. : , ‘

Sbid., p. 275. . *

4;pid.,.p. 276.
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ph&sical death follows. ' -

‘- . : .;.MW,’ S '.A:..;M,w_ﬂ._“_ . \
) B . | {

A

.

might she threw herself from the earth clear into the abyss, i
and disappeared from our sight. ’ . ‘

Once Pellegrina's friend, Marcus, relates the true story about!her 1 }, Y
» i / N

_ life, she revives. For a brief moment Pellegrina accepts once again

life's illusions. Marcus introcuces her to the three gentlemen as Donna

Pellegrina Leoni and she plays out her last-r8le. Her face becomes a P
: ) \
constellation of stars and her.whole body vibrates: 3 \
o |
'oh,' she cried, 'Look, look here! It is Pellegrina 4
Leoni--it is she, it is she herself again--she is back. ‘
,Pellegrina, the greatest singer, poor Pellegrina, she is on
the stage again, To the honor of God, as before. ,0h, she is

here, it is she--Pellegrina, Pellegrina herself!'

Marcus strikes the side of her stretcher with his walking stick,

playing his part in the drama and says, "Donna Pellegrina Leoni, . . .
\ .

En scéne pour les deux." In one mighty movement, she lifts her body:

A strange sound, like the distant roar of a great animal,
came from her breast. Slowly the flames in her face sank, and
an ashen gray covered it instead. Her body fell‘back,
stretched itself ouq and lay quitQ*still, and she was dead.

As long as PellegfiJa 1s able to*aséume her masks, she can be
créifive in body and spirit. She may play many rSles, and may play them
well, but once the character lies naked and bare, faced with the

ultimate reality that she no longﬁr 1s the great artiSt,'Pellegrina,

Kasparson and Miss Malin as well as Calypso and Jonathan in '"The’ /
Deluge at Norderney'" meet death withlgignity. They of their own accord

have unmasked themselves, accepting their fate. Pellegrina is unmasked /

by otliers. Forsner tells Mira Jama that had Pellegrina lived she might
‘ ' !
- / *

’ ~

libid., p. 327.

21b1d., p. 352.

31b1d:
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have become a dancer'of Mombasa' or might have decided to stay with the

[
*

_war-1ike tribe of the highland natives: o

In the end, I have thought, she might perhaps have . - . °
decided to become a pretty little jackal, and have made
herself ‘a den on the plain, or upon the slope of a hill. 1
have imagined that so vividly that on a moonlight night I have
belieyed that I heard her voice amongst the hills.. And I have
séEn her,- then, running about, playing with her own small . ,
,graciful shadow, having a little ease of heart, of little : !
‘fun. "

Mira replies that he has heard her cry: "She barks: TI am not one
little jackal, not one; I am many little jackals'." Mira Jama, the old
storyteller himself, has accepted his r8le in life:

I have been trying for a leng time to understand God.
Now I have made friends with him. To love him truly you must
love “change, and you must love,a jocke, these being the true
inclinations of his own heart. /

e

v . / .,
The mask philosophy presented in "The Dreamers" places/a high value
on illusions and dreams, inferring that reality is of a lesser order.
. The artist of the mask has‘unlimited power and projects a world where

all is possible and as an artist he has unlimited freedom to transform

it.

\

The masks and r8les Dinesen's characters assume enable them to

explore their deepest needs and desires and to arrive at more
) . . - -~ : '
Jfundamental insights about behaviour. Her tales thrive on the

&

identification of conflict and opposites. Metamorphosis and ambiguity
prevail'in order to enhance the multiple possibilities open to human

beings in their quest for meaningful action.3 The person best equipped

lipid., p. 354.

21bid. , p. 355. -

?Johannesson, p. 80,

i
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to open up these poégibilities is the lartist himself.l‘ Thus, the -

tr—
-

technique of mask as.rﬁ}e enables Dineden to explore her theory of the
r3le of the.artist, as storyteller. Thrbugh this rdle, the artist can

" perceive the masks that pervade reality.' It s the artist's function,

-

« « . as the arbiter on reality, to make these masks
apparent as masks, in a way that leads not to andy explicable
truth behind the masks, but rather to an acceptance of the
presence behind the masks of a truth which we are not
privileged to understand. Thus, mask stands between truth and
reality, and the art that makes these masks aEparent is a
higher reality because 1t 1s closer to truth.

ey The true artist, then, knows that mask/masquerade and ;eality are
Z:%éntithetical and he attempts To keep them séparate by infusing his
masquerade with a higher reality that is in direct contrast to the
reality of the senses. Mask as rdle 1dehtifies the reality and as we
move from reallty to mask{ we move closer to trath. ' The mask which 1is
commonly thougﬁt to conceal truth actuglly }asses-for it by showing us =
the oneness of opposites.3 It is the rdle of the artist to turn reality

into mask and masquerade onge he Has ﬁercei@ed the masquerade behind the

reality. Ct

-

In summary, Isak Dinesen's emphasis on masks in rS8le-playing

.

underscores the boundaries and the constraints under which human beings
Jzzve. The mask; like the story, stresses the nature and necessity of
form and artifice, and the réality,of social forms asvdpposed to
romantic notions of authenticity. Mask as rdle in Dinesenlhelps to

deflect the reader's attention from motive and action. Dinesen's main

concern is to examine the means individuals use to meet or to thwart
vt

¥

lLandy, p. 397. il ‘

~

Thomas R. Whissen, Isak Dinesen's Aesthetics (New York: Kennikat
Press, Inc., 1973), p. 23: :

3

Ibid., p. 69. .o ‘ -
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" the true implicatiomns of HETDiz:'s act only wlien he sees her on stage N

X ‘ [ 20

destiny. She often provides her characters with a moment of truth in

which they realize that they must assume new masks and rdles in order to
fulfill a given destiny. This moment of awareness comes to the four -
, i

characters in "The Deluge at Nordernmey" as the flood waters rise and

they must then drop tReir masks. Frederick in "The Heroine' realizes

many years later. Pellegrina beoni in "The Dreamers' meets her destiny
"when unmasked by her suitors. Severals characters, other than tﬁose
cited in this chapter, experience a similar sense of awareness of the
meéning of life.  Im "Sorrow-acre" Adam reflects on the turie of the
garden-room and conceives of his rG8le in Anne-Marie's suffering. He
.sees how he f;ts infoxg total whole and learns that man is one with his
destiny.. The| Baron in "The Oid Che&alier" realizes that he has in some
way shared in Nathglie's destiny and she in his when Nathalie asks for

twenty francs.| In "The Poet" Mathieson's reévelation comes too late and,

’as a result, he meets his death, the indelible mask. For Boriﬁ and
Athena in "The Monkey" the moment of awareness comes once they witness
the metamorphosis of the Prioress to monkey to Prioress. It is in this
sense ;é sudden revelation théﬁ?the chameleon bears importance in
shaping Dinesen's vision of life. Dinesen's characters are not cocks or
Dinesens but chameleons, with the ability to'ch;nge their masks and |
rales‘in the scheme oé their destinies. This linking of mask and rdle
is in keeping with Diﬁesen's respect for the\sense of the dramatic in
her tales.

To be great -we must seem so. SeeTing that goes on for a

lifetime is no different from reality.
-- Yeats: The Man and the Masks.

1Richard Ellmann, Yeats: The Man and the Masks (New York: E. P, - i

. Dutton and Co., Inc., 1948), p. 173.
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Chapter II

- : The Art of the Storyteller .
. . / J “ ) »,
'"Werily, verily,™ he cried, 1 I SR

. 'all my life T have loved the Word. '~/ 7

-- Dinesen: "Convérse at Night in
_Copenhagen' from Last Tales.

Isak Dinesen is fimet and foremost a storyt;}Qer. For her the
telling of a tale parallels nothing less than the Divine Creation of
heaven and earth ex nihilo. The storyteller is a Creator who calls into

a .

A .
'> ‘. being a complete universe. The artist as Creator invokes RCT simply a .

stage, but a scenario, and she weaves a complex tapestry compesed of
w
character, auditor, and the artist herself. The auditor is no mere

- o

- . eavesdropper but a recipient of the Word and ag_‘QZh is bound into the .

9 - laws of the fictional world. The\immdfable nature of the Word is;
evidenced in the tale, "Sorrow-acre."

Here a young man, Ad;m, is appalled by his uncle, who has tdld
Anneg-Marie, the méther of a condem§eé youth, that her son shall be set

free if she can mow a field between sunrise and sundown. The task is N ) {

‘. v

one for three men yet the woman agrees. The Lord's rgponse to Adam's
. plea for mercy is, "I gave Anne-Marie my word." Adam states that this

t) ‘ word was a whim, given in caprice and entreats his uncle to retract‘his +
. ’ . 4
word, thereby annulling the agreement. In answer the Lord .responds: . {
¢ ’ ’
" You will have learned in school, . . . that in the beginning .- ) ‘

was the word. It may have been pronounced in caprice, as a
whim, the scripture tells us nothing about it. It is still

llsak Dinesen, Last Tales (I957; rpt. New York: Vintage Books! .
1975),. p. 333. s , . - .

¢ .
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thé pr1nc1ple of our world, its law of gravitation. My owTr
n{)‘le word has been the principle of the land on which we

d, for an age of man. My father's word was the say -
b‘efore my da]. . , .
Adam continues: ) ' -
This woman is ready to die for her son; will it ever nappen to
you or me .,that a woman willingly gives up her life for us?
And if it did indeed come to pass, should we make so light of.
itf as not to give up a dogma in return?

Although a ready sympathy is aroused by the v1ew expressed by Adam,

the reader is gradually forced from thls 1dentification with one
character to a clearer perception and imagmative understanding of . the
old Lord s role and é%erythfng it reoresents 3 The old and new order
are contrasted: ‘ ¢

'You are young,' said the old lord. 'A new age will
undoubtedly applaud you. I am old-fashioned, I have been '
quoting to you texts a thousand years old. We do not, |,
perhaps, quite understand one another. ut with my own people ‘-
I am, I believe, in good understanding./ Anne-Marie might well ,

feel that I am making light of her exploit, if now, at the ;
eleventh hour, I did nullify it by a second word.'

“ .

To mod;’.fy his Word would rob Anne-Marie‘of her r6le. The Lord must o

gecure her significance by sustaining the scenario he has called into

existence. Although we are, ultimately made to look upon the old Lord's .

_ role with a maturing sympathy and a gradually quickened understanding,

the method of storyt:elling is used in order ta weight the scales against ' -

TR )

the"Lord. By presenting the redder with the conflicting issues in
. ‘ {
concrete terfns, Dinesen heightens the reader's understanding of the part

s

lW:Lnter's Tales, p. 58. ‘ ’
AIbid., p. 59, . ‘ . : <

3Hannah, "In Memoriam Karen Blixef™, p. 593.

.I‘Winter's Tales, p. 59. . ’ . :
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the Lord plays in the tale and the ideals he representé.l The qualities

that Dinesen attributes to the Lord compel the reader's admiration. She
does not individualize him in the tale for he remains from beginning to
and "the 0ld Lord." The Lord's ¢haracter clarifies what he Stands for,

the embodiment of the duties and responsibilit;ies of the great

landosmers of the past. To Adam the old Lord's Word is only a dogma and

)

T ’ s @ whim. To the Loxd his Word is the principle of the land upon vhich
the maintenance and continuation of a whole order and way of life rests.

Dinesen has each of the characters playing their rGles which are fitted

-

<

into the design depicted at the beginning of the story. The unity
‘between the Lord and his people has been maintaiﬁed. By focusing the

reader's attention on the r6le of the Lord's Word within the narrative

-

ramevork of "Sorrow-acre', Dinesen connects the experiences of the

'

character, of the auditors, and the artist.

P

. . -1y
The emphasis on dialogue between author and audience and among the

c;aséctersl,is a paradigm of -cgmmunity. éccording to Marcia Landy:
/} The ear, hearing, represents a more active and shared
experience than the eye which represents a more abstract and
differentiating experience and thus is more isolating. . . .
Dinesen's reflexiveness about the art of storytelling is as
integral to Ber tales as is the content which explores
reciprocity. - -

1 * ., "The Deluge at Norderney" is a tale that nourishes and maintains
the importance of the oél tradition and the validity of social
discourse. The story is set in Northern Europe during the first quarter

of the last century at a seaside resort. The floodwaters lash down upon

‘ t/pe Westerlands; breaking the dikes, and hurling the fury of Ehe

¥

P

1Hannah, "*In Memoriam Karen Blixen'", p. 594.%

2Lartdy, P 391, ‘
¢
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gods on man as Yaweh did in the flood. Many years afterwards, the story

of the half-mythical figure who had helped the terror-stricken people in .

their distress was remembered and recounted. Against this backdrop,
Dinesen relates the events which had actually occurred. Four people who
had been recently rescued from the ruins of Norderney by Cardinal

Hamilcar von Schestedt sit in the stern of a small boat. The first is

‘Miss Malin Nat—og—ﬁ%g, a lady of strictest virtue but who belleved

herself to be one of the greatest ¥female sinners of her time. Her
. \

companion is a girl of sixteen, the\Countess Calypso von Platen
Haalermund. The third person Y% a young Dane, Jonathan Maersk, who had

been sent tv Norderney by his doctor t§ recover from a severe attack of

2

melancholy. The fourth is Miss Malin's\maid who 1ay terrified at the

bottom of the boat. These people are by \no means safe. As the boat

bounces upon the waves, its occupants spot in a hayloft five persons who
t

had remained behind in the rising waters in order to salvage some of

their livestock. The boat cannot handle mote than five people. The
Cérdié;ﬁ chooses to give up his seat in the poat. Miss Malin, her

companion, and Jonathan Maersk choose to remain with him. Each of the

four think of the rising waters and imminent |death and wonder, "How will

these people do to die with?"1

Neither Miss Malin nor Calypso is afraid in the face of death:

While we are young the idea of death br failure is
intélerable to us; even the possibility of ridicule we cannot
bear. But we have also an unconquerable faith in our own
stars, and in the impossibility of anything venturing to go
against us. As we grow old we slowly come to belleve that

1everything will turn out badly for us, and thaQ\failure is in
the nature of things; but then we do not much mipd what
happens tQ‘us one way or the other. 1In this way\a palance i's
‘obtained.” © : ‘

. L] “

\

1Seven Gothic Tales, p. 13.
. 2 !

Ibid., p. 10. o . §;§




storyteller derives from a knowledge of the rdle death plays din

L4

Q&uiarding to Walter Benjamin, the authoritative r&le of the

determining. 1life's choices:

+ +« . death is the sanction of everything that thezstoryteller
can tell. He has borrowed his authority from death. In other
words, it is a natural history to which his stories refer back.

"The Dejuge at Nordermey" shows the relatiomship betiaeen natural

giéaster, storytelling and death. Death is a great teacher, and the

‘ .

storyteller is a sage who had counsel for many situations. Benjanin

©

further finds:

. . -1t is granted for him Ee storyteller | to reach
back to a whole lifetime . . . . His gift is the ability to
relate his life; his distinction, to be mble to tell his
entire life. The storpteller, he is the man who could let the
wick of his 1life be consumed completely by the gentle flame of
his story. This is the'basis of the incomparable aura about
the storyteller, in Leskov as in Hauff, in Poe as in
Stevenson.' The storyteller is thE figure in which the
righteous man enc%unters himself, )

-

It is through the art of telling his tale that each.of the

characters in "The Deluge at Norderney' mates his soul with destiny.

25

Dinesen shows that these people, each by his owr; being, sanctifies the

being of the other. The Cardinal explains:

Nothing sanctifies, nothing, indeed, ,is sanctified, except by
the play of the Lord, which is alone divime . . . . Not the
bishop,. or the knight, or the powerful castle is sacred.in
itself, but the game of chess is a noble game, and therein the
knight is sanctified by the bishop, as the bishop by the
queen. Neither would it be an advantage if the bishop were
ambitious to acquire the higher virtues of the queen, or the
castle, those of the bishop. So are we sanctified when the
hand of the Lord moves us to where he wants us to be. Here he
may be about to play a fine game with us, and ig that game I
shall be sancified by you, as you by any of us. ‘

A\l -— f
lWalt:er Benjamin, "The Storyteller,'" Illuminations (New York:

Schocken Books, 1969), p. 94.

/s

2Beujam:ln, P. 109.

" 3geven Gothic Tales, p. 15. :
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The characters each have parts to play in the universe that Dinesen

.

has t:alléd into Abeing. Each must remain within the con‘fines of his rﬁl;e /

and become at o;e W:}.th it. B): rlecégnizing and fulfilling the rbéles that

the artist has designed for him, a character thus remains within the

i:lay of the Lord. Man's ~greatest happiness comes from believing that

there is an author and a play and that the rGle he is to assume is the ,

‘only possible one for him." The characters proceed to construct stories

about themselves, eac,:h sharing in the experiences of the other. The

final phases of the story "The Deluge at Norderney" end not with the

deaths of the characters but with the end of their own tales: Qyr
: In developing this conjuaction betw.een.'death and -

storytelling, Dinesen often uses masks, disguises, and
dramatic roles in order to understand the relationship of
nature and artifice. As in the pastoral, masks and disguises
signal changed social relations, changed attitudes, and
particularly the humanly constructed nature of social roles
and of creativit)_v in contrast to natural phenomena.

., As the deep blue waters rise into the loft, Miss Malir slowly draws
her fingers out of Kasparson's hand, ﬁ)“:es one on her 1ips and says,

"A ce moment de sa narration . . . Schehe}azade vit paraftre le metin,

.

et, digcréte, se tut."2 1 o . !
"'The Cardinal's First Tale" under the subheading “"Tales from a

Ali)oqdocani“ from Last Tales further illustrates Dinesen's belief that

the teiling of a tale parallels the act of Di\}ine Creation of the ‘u

universe.\ The only way Cai'dinal Salviati can answer the lady's

f ¢

question, "Who,are You?" is by telling a story. In the midst of his

.’

tale the Cardihal asks the lady: , ) . i

1 . w
) Landy, p. 395.

2Seven Gothic Tales, p. 79.

o~
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« + o Who, ‘Madam, is the man who is placed, in his life on
earth, with his back to God and his face to man, because he is

God's mouthpiece, and through him the volce of God is given

forth? Who is the man who has no existence of his

own--because the existence of each human being is his--and who

has neither home nor friends nor wife—sbecause his.-hearth‘is
the hearth of,and he himself is the frf;end and lover of all

human beings?

H

The lady's reply to this questicn is fhhe artist", to which the

Cardinal adds that it is also the priest. The Cardinal is well

qualified to talk about the poet-~priest relationship because he: was

o

27

trained to be both. He and his twin brother were intended at birth to

be one, an artist and the other a priest. The death of one brother in a®

4

fire and the resulting confusion of identities led to the other's being

1
educated officially for the priesthood but unofficielly as an art:ist:.2

IR

According to Thomas Whissen: 1\

Through this man (the Cardinzé_j’Isak Dinesen is able to

express not only the Apollonian-Dionysian tension in both

,artist and priest but also to reyeal how both sghare, along
with the aristocrat, a separation from ordinary society as

well as an obligation to a destiny that differs significantly

from that of the rest of humanity, In fulfilling their own
destinies, these are the,only persons who consciously lead

others to fulfil theirs.

)

When the lady sighs at the lot of the artist, the Cardinal tells

her not to pity him:

The setvant was neither forced nor lured into service. Before’

taking him on, his Maé;er spoke straightly and fairly to him,
'You are aware,' he said, 'that I am almighty. And you have
before you the world which I have created. Now give me your

opinion on it. Do you take it that I meant to create a
peaceful world?' 'No, my Lord,' the candidate replied.

'Or\‘

that I have,' the Lotd asked, 'meant to create a pretty and
neat world?' 'No, indeed,' answered the youth. '0r a world

\
t

:LLast Tales', p. 21.

2'I;homas R. Whissen, "The Bow of the Lord: Isak Dinesen's Portrait

of. the Artist," Scandinavian Studies, 46 (Winter 1974), p. 48.

3Ibid., p. 48.
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e
* easy to live’ in?' Bsked the Lord. 'O good Lord, no!' said the
P capndidate. 'Or do you,' the Lord asked for the last time,
{ 'hold and believe that I have resclved to create a sublime
world, §ith all things necessary to the purpose in it, and -
one 1éft out?' 'I do,' said the young man. 'Then,' saii the
laster, 'then, my servant and mouthpiece, take the oath!'

+

The artist as God's mouthpiece is given a small portion of the.
Lord's omnipotence when. he calls his_ story into existence. The story
the Cardinal has told the lady frightens her, for in it. she se€s that

] 4 .
the characters within its framework appear less human to her. The

Cardinal replies:

You will see the characters of the true story clearly, as if
luminous and on a higher plane, and at the same time they may
look not quite human, and you may well be g little afraid of
them. That is all in the order of things.

With the new art of narration of the day, the Cardinal sees that it

is fashionable for artists to keep the characters close to the reader
,ﬁ‘ - »
* and as a result this new art and literature will be ready to sacrifice

the story itself:
The individuals of the new books and novels-—cne by one--are
8o close to the reader that he will feel a bodily warmth
flowing from them, and that he will take them to his bosom and
make them, in all situations of his life, his companions,
friends and advisers. And while this interchange of sympathy
goes on, the story itself loses ground and weight and in the
end evaporates, like the bouquet.of a noble wine, ¥he bottle
of which has been left uncorked.

X This literature of inc!\i\;iduals is a noble art but at its best it is
a human product. The divine art is the story which becomes the unifying
aﬁd harmonious element among human being‘s: "In the beginning .v\Jas the
story. At the end we shall bé privileged to view aI;d review it-~and

o

lLast Tales, p. 21. . . K
. ZIbidv. p- 230 !
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that is what i{s named the day of judgement."l

~~

Dinesen, as storyteller, relates a tale . and renders an account as
accurately and meticulously as possible and calls on the characters to
be true to the story or mot. In this sense of reporting, Dinesen shares ,

- L' .

Harold Pinter's view regarding drama. According to_Esslin, Pinter:
. . . rejects the author's right to creep inside his
characters and pretend to know what makes them act, even how
they féel. All he cdan do is render an account, meticulously
accurate, of the movement that takes place; give a description
of the situation at the beginning, before the intrQsion; and
note the changes that have taken place at the end.
In the Aristotelian sense, Dinesen subordinates character to action.

o L

Character is revealed b;"the action but is of lesser J'_mport:ance:.3 Her
tales are a tribute to the.old order, that of an age long passed yet “%’\
hopefully not forgotten. She avoids the psycholbgicz;l proi:ing of
character and motive as outlined by the Cardinal. Her tales. reflect
awareness of i:he‘ ancient tragedies where emphasis is placed not on
chara.cter‘but on plot. Thus, it is the eséence and plan of the story
t}}at; gives, the characters choice.

The r8le of the storyteller is a difficult one. The lady utters,
"What you caall the divine act to me seems a hard and cruel game, which
maltreats and mocks its human beings."4 The Cardinal states that

however hard and cruel it may seem "we, who hold our high office as

. ' t?
keeﬁers and watchmen to the story, may tell you, verily, that to its

L1p1d., p. 24.
)

2Maftin Esslin, The Peopled Wound:; The Work of Harold Pinter (New
York: Doubleday and Company, Inc., 1970), p. 35. .

3Charles Child Walcutt, Man's Changing Masks: Modes and Methods of
Characterization in Fiction (Minneapolis: University of Minnesota

Press, 1960), p. 13.

ALast Tales, p. 25. . . X
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’Human characters there is salvation in nothing else in the univers:e."1

‘It is only the story which has the authority to answer the cry of "Who

2

., -am I?" uttered by its characters.

’

When the lady finally asks the Cardinal if he is sure it is God
whom he serves, he replies, "that, Madame, is a risk which the artists
‘and the priests of the world have to run."2 The (Cardinal reminds the

woman that stories-he}y/exigted as long® as speech has existed and just

o

as wa,tjr/is'/ﬁgcessary to physical life, stories are necessary tao the

k]

intellectual and spiritual life of man. "For Dinesem, the story is the

;

fountainhead of all creation."3 In creating imaginative and enduring

. 4 . .
~_characters, the l\artist is not exceeding Ged's imagination but rather

\

entering into, it.\l

imilar to the one in "The Cardinal's First Tale"
. BN

between the servafit and Master is presented to us in "The Young Man with
. o ,

the Carnation". Ché\\rlie Despard is at a point where he is ready to

A dialogue s

accept the Lord's covxenant. The Lord's preliminary questioning is ~
. ) . ?

rendered by Isak Dines n in the mar} er of God's di;«;logue with Job.

'Who made the ships, Charlie?' he asked. 'Nay, I know not,’
said Charlie, 'did you make them?' 'Yes,' said the Lord, 'IL
made the ships on their keels, and all floating things. The
moon that sails in the sky, the brbs that swing in the
universe, the tides, ‘the generations, the fashions. You make
me laugh, for I have givem you all the world to sail and float
in, and you have run agrohmd her,\in a room of the Queen's
'Hotel to seek a quarrel,’

In his dmaginary dialogue\ with God} Charlie realizes he must write

'lI.bid., p. 26. \

2 bid. \

3Whissen," Isak Dinesen's Aesthetics, p. 106.

4wmt:er's Tales, p. 27.
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gtories forsthe Lord's sake. The Lord says, "I will make a covenant
between me and you. I will not measure you out any more distress than
you netlad to write your books.."1 Charlie gains insight into his own
identity and‘ accepts his God, His world,‘and. his rdle in life.
Distress, anguish, despair are |the artist's lot in life. Charlie is
s .- part of that harsh and cruel wqrld of the artist. Chaggge asks the
Lord', "Nay tell me, now Ehat we are at it ., . . am I, while I write of

the beauty of young women, to get, from the live women of the earth a

shilling's worth, and no more?™ The Lord answers, "'But yod are to
write the books, . . « for it is 1 "who want them written. Not the
public, not by any means the critics, but ME!"3 When Charlie asks the

N .
Lord if this is a certainty, the L‘&d replies that Charlie will not be

\

certain of it at all times. / God has the greatest imagination. The
. . Almighty uses his power to impress upon Charlie that as an,artist there ’
is always risk but that as long as the artist remains true to God':‘s
design then his stories are raised to a higher \pilane. Without the"
benefit of remorse the artist is less likely to take his rdle for
/i granted.
The Lord tells Charlie ‘to be content with that. Denied the
pleasurels of ordinary human intercourse, the artist must find
compensation in his creations. This longing the"ar't:istvexperi'ences coan ‘

be described in a longing for union with God, a oneness with the essence

. R of creation. 4

( 4 ., p. 27, |
. s s, B -

. 31bid., p. 28. , ‘ -

AWhiasen, Isak Dinesen's Aesthetics, p. 51,
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"A Consolatory Tale" which concludes Winter's Tales shows a more

confident but questioning Charlie Despard fusing his ideas with those of:

_an equally adept storyteller, Aeneas Snell. By identifying the artigt:

with ttxé Lord in the sto;‘};\d{ﬁ Job, Isak Dinegen further isolates him
0 , ’ .
from soclety and establishes him as a person of extraordinary
obligations.‘l Charlie explains his theory about storytelling to Aeneas:
I have behaved to my reader . . . as the Lord behaves to

Job. I know, none so well, none so well as I, how the Lord

needs Job as a public and cannot do without him. Yes, 1t is

even doubtful whether the Lord be not more dependent upon Job

than Job upon the Lord. I have laid a wager with Satan about

the soul of my reader. I have marred his faith and turned

- terrors upon him, caused him to ride on the wind and dissolved

his substance, and when he waited for light there was

darkness. And Job does not want to be thezLord's public any

more than my public wishes to be so to me.

The artist, as a man, is not spared Job's lot., The artist bears a
double burden. One has to do with the measure of distress that the Lord
has promised to dispense so that the artist may create his stories.- The

- 1
dther is the Lord's injunction to Charlie in "The Young Man with the
Carnation" not to expect answers. God bestows the gift of creativity on
the artist and the artist, in turn, creates his fictional world. Just
as the characters in a story have the obligation of discovering their
rdles in the fulfilliment of their destinies, the artist has the
obligation of creating a story which leads characters to this discovery.

In "Converse at Night in Copenhagen" both the poet and the monarch
bear the burden of responsibility to man and God that is not shared by

elither man or God. The poet, Johanmes Ewald, cgnfides in his monarch

>
that he wishes to use his state of ‘hegvenly bliss reflected on earth.

0

1Whissen, "Ihe Bow of the Lord: 1Isak Dinesen's Portrait of the

Artist", p. 51.

Zyinter's Tales, p..292. } \ '
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(This reflection] is” called mythos! My mythos! It is the
earthy reflection of my hgavenly existence. Mythos, in Greek,
means eech, or, since I was never good at Greek, . . . and
since great scholars may consider me mistaken--you and .I, at
any rate, for tonight will agree to take it in such a sense.
Highly pleasant and delightful is speech, Orosmane. We have
experienced it tonight. #Yet, previous to speech, and higher
than speech, we acknowledge another idea: logos. Logos, in
the Gree}, means Word, and by the Word all things were
created. ’

]

The poet or artist accepts his r8le in life: "That is the one task

allotted to me, to fulfill during my time and my course on earth. From

His divine Logos-—the creative force, the beginning-——I shall work out my

human mythos--the abiding substance, remembrance."2

The cbmprehension of this obligatiom is terrifying. It is this
revelation that Charlie Degpard achieves in%e Young Man with the
Carnation'". According to ‘the poet there are three kinds of happendngs:
"The first, bonheur parfait . . . is this: to feel in oneself an excess
of strength."3 The second 1s par la grice de Dieu. This is peffect
happiness: '"to know for certain that you are fulfilling the will of

uh

God. The. last is the "grand jeté', the cessation of pain. "The

¥rillness that now filled the room yas not the absence of speech; it was .

the vital affirmation superseding WQrds."5 Johannes Ewald, masquerading
as Yorick, speaks of the pact or oath that the artist must make with God
before he can produce art. The Lord offers the poet or artist or priest

a bit of omnipotence and a measure of distress in retumn for the

Liast Tales, p. 333. p

2Ibid.

3 - , ‘

Ibid., p. 338. . , .
‘Ibid., p. 389, 7 .- '
5 ¥

Ibid., p. 348,
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submission of the artist.l

*Crushing in its weight,' says the poet, 'is my own covenant
with the Loxrd, yet it is, at the same time, highly gay and
glorious! For if I do not hold onto it myself, no adversity

» and no distress shall compel me, but it is I who shall compel
adversity and distress, poverty and sickness, and the
harshness even of my enemies, and free those to harbor with me
for my Eenefit. And all things shall work together for good
to me! ' &

This element of distress that God places on the" artist or

‘

storyteller is reaffirmed by the great artist Geheimrat Wolfgang Herr

Cazotte in "Ehrengard". Whatever quality or condition God bestows- on

rs

-~ .

the artist is never negative. It is the responsibility bf -th)é artist to
AN

fashion art from the raw material God has given him through His
creation. Tt is the responsibility of the artist to heighten his

consciousness of the life he is already 1j.ving.3 This is the essence‘of

s~

the Lord's message to Charlie Degpard, "Be content with that." This

resignation will lead the artist beyond the story, to the blank page,

«,H

where the silence speaks:
Thomas R. Whissen explains the story®f the blank page as such:

- No mythos can reflect the infinite possibilities of the
Logos. The most the Mythos can dg is call attention to
something beyond itself: and it is this something that Isak
Dinesen means, I think, by the blank page. This is why she
makes the artist subservient to the tale and the tale
subservient to the effect. The line-from Logos to Mythos
must, as long as man is mortal, pass through the artist and
his art. But the ultimate effect of what the artist does .
through his art must be to regqncile Mythos and Logos to the -
exclusion of everything else. '

No matter which aspect of Dinesen's qtyle as storyteller is

M LIS
‘

lwhissen, Isak Dinesen's Aesthetics, p. S5.

2Last Tales, p. 334. . ;

3Whi‘ssen, Isak Dinesen's Aesthetics, p. 31.
4

Ibid., p. 106. ‘ ' N




. total'design. The narrative pattern of the story and the life which is

. .lLast: Tales, p. 100. : t .
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explored, one must alvays returm to this concept of . the blank page. The .

illiterate old woman who has been educated in the act of storytelling by

f
1

her ‘grandmother. explains: L L -

'"With my grandmother,' she said,&'I went through a hard .
gchool. ''By loyal to the story,' the old hag would say to me, :
'Be eternally and unswervingly loyal to the story.' 'Why must
I be that, Grandmother?' I asked her. *Am I to furnish you ’
with reasons, baggage?' she cried, 'And you mean to be a
story-teller! Why, you are to become a story-teller, and I
shall give you my reasops! Hear then: Where the story-teller
is loyal, eternally and unswervinglylowyal to the story, .
there, in the end, silence will speak. Where thé: story has -
been betrayed, silence is but emptiness. But we, the
faithful, when ve have spoken our last word, will hear the
voice of silence. ~Whether a small snotty lass understands gt
or not.' : N

\
-

The old won;an corftinues: no -

.+ . we o0ld women know the story of the blank pige. But we
ere somewhat averse to telling it, for it'might well, among
the uninitiated, weaken our own credit. -All the same, I am -
golng to make an exception with you, my sweet and pretty lady
and gentlemen of the generous hearts. I shall tell it to °
you. )
<

The old woman 1is saying that the storytellery has the 6bligation of

fashioning a tale after the Divine act of creation. If the imagination

of the artist conflicts with the imagination of God, the artist loses

' R ’
control of the story. Isak Dinesen's f/es are the result of a

completely disciplined and conscigfs artistry. All irrelevant detail is

a -

either eliminated or is later shown to be an int_e'grateél part of the

| . .
| R
thereby described become one and the same thing. The silence or blank

page of which the old woman speaks is the point at which thg

baa, 3 ' v
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. * Come then, -and let us~pass a 1eisure hour in *
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. - Chapter III
\ Marionettes
- Like the marionettes of the night before, they were

‘within stronger hands thin their own, and had no idea what was
*going to happen to then.
‘ . -- Dinesen: '"The Roads Round Pisa" from
Seven Gothic Tales.

Isak Dinesen likens hgr characters to marionettes, to dolls, to .
soldiers, to some mechanical or artificial figure awaiting the hagd of
destiny. On first r;adiné Diﬁesen, we feel that the artist is |
manipulating the sgringséof the gharactggs' destinies, but ultiﬁatelx
there is a revelation that the characters have been, in fact, ironically
pulling their own strings ln an attempt to discover their own destinies.
In."The Roads Round Eisa“ there is 2 sudden interlude in which two
leading characters visit a pubpet—sﬁow. At the end of the presentation
the witch appears and says: . o '
The truth, my children, is that we are, all of us, acting in a
mar.onette comedy. What is important more than anything else
in a marionette comedy, is keeping the ideas of Ehe author

clear. This is the real happiness of life . . .

Even were we to accept the abrupt and unexplained simplicity of the

_'witéh's analogy, unr&solved questions remain. What happens when, as the

witch suggests, the ideas of the author are no longer clear, or when the

actors are in revolt and no longer recognize the need for either author
L

.or allotted rGle, and when each insists ‘on heeding his own caprice?
. \ N y
Ly . 1

N\

1SeVen hpthic-:&les, p. 209. : K

21bid., p. 199.
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seemingly futile undertaking displays the

s 38
1f the characters attempt to circumvent ‘the hand of fate, there would be
no perfect happiness. Accerding to the witch, happiness is made
possible to the characters through their ability to discover and to
enact the particular rdles it is their destiny to play. Such discovery

LY /

and enactment of réles in the scheme of destiny is evident in the tale,

"Sorrow-acre'.

Anne-Marie in &Sorrow—acre" faces her destiny with courageous
acceptancé and dignity. At the begining of the tale, theré i a semnse
that something is inevitable and that the feudal landowner d termines'
Anne-Marie's destiny. As the story unfolds, however, the reader becomes

aware that Anne~Marie herself has been in control and that jshe is able

in some way to carry out the almost impossible task of cl ring a hay

field in one day. The Lord of the manor perceives circumstances as a

Divine scheme which he readily accepts. He tells his nephew, Adam:

Tragedy should remain the right of human beings, subject,
in their eonditions or in their®own nature, to th dire law of
necessity. To them it is salvation and beatificdtion. But
the gods, whom we must believe to be unacquainted with and °
incomprehensive of necessity, can have no knowlg¢dge of the
tragic. When they are brought face to face wi it they will,
according.to my experience, hive the good taste and decorum to
keep still and not interfere.”

The young Adam eventually recognizes Anne- ie's courage and

acknowledges the rfle that he and his uncle mus{ play in the drama.

Once more the tune of the garden-room rings in/Adam's mind: ‘Mourir
pour ce qu'on aime / C'est un trop doux effort . . ."2 Anne-Marie's

riumph of heroism over pain

and suffering. Adam sees:’

N

I

1Winter's Tales, p. 63.

21bid.
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. « . the ways of life . . . as a twined and tangled design,

complicated and mazy; it was not given him or any mortal to

command or control it. Life and death,\hippiness and woe, the

past and the present, were interlaced within the pattern.

Anne~Marie plows the large field, with the Lord looking on, and she
succeeds in finishing her work., She tpus frees her son from the death
sentence, but she herself dies from the effort. She fulfills her tragic
r6le by sacrificing her life for her son's. To have lessened the terms
of her task would, as Adam's uncle explained, have mocked her efforts
and deprived her-of a. rfle she had determined to £ill,

In “The Monkey", Boris and Athéua come to reallze their rfles

through the manipulative efforts of their aunt, the Prioress. In a

. 4
desire to reshape destiny, she ironically provides the framework for the’

realization of their fate. At the beginning of the tale Boris feels
that he can use his Aunt Cathiﬁka's'wisdom and experience to escape
prosecution for his homosexual encounters by entering inho marriage with
a suitable partner: "I should like to marry, and I hope that you will

éive me your advice and help.”2 Eventually Boris discovers that he is

not in control but that the Prioress is using him to fulfil her own

ends:
. . . and then all at once he got such a terrible impression
of strength and cunninggfhat it was as if 'he had touched an
electric eel. Women, he thought, when they are old enough to
have done with the business of being women, and can let loose
their strenggh, must be the most powerful creatures in the
whole world.

In choosing Athena for Boris' wife, the Prioress is exploring a desire

to be free from her own cage-like existence. She wishes to experience

t

1Ibid:

-

2Seven Gothic Tales, p. 113.
3

Ibid., p. 119.
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vicariously the erotic desires of youth: "She kept her eyes on him,
kindly. They took possession of him as 1f she had actually been drawing
Him to her bosom; or even within the closer circle of her heart."l

At first impulse Ehe name of Athena Hopballehus sounds absurd, yet

- upon reflection Boris begins to like the idea of the match: "As his mind

turned from this unaccountable veeriné on the part of the old lady to

the effect which it might have upon his own destiny, he found that he

did not dislike the 1dea."2 Although Boris does not wish to alter his
1

bachelorhood status, he realizes he can no longer hold fast the moment.

Most humans strive to cling to tire existing state of things but Boris

 himself must now accept change. He sees God as one who loves change and

Boris judges paradisé as a whirlpool of change, "Onky you may yourself,
by that time, have become one with God, and have taken a liking to it."3
Thus, Boris reflects with deep sadness all the young men who had been,
through the ages, perfect in beauty and vigour, aeg\who had been changed
against their wishes. He feels an affinity with these young lads for
now he, too, in an attempt to cling to the moment, realizes that he is
up against a "force majeure'ﬂ He senses that the;e are forces over
which he has no control manipulating his fate at this point in time.

"In his mind he saw hiﬁself, in his white uniform, as a marionette,
pulied alternately by the deadly determined old lady and.the deadly

determined young lady. How was it that things meant so much to them."4

w

- I1pid., p. 115.

2184d., p. 118.

31b1d., p. 122. o | . .

“Ibid., p. 138. -
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In "The Monkey" Dinesen sketches a unique portrait of female

'adolesqence Juxtaposed against a spirited old crone, both of whom wish

to control Boris' fate. It is the Prioress who provides Boris with a

love potion so that he can seduce Athena. °‘Clinging to the latest

[4]

incestuous desire for her father, Athena fights Boris like a wild beast.

This loss of innocence is depicted in cruel and violent terms. Athena

rejects Boris' sexual assault, adhering to the heroic atmosphere of

" childhood where she had been glorified both as son and daughter in the

ho2

Count's imagination. She does not attack with feminine wiles but with
the fierceness of a she-bear and carnivorous beast.l Athena will
ultimately accept her fate, but\it 1s submission with a ven§eance.
Athena confronts the adu;t world Ehrough external forces working upon
her: She 1s reluctant-to do so, Tor she has espoused.-an uncompromising
world of youth and innocence which has further isolated, her froh an
external reality of things. Athena musF eventually lose childhood with
its hercic idealism and fantasies, and complete the painful but
necessary initiation into tﬁe adult world.2 The strings of Athena's’

fate ‘axre in the hands of both the Prioress and Boris.

Like Athena? Boris, too, finds himself placed between two opposing '

forces, the Prioress determined that the two should marry, and Athena

determined not to marry him, The Prioress plans the seduction scene.

© She exclaims to Boris, "My child, my dear child, . . . nothing, nothing

muat stand in the way of your happiness‘"3 Boris is set for his part;

N

lRobin Lyndenberg, "Against the Ldw of Gravity: Femal& Adolescence
in Isak Dinesen's 'Seven Gothic Tales' " Modern Fiction Studies, 24, No.
1 (Spring 1978), p. 525:

Ibid., p. 523.

3Seven Gothic Tales, p. 139. ‘ —~

—
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because the deepest and truest thing in Boris' natiure is his great lave .
. s

of the stage and all its ways: ". . . he carried the stage with him in
his heart . . . . To him the theater was real life. As long as he

could not act, he was puzzled by the world and uncertain what to do with

’ nl

it; but as an actor he was his true self . . . . Boris lays his mask

with great care-in front of his mirror and dohs a black uniform, for he
always preferred the r6le of the unhappy, to that of the successful,

lover. Athena accepts the Prioress' invitation to 'dinner out of a sense
" - ‘
of duty, for instinctively she had always’ known that "in a benevolent

way the old lady had wanted to put her in a cage."2 The rdles of the
Prioress and her pet monkey become interchangeable., The’Prioress is not
only caged physicélly within the convent wallg, but she is caged
emotionally and sexually through the suppression of hgr adventuroﬁs
desire for freedom and love. It is this type of repressed existence
that the Prioress wishes to impose upon Athena. Whereas the‘traditional
Gothic heroine displays passivity and helplessness of spirit, Dinesen's
heroine is noble and disciplined like a soldiér.' Athena embodies the

hard, shining -amber of the Somali women Dinesen observed in Qut of

Africa:

The Somali system was at once a natural necessity and-a fine
art, it was both religion, strategy, and ballet, and was
practised in all respects q'lh due devotion, discipline, and
dexterity. The great sweetness of it lay in the play of
opposite forces within it. Behind the eternal principle of
refutation, there was much generosity; behind the pedantry
what risibility’, and contempt of death. These daughters of a
fighting race went through their ceremonial of primness as
through a great graceful war-dance; butter would not melt in
their mouth, neither would they rest till they had drunk the
heart's blood of their adversary; they figured like three .

1

Ibid., p. 140. '
21bid., p. 142. ﬂ Coe
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ferocious young she-wolves in seemly shéep's clothing. The s
Somali are wiry people, hardened in deserts and on the sea. \
Heavy weights of life, strenuous pressure, high waves, and )
long ages, musf have gone to turn their women into such hard,

shining amber. \ i . :

Acqording-to Robert Langhbaum: ' -

"The Monkey'" develops the theme of desexualizatiom through
even larger contrast--the contrast between the nineteenth
century and the whole European tradition back through the
Middle Ages to Greece; the contrast between Christilanity and .-

paganism; the contrast between Europe and- Africa. ''The -

" Monkey'" is the story Qf Seven Gothic Tales in which Africa
figures most overtly.

. ]
During the seduction supper the Prioress assumes the manneriséh\mmi——ig

habits of the monkey. She scratches herself &aintily,he:e and there

ay

with her delicately poingéd lictle finger, She nibbles at her cloves.

-

She licks her lips. The metamorphosis becomes complete the following

day once she realizes that the seduction scene has failed. She bargains

and manipulates to the end. She reminds Boxis that only marriage can
O ¢

save him from the Court Chaplain who is ready to prosecute him regarding '

his homosexual encounters, as ''one of the corrupters of - ouah.“3 The
P y A

Prioress seems to have shrunk, telling'Athené that notwithstanding the

night before, Boris, out of a sense of duty, will still marry her. Yet

Athena "1ike a Samson" in her strength is not beaten. When the Prioress

suggégté that Athena may be with child and without marriage, the child a
bastard, Athena agrees to flarry Boris but threatens, "But, Madame my
Aunt, when we are matried, and whenever I can do so, I shall kill him."4

At this point the monkey knocks on the glass and fills the Prioress with

1

v
| .

Out of Africa, p. 158.

2Langbaum, The Gayety of Vision, p. 81. b ;
3Seven Gothic Tales, p. 149. '

41bid., p. 160:

.
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terror.. The monkey“breaks through the window and the Prioress with a
most surprising swiftness heaves herself up along the frame of the door,
shivering ahd grinding her teeth, "The face which she turned toward the
young people was already transformed, shriveled and wrinkled, and of
. dark-brown color . . . and before their eyes, a change, a metamorphosis,
was taking place and was consummated."l The young couple bear witneéé
to an incredible sight:
The o0ld woman with whom they had been talking was,
* writhing and disheveled, forced to the floor; she was
scrunched and changed. Where she had been, a monkey was now
crouched and whining, altogether beaten, trying to take refuge
in a corner of the room. And where the -monkey had been
jumping about, rose, a little out of breath from the effort,
her fage still a deep rose, the true Prioress of Cloister
Seven. )
Thelr witnessing of the horrifying though hilarious metamorphosis
~ in which the old Prioress and her spritely monkey change bodies shocks
the young girl out of her proud but barren isolation. The forces of
fate affect Athena. -She now realizes that Boris is a being outside
y herself and "from now, between, on the cne side, her and him, who had
been present together at the happening of the last minutes, and on the
other side, the rést of the world, which had not been there, an
insurmounf%h‘g line would be drawn foreyer."3 Athena 18 awakened to the -
erdtic in man and far from isolating her from the world, her creative
spirit reveals to her the possibilities that reality offers:
Dinesen's adolescent heroine need not compromise her

private dream~life by surrendering to a more limited reality
because she is most often surprised and seduced into/{he,world

1 : ,f
Ibid., p. 162. . |
21b1d. - O
3 bid. v

* . | -
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through its unimaginable sensuality and complexity.1 _
Some of Dinesen's characters fight against destiny and oftef try to
set the strings of fate in motion to their own cadence rather than to

L]

seek out the rhythmic dance of a?creétive force superior to tHeir own,
- J

"The Tmmortal Story" and "The Poet" show how expertly Dinesgd uses

character revelation within heF narrative framework.

In "The Immortal Story" the tea-trader, Mr. Clay, wishes to.play -
the puppeteer and bring literature to life, for he "had come to have
faith in his own qmnipotence."2 Mr. Clay in his desire to read
something other thah his account books begins to relate.an old stery to
his clerk, Elishama. It is the tale of a rich old gentleman who can no
longer §atisfy his wife and who entreats a sallor to come home with him.
The old géntleman,wishes\to have a child, 'so he leads the sailor to.his
wife's room where the sailor spends tﬁe night.‘ Mr. Clay is surprised
that Elishama knows the sﬁory. Elishama informs him that the tale never

happened to anycne, but that all sailors know it and tell it because

each of them wishes that it had happened to-himself. Each sailor

- relates the tale as if it were so. If at any moment a sailor thought |

-

that such an experience were pqssible, he would never have told it. Mr.
Clay decides to turn this pieceof make-believe into fact. Elishana's
mission is to set the story to life. Elishama presents his friend's

mistress, Virginie, with the dramat "It is a comedy . . . A drama or a

tragedy: It is a étory."3 She replies:

1Lyndenberg, p. 527.

2Isak Dinesen, Anecdotes of Destiny (1958; rpt. New York: Vintage
Books, 1974), p. 157.

3bid., p. 182.
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The 0ld man has got strange ideas of a comedy . . . In a
comedy the actors pretend to do things, to kill one another or
to die, or to go to bed with thelr lovers. But they do not
really do any of these things. Indeed your master is like the
Emperor Nero of Rome, who, to amuse ‘himself, had people eaten
+ up by lions. But sjnce then, it ‘has not been done, and that
\ is a long time ago. :
Virginie is ‘enraged when she learns she must enact the drama in Mr.

l
Clay's house, for that house was the only thing left her by her father

when she was a rich, pretty and innocent girl, "Yes . . . Virginie est
~ ~

.

fine, elle s'y comprend, en ironie!"2 Mr. Clay had brought about her

father's death. How she had dreamed of re-entering that house! She
agrees: "Virginie's love of the dramatic arq; inherited from her father
and encouraged by him, came to her in her hqur of need."3 If she is not
what she appears to be, that is fine:

She H@d been engrossed in the thought of her enemy, and
she had betome engrossed in the vision of herself. It was not
'till she heard steps in the corridor outside that she gave any
thought to the third party in the story, her unknown guest of
the night. Then for a second a little cold draft of contemp
for Mr. Clay's hired and bribed puppet ran through her mind.

The puppeteer, Mr. Clay, is pleased with his dolls. They are

behaving well:

.

. /
You are, in reality, twofyoung, strong.and lusty
jumping-jacks within this old hand of mine.

He finishes:
When I am gone ., . . and when you two are left to

yourselves, and believe that you are following the command of
your own young blood only, you will still be doing nothing,

e
1
Ibid., p. 182.

( .
2Ibid., p. 188. : n \ Y.
31b1d., p. 212. | | ‘ '

“Ibid. .
5

Ibid., p. 215. .




nothing at all, but what I have willed you to do. You will be
conforming to the plot of my story. For tonight this room,
this bedy you yourselves with this same young hot blood in+

you--it is all nothing but a story turned, at my word, into
reality.

-

‘ . 3

But Mr. Clay is not omnipotent and he cannot control the strings of
his marionettes. Povl, the young sailor, sees Virginie not as a whore
whom hé'has bought for five guineas, but as a young spirit of seventeen,
one whom he loves and one whom he wishes to take away with him. 'The
wdmaﬁ reminds him of his bargain with the old wman. He will leave but
will remember her as the most beautiful girl in the world. At the end
of the story Mr. Clay himself assumes the countenance and appearance of
a puppet:

The old man's eyes were slightly open--pale, like pebbles

--but his thin lips were closed in a little wry smile. His

face was gray like the bony hands upon his knees. His

dressing~gown hung in such deep folds that there hardly seemed

to be a body in it to connect this face and head with these

hands. The whole proud and rigid figure, envied and feared by

thousands, this morning looked like a jumping-jack when the

hand which has pulled the strings has suddenly let them go.

The ultimate irony of statement occurs when in reply to Elishama's

<< _ '
yj(/,—\:uggestion‘that now Povl can tell the whole story to others, Povl says:

\ ) Tell it? . . ..To whom wogld I tell 1it? Who in the world
would believe it if I told 1it?

The hands of fafe deal more sharply with Councilpr Mathiesen in
)/ "The Poet'". He is a promiﬁent figurs who had lived in Weimar and who
had valued those two years when.he had lived in the atmosphere of the
great Geheimerat Goethe. He had often met Goethe on his morhing walks.

Mathieseh was a judge of art and regognized that he himself was not a

1bid.

21bid., p. 225.

3Ibid., p. 229.
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poet, but nevertheless looked to poézpy ag an ideal aﬁd the means
through which one could achieve immortality. He finds a surrogate in a
young man, a district clérk called Anders Kube. ‘He 1s deeply convinced
that he has to protect his protégé and save him from pis unconsclous
restlessness and melancholy. The poetfs restless spirit is stifled by
the Councilor's rigid conception of the ideal life style foy an artist.l
Like the Prioress, Mathiesen feels he must p{fvide he poet with the

- stability that marriage maybbrovide, and chocoses F ansi%e'whom he sees
as "a short, slight young woman who looked like a cqll;inot like the

g

dollz o? the present day, which are imitations of the faées and forms of
babies, but like the dolls of o0ld days whibh strovA, parallél with

huma

. humanity, toward an abstract ideal of female beaut}."2 When the

Coun;ilor secretly observes Fransine and sees‘her iery dance, he
realiggs she»ﬁould not g%lthe perfect partner for his poet and rather
than subdue ﬁls restlessness she would further unlgésh his adventurous
-and restless spirit. He éherefore decides to keep gPth of them by
marry}ng fransine himself. The poet wogld remain his protégé and friend
of the house, Although the pair would remain loyal go him, the poet's
helpless passion for his benefactor's wife migﬁt make ‘the poet immort;l.
The Councilor confides his féeling? to an old frie§Q3’Cou?t Augustus von
Schimmelmann, who "was by nature of a heavy and melancholy disposition.

He wanted to be happy but he had no talent for happinesF."3

The, Councilor presents his suit to Madam Fransine Lerche whg?y
! i

¢ /

1Ted Billy, "Werther Avenged: Isak Dinesen's 'The Poet','"  West
Virginia University Philological Papers, 24 (1977), p. 64.

¥

2Seven Gothic Tales, p. 368.

3Ibid., p. 380. . '
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f

accepts. Although the three spend many hours in the garden, this is no

@

1dyllic Eden. Anders dedides to kill himself on Fransine's wedding day. .

He works on his last great poem and shares it with Fransine. She had an . a )

against a 'force majeure'. Hence they may be justified in taking a
short cut to happiness by declaring things to be, in fact, that which

they want them to be."l Fransine wishes to keep Anders as her friend

for she does love him and "if she were to lose him she would die."2 The

4 v
Councilor eavesdrops on the couple in the temple on the eve of the
: A

wedding day. Anders decl%§es his love for her but wishes to be left

alone. Fransine runs away. The Councillor faces(Angers and shoots his

protégé. The serpent has invaded Paradise, The Councilor moves like a

snake in the ground and dreams of Weimar. He thinks of the tragedy he
!
had once tried to write and how he had hoped of maneuvering it into the

hgnds of_the-Geheimerat. He thinks in his reverie of King Lear who had

been alone upon the heath. What is it that haﬁ'ﬁ}isiﬁfng Lear safe.
[ 9

Yet, it comes to him, "The 0ld King had been in the hands, whatever -

_happened to him, of the gréé% British poet, William Shakespeare."3E The

fCouncilor had tried to order the lives of others. Thé Councilor is the
'real" poet who prevents the imaginative spi}it from realizing‘its- .o -
potential by subordinatiﬁg its possibilities to.self-indulgent feeliﬁép
and selg—deceptions, Fransine staresg at the oiq man's body. Im an
instant she realizes what has happened and knows\she'm;st‘vindicate her R 't

+

loﬁqr. At this point she is no longer a ¢oll, or puppet, or marionette

— .o ° ,

lIHid., p. 398. . . c
2Ibid., p. 403.. - o "
3 ’ 4 o -
Ibid., p. 415. o . >
-+~ . Lo 3
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s Jbut .an individual concretized into ‘action with a will of her own. The

v . .
- .

> L Councilor touches her bare foot and utters: . -

( “, "My poor girl, my dove, . . . listen. Everything is ‘ .
good. All, all! ‘

Sacred,” Fransine, . . . sacred puppets.'

" He had to wait for a minute, but he had more to say .

to her. . -

¢ ) He said, very slowly: ,1'There the moon sits up high. . o

You and T shall never die.% ~ ' :

/

The girl flihés")the stone down at;him and cries, *'You poet!" With ,

» ' a
' v B

deception, hypocrisy, and deceit gone, all that remains on the g’!ound” is

a bundle of old clothes. As Mathiesen falls into the abydd.of death,
' /

there echo in his mind Fransine's last words, "You poet!"

The Councilor has tried to order life, to’ expect existence to

o 2 -~

! ‘ 'éonform to his conception of reality. He fails to recognize his own 4

s

b MOV o il e i

réle and thus brings about his own death in his ~attempt to mold the

livés of others to his design:
The Councilor's aesthetic design cannot subjugate or .
logically circumscribe the irrational forces of life, as
@ signified by the rebellion of human instinct in Anders and
Fransine. Existence 1s not governed by the heart or the hea‘d/,?
) It is an irresistible flux of Qg:r;ganic activity that cannot be’
s petrified by man's feeble theories.’

7 kb s e LR 3 W

q

Bardn von Brackel's story to the narrator in “The 0ld Chevalier"
illustrates yet afother way in which one of Dinesen's characters reacts
to the hands of fate. The Baron's youthful vanity had been taught a

' .

o 1

lesson. His mistress had tried to poisbn him, "Only she did not want to

3 ‘ killy,., . . out of a feeling of justice or revenge. She wishes to s
- :% - v ’
¢ destroy . . . so that she should not have to lose [ him] and to see a .ot
) a ’ i L Y
' 1 . \
Ibid., p. 419. e ‘. . .

2411y, p. 67, ' o : i
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very dear possessicn belong to her rival . . . ."1 As he sits on a seat

o\g the Avenue Montaigne in Paris, with all pride and: hai:piness in ruins

0 about him, a girl approaches him. . Hers is not the conventional advance: N
” . "She looked like a person out on a great adventure, of someone keeping a ) l
. " se’cret:."2 The night that follows is like a ritual, something made holy -

by the woman called Nathalie. She is 1like a work of art: C o !
—_— . 1S
And uhderneath a’ll this Eve herself breathed and moved,
to be indeed a revelation to us every time she stepped out” of
her disguise with her waist still delicgtely marked by the
stays, as with a‘'girdle of rose petals. ~
o .

& ‘The youw man had met reality just a short time earlier in the ugly

\,
\,
N

shape of his former lover. Now he wishes to take. refuge in fantasy. He

. N \
is absorbed in his own emotional world: "No miracle was incredible to me
as long as 1t happened to myself. ?} is when this faith begins to wear

out, and when-you conceive the possibility‘ of being in the same position

as other people, that youth is really over."4 He had never in any other

love encounter experienced the same feeling of freedom and security as

he had with Nathalie. There was something heroic about the girl. Late

into the night tl;e Baron awakes with a strong feeling of

}misapprehe“nsion, "I am to pay for this; what am I to pay?"5 Suddenly

reality 18 revealed. The girl asks for twenty francs:
\ /

¢ A great clearness came upon me then, as if all the 1illusions
and arts with which we try to transform our world, colorin

and music and dreams, had been drawn aside, and reality was

1Seven Gottylcifge'%, p. 89.
* 2pp44., p. 91,

3Seven Gothic Tales, p. 94~
4

Ibid., p. 98.
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shown to me, waste as_a burnt house, This was the,end of the
play. There was no room for any superfluous word."

This is the first moment since the Baron imd met Nathalie that he
sees her as a human being, within an exist’:ence of her own, fad not as a
gift to him. He. had accepted the rare jest that had beén offered him
a;nd both he and Nathalie had played their pa‘i:ts. It was up to the Baron

-

to keep the spirit of the gamg until the end. Nathalie's demand for

v

twenty francs_was well within the spirit of the night. The Baron

recalls:

*In the palace which he builds, for foﬁ’r hundred white and
four hundred black slaves all loaded with jewels, the djinn
asks for an old copper lamp; and the forest-witch who moves
three towns and creates for the woodcutter's son an drmy of s
horse-soldiers demands for herself the heart of a hare. The
girl asked me for her pay in the voice and manner of the djimn
and the forest-witch, and if; T were to give her twenty francs
she might still be safe within tEe magic circle of hgr free
a‘pd graceful and defiant spirit. }

[

The Baron realizes that he 1s the one who is not in tune with the

hand of -fate. He feels the weight of the cold and real world upon him.

After he pays the twenty francs, the Baron reflects that it might have . ’
occurred to him to invent something which would have kept Nathalie safe

.and still allowed him to have her for himself. He should h.a\‘/e given her

the monéy and said, "And if you want another twenty, ceme back tomorro‘w

n:i.ght:."3 He could no; because this girl Nathalie had called upon all

the chivalrousness of his nature and to him chivalrousness means ".. . .

to love or \cherish, the pride of your partner, or of your adversary, h

'

‘e

~ I i

1bia:, p. 102.

2Ibid. ’

3Ibid., p. 103. : .
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as you willldefine it, as highly, or higher than your own."1 He had met
his Nemesis and the Goddess had charged him twenty francs. He ‘/.
recognizes in this encounter with Nathalle that he had somebow played a

rdle in her destiny and in his. In some way he had moved the strings oﬁ

fate.

The De Coninck sisters in "The Supper at Elsinore" portray two old

’

melancholiacs who as such make others happy but who are "creatures of’

playfulness, charm and tears, of fine fun and everlasting loneliness.ﬂ?,
They symbolize those who long to be free and adventurous yet are locked
and caged and content otily in the news of the adventurdqs exploits of

others. They are like birds whose wings have been clipped: "Time had

layed *a little cruelly with | Fann « « « « Her birdlike lightness was
play
3

caricatured into abrupt little movements in fits and starts."” Eliza
"yas as falr as her sister was dark, and iQ Elsinore, where at the éime
.a fashion for surnames hJE grevaiied, they had called her 'Ariel', o{
'The Swan of Elsinore'."4 Realities carried no weiéht for them. The&V
lived in dreams and romantic adventures and for them only-poésibiiitieé
had interest. When their brother returns to Elsinore, they join him at .
dinner. They listen to his account of his marriagés and his adventures.
They answer his'questions as they had done as youngsters: "When they
were children the yourg De Conincks had lived under a special
superstition, which they had from a marionette comedy. It came to this:

that the lies which you tell are likely to become truth. On this

Ibid. // ; S H

2rbid., p. 219. , X o

1

3 ? N
Ibid., p. 238.

4Ibid., p. 243. . o
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accounts they fxad always been careful in their choice of what lies they

woukt tell."l The elder sister, realizing that their brother is to

.leave them, again shouts, "But you mean to go away again and leave me.

v

You! You have been to these great wgrm seas of which you talk, to a ’
hundred countries. You have beeix married to five pecple ~0h, I do not
know of it all! It is easy for you to speak quietly, toc sit still.- You

have never needed to beat your arms to keep warm. You do not need to

now!"2 There is still grandeur in these two old women who in their

sterile existence f£ind some meaning by devoting themselves only to
dreams. The importance of dfeaming as a means of fulfilling destiny 1s

evidenced in the portrayal of Mira Jama in "The Dreamers".

v

Mira Jama 1is a storytellerAwho has lost the capacity of fear. He ¢

t . E
has become too familiar with life. It can no longer delude him into
believing that one thing is much worse than the other. He exclaims:

Yes, by the Grace of God, . . . every might, as soon as I
sleep I dream. And in my dreams I still know fear. Things
are terrible to me there. In my dreams I sometimes carry with
me something infinitely clear and precious, such as I know
well enough that no real things be, and there it seema to me

““that I must keep the thing against some dreadful danger, such
as there are none in the real world. And it also seems to me
that I shall be struck down and annihilated if I lose it, '
thoggh I know that you are not, in the world of the daytime,.

" struck down and annihilated, whatever you lose. In my dreams
the dark is filled with indescribable horrors, but there are
also sometimes £1ights and pursuits of a heavenly delight.

As a dreamer, however, he can accept the horrors and joys of N

2
exlstence and can once more enjoy the art of storytelling. His tales

are now tempered with humour in order to make people laugh:

1 . NS
'Ibidt, P 257~f ' o

2rbid., p. 269.

Abid., p. 276.
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To love [God] truly you must love change, and you must
love a joke, these being the 'true inclinations of his own - |
heart. Soon I shall take to loving a joke so well that I, who &
once turned the blood of all the world to ice, shall become a
teller of funny tales, to make people laugh. -

: Accor&ing to John Davenport, Dinesen in the romantic sense is out
of key'with her age. Her technique makes her able tokexpress a gpgat
humour. Her verbal skill makes the oddest situations credible and her
subtly satirical eye sees the vulgarity of man and his environment
through a quizzingrglass.at once elegant and moral.2 The employment of
puppet-show characters enables Dinesen as storyteller to create a
detachment from her characters and to relate the action with no

\ :

' involvement on the part of the writer. Dinesen's technique of using
marionettes to elicit humour in a looking—glass\world resembles
Bergson's views on the use of puppets to evoke laughter. It 1s through
laughter and humour that the characters themselves as well as the
audience prove capable of better accepting the absurdities that life °
offers, Bergson states: A

The scenes are innumerable in comedy where a person
believes he 1¢ speaking and acting freely; where, consequently
this person retains the essential quality of being alive, ‘
whereas, from a certain point of view, he appears to be only 3
toy in the hands of another, who is amusing himself with him.
Lady Flora Gordon in "The Cardinal's Third Tale" presents us with
an example of the ways in which God stages a comedy to bring the

characters to a higher level of awareness. Lady Flora, because of her

wittiness, realizes she has been a fool in 'God's comedy, that she has

Ybid., p. 355. - ' s

2 John Davenport, '"A Noble Pride: The Art of Karen Blixen," The
Twentieth Century, ‘49, No. 949 (March 1956), p. 269.

3Dukore,‘p. 742, .
L.
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>lacked faith in her story, and she ultimately acquiesces to an ' !
, imagination far greater than her own. Although she had travelled in /
many countries, she had mever visited Rome. The story sets Lady Gordon

in Rome where she comes not for its beauty or the holiness of the

Eternal City but out of "her deep distrust of all that its name A{F;ffwf

implies . . . ”"1 Cardinal SaLviati pitied her but at the same time

respects her for "in everythiﬁg she said and did there was nobility and
truthfulnesa."2 An old Prince of the Church had implored the Cardinal
not to let her leave Rome as she came. Father Jacopo, Lady Flora's

friend, often discussed Lemuel Gulliver's Travels with her. .She knew

the book by heart and 'made use of it to deride in the Almighty's work
| .. ;
. of creation."3 Father Jacopo had met; Lady Flora at an inn in Tuscany on
I
. / i
his way to Rome. Hé had fallen 11l with fever and she had nursed him -
until he had regained his strength{ She decided to continue to Rome
with him. She tried in all ways to gi&e offense, but however coarser
her speech, or her attempt to scandalize a servant of the Church, she
did so to no avail., Father Jacopo realizes in Lady Flora an arrogance
and an utter loneliness and feels that out of her iscolation may come her '
salvation. He speaks of the likeness between all things but that
likerless does not mean that théy all should be treated.in the same wéy:'
In this sense of the word, Milady,'likeness is love.
For we love that to which we bear a likeness, and we will
become like to that which we love. Therefore, the beings of ‘
this world who decline to be like anything will efface the °
divine signature and sd work out their own annihilation. In

this way did God prove His love of mankind: that He let
Himself be made in the likeness of men. For this‘reason it 1s

1 ast Tales, p. 75.

21b4d., p. 76. h
31bid., p. 78. _ o ' )
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wise and pious to call attention to likenesses, and Script\ure
itself will speak in parables, which means comparisons.
For a character to circumvent his fate is to efface the signature

of God. Anne-Marie in "Sorrow-acre" realizes God's design., Mira Jama

in "The Dreamer'" fights self-annihilation by becoming a teller of

After sitting for

humourous tales. Father Jacopo realizes that Lady Flora's great sin is
not that she has ever refused to give, for her generosity to the poor

was quite evident; it is that she refuses to.receive,
a long time in the basilica of San Pietro, Father Jacopo feels that this
She spends moré than three hours in

.

is the place to bring Lady Flora.
the church. She stands before the statue of St. Peter himself in
For days afterward she visits the Church and the priest
N /

contemplation.
would often see her gazing upon St. Peter. Her sojourn in Rome over,
\\

She baits the priest to th;a end:

she plans to leave.
For indeed you permit yourself to believe that the
. hocus-pocus of your Rome, its holy water and rosaries and
.saints' bones--in the twinkling of an eye, and whether I
myself consent or not--shall change me into a meek little lamb’
. in order to please you, and
I shall

within Saint Peter's fold. .
in gratitude for your kind guidance in Rome, I am still
On my knees -—-
the Scala Santa! And you will see for

willing to go down on all fours.
yourself, then, that while my weight may have polished or worn
« shall be no softer and no

ascend .your holy stair,

your steps a bit, I myself . .

more polished on the top of the stair than I was at the bottom
Come, my kind and wise friend, I shall order nwy

carriage, and we will go there at once, and together!
{
i

of it!
Lady Flora is determined not to change her beliefs. She is

1
i

willing, however, to pretend to accept the "hocus-pocus" that faith

1
entails, but the powers of God prevail. Father Jacopc’ is filled wi}th

doubt and wonders at the wisdom of trying to make this unbelieving/iarid

libid., p. 85.
2 1bid., pe 9L 7
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haughty woman a member of the faithful. [In the last chapter or epilogue

of the story Cardinal Salviati hears fr Lady Flora herself. The

Peter's. Lights were burning in front of St. Peter's figure. "A young

i

man came into the. church, passed by her, and kissed the foot of the
statue. She could not explain what made her follow his example but she \\
stepped forward and kissed St. Peter's foot. Weeks /Jlater she discovered

a sore on her lip. She knew the/name- of the disease. The words of

Father Jacopc come to her: /

A rose of Sharon, . . . Aye, and does npt the rose
clearly exhibit to our eyes the signature of the workshop from
. which she ii issued? And does not the heap/of wheat, too,

exhibit 1t? .

She continues:

I stood, Your Eminence, before the glass /and looked at my

mouth. Then I bethought myself of Fathex Jacopo. To what, I

thougBt, does this bear a likeness? To /a rose? Or-to a

seal?

Lady Flora learns of the solidarity of/ mankind and acquires a love .
of 11.fe.3 She becomes aware of the likenesses of things and can accept
life's paradoxes. The same ‘powerld to which Dinesen had cried to Africa

) .
to send a sign, had indeeq laughed at Lady Flora and forced her to an

awareness of some mighty power grea:ter than hers. The contrasts that

Dinesen observed between the mbdern we¢rld and Africa shaped her vision

lIbid._, p. 85.

2Ibid., p. 98.

3Johannesson, P 125;"
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as an artist. The marionette device of charact‘erization makes it
possible for her to expr;ass her innermost thoughts. ] f
I conclusion, Dinesen as storyteller, d;liberately withdraws! the
camera a certain-distaﬁce at the risk of dehumat;izing her characters in’
order that the figures or charaﬁct_;ers themselves might be seen not'als a
‘ihosai‘c of microscopic imageé but in a single glance as heroic archet&pal
—  wholes. _,tDinesen's‘ passion for the artistically artificial and
deliberately’ styliéed world Jof the pup-pet-stage presents El;e view that
the world of the theatre is a- truer and more meaningful world than that
of everyday life and ﬁc})1at everyday life is enhan;ed and made richer when
it i‘ises to the heights of drama. The marionettes in Dinesen's tales
are aware of some réle in life that they should be playing‘ or seeking to
Play. These rBles need not be ‘happy ones, indeed, they may be harsh or
tragiz‘., but the characters must remain faithful to them. The use of the
+ marionette image enables Dinesen to explore the nature of each "puppet"
personality and to sep;rate appearance from essence.
For each one of us has his own reality to be resgected before
God, even when it st harmful to one's very self.

-~Pirandello: Six Characters in Search
of an Author.,

-

- lpirandello, p. 234. :
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Chapter IV .

A \ 1,1 .
, The Quest for Harmony '

Oh:-not into an idyll--I am well aware that.I am in for a
furioso~-but into a ha:mo&y without a discordant note to it.
You.have shown me myself! )

Dinesen uses music and dance as images: of harmony in her tales/ It

is often Ehrough these images that disparate elements of the, story are

'shown to be a harmoniousswhole. Individually the characters and other

I3
-

éomponents of the tale may be seen as disjointed segmerits just as music
and dance themselves may appear defective when any elemernit is isolated
from the spectacle. The dancg.is not ﬁﬁe ferformef alone. It embraces
the choreographer, the composer, the musician, as well as costumes,
music, 1nstrt§ents, ever&thing which comprises the spectacle. Sometimes
" even the partiéipants fail to recognize the inferpiéy of parts that
manifest harmony. When they do, they are, in part, blind%d to the
harmonious natﬁreyof the perfor;ance. Such characters are frustrated,
unable by circumstance or disﬁosition to discover their missiﬁg
counterparts. . On the other hand, what often appears as a discordant
note is, in fact, the“counterpoint to a Divine motif. The story of ~
Calypsc in "The Deluge at Norderney' serves as algood example of the

quest for harmony or totality so characteristic of Dinesen's

sforytelling.

-

Count Seraphina's rejection of Calypso's womanhood almost succeeds

' lLﬁat Tales, p. 4. o
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in convincing her of,?er invisibility. Unless she can create'herself in
her own human and female image, she is incomplete.1

In this dark castle the annihilated girl would walk
about. She was the loveliest thing in the place, and would
have adorned the court of Queéh Venus, who would very Jlikely
have made her keeper of her doves, dove as she 1s herself.
But here she knew that she did not exist, for nobody ever
looked at her. Where, my Lord, is music bEed—-upon the «‘\
instrument or within the ear that listens? ' '

Calypso wanders arpund the palace in her isolation and discovers a
large painting portraying centaurs and satyrs following, adoring, and

embracing young girls of her own age. She identifies with the nymphs:

She lookéd at them for a very long time. In the end she &

returned to her mirror and stood there contemplating herself
within it. She had the sense of art of her uncle himself, and
knew by instinct what things harmonized ,together. Now a '
hithgrto unexperienced feeling of great harmony came upon

her.

.Calypso realizes that to deny others and to deny herself is

-equi§alent to the denial of {ife. %he is able to transcdnd self-denial

through others and to ex ence plenitude.

In a more tragic vein, Alkmene, in the story of that name, is
unable to recognize tﬂe part that she&plays in life's spectacle and
lives an existence of religious penance and renunciation. To Alke&e,
dancing and singing symbolize the freedom and potentiality of the
imagipation. Alkgme's free sp}z}t, however, is h;ld in chegk by forces
outside her gontroi.\

Alkmene is adopted by the parson, Jens Jespersen and his wife,

. N *
Gertrud. She is a child of striking, noble-beauty and arrives at the

1Landy, p- 401, :

2Seven Gothic Tales, p. 45.

3Ibidc s pc 48'-
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shift and second, the child knows no fear. As the ta}’le unfolds,
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parsonage '‘as white as marble from cold and fatigue."]/‘“ Gertrud is

congerned about two things. First, the child had arrived without
* /
shift becomes a symbol for the restrictions the parson and his wi
later a young student, Vilhelm, place on Alkmene. Gertrud makes
) J
first duty as a mother to teach her child, as in the fairy tales

Gertrud shortens the child's name to édene and when

* /

know fear. n2

a

the

1fe and

it "her
to

one of

the old pastors gets hold of the name Alkmene, he éxclaims, "'Mene mene

tekel uphaursin!"3 Gertrud's and Jens' desire to q'ontrol Alkmene

|

symbolized in this reference to Daniel 5: 25—28./ Mene recalls the

|

is

Aramaic warning of doom, and the words, which wer{e once interpreged by

4 J
Daniel to the Babylonian King, prophesy the outcome of the story

'Alkmene's desire to daunce and siﬁg will never be realized. Alkmgne

-

might have brought Gertrud, Jens,| and Vilhelm to an understanding of

life and unity, yet they‘, do not accept the revelation s.'he offers

[ & .
a regult, they remain divided from one another, and from God.l'

Gertrud's love becomes even fnore restrictive. _Although Al

I
creative act is not permitted to

movements are like thos? of a da7cer, and she wishes to dance, this

’

prohibited.

the theatre and with the child's’,’l early years, of which she was ver

jealous, so that she would not hear or think of them.

P

-

1~Wint:er's Tales, p. 198,
2

Ibid., p. 199.

31b1a. )

0

4Langbaum, The GéyLLty of Vision, p. 181.

her. 1In the parsonage all dancing 13

To Gertrud "the act|of the dance was éomehow connected wi

Alkmene, the

and, as

ene's




,was neve;c allowed to dance."1 As a result, Alkmene attempts to run
N away. On the second occasio‘n‘Vilh‘e'lm finds Alkmene pur.:suing a bank of
gypsies and he accompanies her to the parsonage. 6n their way back they
begin to sing; At this moment they are one in harmony with the ) \
landscape which serves as a settir"ag for the dance. The singing -

symbolizes Alkmene's potential for freedom and stresses the importance,

of being true to one's nature. Viihelm‘ remind%lkmene that Jens and
Gertrud lc;ve» her, but she does not want l‘ove‘on”’ their terms. The love
“ Jens -and. Gertrud o,ffe'tr ig suffocating and restrictive. v"rhe final bond
is sealed througﬁ Alkmene's confirmation in the church. .She_ is not tied’
to her parents through moral obligation. Alkmene offers to run away
,wit.h Vilhelm. She says to him, "We can go on the high roads t‘ogether. .
“And thep « + o« 1 8hall do s.omething, so that we sha.:tl not have to beé.
1 shail learn to danc:e."2 " Again, Alkmene points the reader to the
potential for unity and harmony between ‘human beings and nature.
Vilhelm, her only true friend, abandons her for he cannot teveal his
feelings and-he dutifully leaves for his uncle's. When Vilhelm returns
he cannot prp}ac{sg to Alkm?ne because he has repressed his feelings too
long and i8 ‘e\L}er bound by a sc:nse of dgt‘l.y to his uncle.
Alkmené asks Vilhelm to take her to Copenhagen where she reveals

ghe wishes to witness the decapitation of a murderer. To ‘Alkmene,' the - —"

execution is "a warnir‘xg to the people who may be near to doing the same

thing themselves, and who will be vgarned by _nothing else.+ Now the sight
3

of this man's death will hold them from becoming like him."” She adds,
’,]'Winter's Tales, p. 202.
2 - . R

Ibid., p. 211. - , . k

31bid., p. 218.




Alkmene and Vilhelm are divided and no rebirth shall take place.
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“Fbr God aloﬁe nows all, . « , Ané who can say of himself: of this
deed I could never have be;n guilty?"l With the death of the parson,
total redponsibility for Gertrud rests with Alkmene. The one way she
can tdd herself of this burden is bﬁ’killing Gertrud., Alkmene must
wifness this execution since in her imagination she has killed Gertrud
and attengance at the spectacle 1s an atonement for sin. - Vilhelm andn
Alkmene are divided in the fact of death. Although Vilhelm has
suppbrfed her, he cannot find a word to say to Alkmene. When he at last
suggests that they might have a life together, Alkmene saygi "Nay, . .« .
I have learned now that there are so many'wé}s of looking at thingf, .
You: you spéak about my life now. But before, when it was time, you did
pot try to save it."2 Vilheim could have been the instrument of

i

Alkmene's salvation. Hg had refused. She had offered to sing and to

' »

‘z dance so that they could explore-fogether the possibilities that life

. had éo offer. He had refused. Although they see evil together, unlike

Boris and Athena in "The Monkey" who were joined in their mutual guilt,

3

Vilhelm's and Alkmene's conversation on their way back to the parsonage

reveals that redemption is not possible. There will be no_singing or

5
dancing. The parts can no longer’fit into the whole. To Vilhelm'i

declaration of love for Alkmene, Alkmene utters: ° ) Y
Love? They all loved Alkmene. You did not help'her. Did you
not know, now, all the time, that they were all against her,
all? .°. ., They were the strongest. It could not be otherwlse
when they were so good, when they were always right. Alkmene-
was alone. And when they died, and made her’ watch it, she
.could "see no way out, but she must die, too. . . . And can |/

S |

ZIbid.. p. 220. . . i
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you not, not even now say: Poor Alk'mene?1 .

There is too much hate wighin Alkmene's and Vilhelm's expression of
love. Alkmene, having been denied the rSle as one of the principal ’

dancers, still sustains her crucial position in the dance. As a
, .

choreographer she unites potentially disjointed elements bringing them

[

together into an artistic union. Even an execution in another city,

becomes part of the spectacle.
4 »~

Sixteen years later Viihelm visits Alkmene's farm. Alkmene is away
but Gertrud is there. Gertrud and Alkmene have exchanged roles.
Vilhelm feels that the sheep and landscape 'have taken Gertrud back to
her childhood and early youth .|. . her daughter with'her had taken the
place of her mother."2 Gertrud spéaks of Alkmene's parsimony. The rich

woman on the lanely farm had become a kind of myth to the country.

* Gertrud confides “that Mene was too sparing on her own behalf. She was

'
‘u

. kind to her mother; he must not but think so, but she was so hard on

perself."3

Py

The closihg words present us with Dinesen's powerful stroke

of irony. "Vilhelm," Gertrud utters, "Do you know? She has got no

shift on!"4 The young Alkmene who could have sung and- danced in an

idylildic Edeq7ﬂh magical innocence is to serve out her existence as an -
. \ -

old, lonely, parsimonicus woman thought to be mad by her countrymen.

AlKmene has become Gertrud in order to turn her murderous desire upon

NN

herself. The men in her life have failed Alkmene: ‘her natural father,

lbid., p. 221.

2W1nter's Tales, p. 223.

3 L}
Ibid., p. 224,

4 4

Ibid- 4 . 3
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the old professor who cared for her as a very young child, her adopted
A .

father, and Vilheln. Alkmene assumes the male rdle so that Gertrud now
plays not only daughter but also female to Alkmene's male.l The desire
to dance symbolizes Alkmene's desire to live. This desi£E turns in on

itself and Alkmene's capacity to love transforms itself into the i
capacity to ﬂ;te. In "A;kmene",the unity of experience is not located |
in the character, but in the knowledge of the narrator who, by showing %
unrealized alternatives, points the reader to the potential of unity.2 ﬁ%g

[y

Alkmene recognizes that taking §'1ead r8le may in itself be the

result of defective vision. The principal character is not any more

impé;tant than other components in dramatic composition. Alkﬁene

L4
P
-

_becomes a choreographer and'comprehends the entire.spectacle, deviging
the script, assigning the rdles, and arranging all components into an
organic whole.

Although Alkmene's free spirit is held in check by external forces,
the imagination of the De Coninck sisters in "The Supper at Elsinore" is
thwarted by characteristics inherent in their natures. The De Coninck
sisters in their youth "could sing duets like a pair of nightingaiés in
a tree." Now these melancholics are subject to extremes ?f temperament,
of despair and pridé, and seem "unable to keep from one extremity as
from the other."4 At fifty—tﬁree Fanny's "birdlike lightness was

. *
caricatured into abrupt little movements in fits and starts. But she

1Langbaum, The Gayety of Vision, p. 185.
¢

2Landy, P. 401f

3Seven Gothic Tales, p. 218.

b1pid., p. 219.
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"had her brilliant dark eyes still, and was, all in all, a distinguished,

and slightly touching, figure."l The youngest sister, Eliza, isAstill
strikingly lovely. As a youth, the way she danced and moved elicited an
atmosphere of suspense. YIf at this time she had indeed unfolded a pair
of large éhite wings, and had soared from the pier of Elsinore up into
the summer air, it would have surprised no dhe."z It is significant
that Dinesen, in choosing musit and dance to further explicate her

¢
b%rq imagery to suggest flight into the imaginative world. In the end,

philosophy of being in_harmony_with the play of the Creator, aijgfuses\
however, the sisters.do nothing. As they grow older, the two seem to
cut figures in stone. Eliza had a secret which had kept her alive. Her

brother's ship had been named "La Belle Eliza".

To this purpose--had [Eliza] grown upas lovely in -
Elsinore. A ship was in blue water, as in a bed of hyacinthe,
in winds and warm air, her full white sails like to a bold
chalk-cliff, baked by the sun, with much sharp steel in
boards, not one of the broadswords or knives not reg, and the
name of the ship fairly and truly 'La Belle Eliza'. ’

The idea of freedom isﬁcompared to dancing on the waves: "Oh, you
burghefs o}_Elsinore, did you see me dance the minuet once? To those
same measures did.I tread the waves.”4 Fanny implores her brother,
Morten, to take her with him but "the chair between the sisters was

empty and at the sight Fanny's head fell down on the table."5 She looks

at her sister dragging the streamers of her cap downward. Eliza lifts

1ibid., p. 238.

21bid., p. 243. s : .

3bid., p..261. -

41bid.

5Ibid., p. 269.
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. Y
her pale eyes, stares at Fanny, and says, "To think . . .. to think, with

the halter around’my neck, for one minute of 'La Belle Eiiza'."l In the
end the sisters are left with dreams. There is no dance or music for -

them. Whatever harmony they°seek can be found only vicariously in the

4
o

pleasures of others. -
The lady in "The Cardinal's First Tale" is awakened to the ways in

which seemingly disconnected parts comprise a Divine motif. The lady

" says to the Cardinal:

When I first told you of the horrible conflict, of the cruel
dilemma which was rending my heart, I put before you, I know,
a number of details, in themselves unconnected and . \
contradictory, and so jarring that I had to stop the ears of
my mind "‘to them. In the course of our talks thether all
these fragments have been united intc a whole.

The Cardinzl has shown her the image of herself and even in the
expression of this gratitude, her vo}ce takes on the qualit; of the
voice of a violin like a bow across strings. The character hete is not
the musical motif but part of the instrumentalkprocess which unwillinély
submits to the comprehensive genius of a master. The Cardinal through
his tale illustrates that both artist and priest are mouthpieces of the

{ .
Lord. "For the man of whom I speak . . . within the play and strife of

this world, is the bow of the Lord."3 The lady interprets the bow as
the means by which an arrow strikes the heart. The Cardinal has used

the word in a different sense, as a 'jeu-de-mots'. He has in mind:

+ + « that frail implement, mute in itself, which in the hand
of the master will bring out all music that stringed

.

libid., p. 270.

zLast Tales, p. 4.

S1bid., p. 22
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instrumegts gontain, and be at the same time, medium and
creator.

The choreographer and the storyteller are one. The tale in the
hand of a master storyteller becomes the medium and the instrument
whereby all harmony is produced. When the artist or storyteller enters

the world of imagination, he is in tune with God's creative design and

.
SIpR——

becomes his mouthpiece.2 Music pervades the inset story of "The

Cardinal's First Tale" and serves as an analogy to both mind and spirit

and the part each plays in the totality of existence.

~ i

At the beginning of the tale the young Benedetta is a girl of

fifteen "with rich gifts'of heart and mind, and magnificently

_innocent."3 She is given in marriage to Prince Pompilis who is thrice

her age. A child is born to them but the infant has only one eye.
Doctors advise the Prince to allow a few years to pass before the birth
of another.child. The Prince retreats to a palatial villa, leaving his

young wife in the hands of a maiden aunt while placing his son with a

tenant family on another estate. The Princess, during.the three years
of separation from the Prince, learns, to dream. She discovers the

library which "became a bower above a fountain nymph, shaking down on
its ovm the sweet fruits that her heart demanded."4 Benedetta has a ‘
sure and sweet voice and the Prince appoiﬁ:g an old singing master for
her. Benedetta "gave herself up to mus%&, as she had given herself up ;
to books; her nature at first listened, now it sang."5 Benedetta's ‘ f//

. M 4

b1d. ' /

2Whissen, Dinesen's Aesthetics, p. 41. : S !

’Last Tales, p. 5

“Ibid., p. 6.

SIbid., p. 7.
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imaginative spirit expresses itself through music. In music, she can
discover "a reasonable human language, withiﬁ which things could be
truthfully expregsed."l This ability to dream or to eing or to dance
signifies a flight Jdnto the creative imagination. It is through hearing,
the volce of Marelli sing Metastasio's masterﬁiece, "Achilles in
Sycros", that Princess Benedetta experiences'g rebirth,

 . « « a birth, the pangs of which were sweet beyond words, a

mighty process which needed, and made use of, every particle

of her nature, and in which, undergging a total change, she

triumphantly became her whole self. .

The inevitable love which develops between the Princess and Marelli
is "of a seraphic order and went to a tune."3 All his life Marelli
remained true to the dark-eyed lady of Venice. His voicelchangedt It
was not just a celestial instrument but became the "voice of the human
soul."4 Once Prince Pompilio returns to his wifei Benedetta submits to -
the advice of her family physician and does not sing. "In order to bé
secure against temptation she dismisses her ola singing-master‘."5 The
physical act of singing'is not necessary, for her body and spirit are
one with Marelli and‘the child conceived in her imagination is his.

"The child to come was to be son of his mother, and the godson of the

Muses."6 She would call him Dionysis, "in reminiscence of the God of

inspired ecstasy, for a name 1is a reality, and a child is made known to

‘1Ibid. )

21b1d. -~ ~ .

3bid., p. 8.

4Ibid.

Ibid., p. 9.

v S1p44., pe 11, "
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himself by his name."1 Benedetta gives birth to tgins, Dionysis and

Atanaéis, but six weeks after their birth, one of ;the infants perishes

in a fire. The Prince declares tﬁe survivor éo ge Atanasis gut

Benedetta in her heart thinks him to be Dionysﬁg, the child of Marellj.

The theological‘and musical setting help to qi?ound the idea that the -

castrato might, through a woman's love, be ggdowea with manhood and ‘

become the spiritual begetter of her child{ The story 1is elevated int;'

a poetic representation of the highest Wgstern idealism, regayding the

idealism of body and soul and the poss@bility of spiritual 1ove.%

Musical harmony reflects a totality of experience for many of

Y

Dinesen’s.charactersi The night thgt Baron von Brackel spends with the
prostitute, Nathalie, in "The 01d Lhevalier," is a night of harmonious

splendour. Nathalie's "voice wag so merry, so pure, 1ike the song of a
bird in a bush, and «wf all thi gs music at that time went most directly .

to my heart.'3 He had experienced a benediction from above. The union

“bf boﬁy and spirit is again/seen in theological and musical terms, '"Her .

!
song %ncreased the feeling I had, that something special and more than
n / ) i
natural had been sent t me."a To the Baron, “She had a great sense of S/
music . . . . Her voide knew more than- she did heggelf."s Nevertheless

the Baron's choreography disintegrates. His splendid vision of 1deal
& ’ ~

womanhood and asceht into harmony crumble before Nathalie's mundane =

scenario. A twefity franc fee proves the more enduring image.

/
1Ibid.

2Langb um, The Gayety of Vision, p. 27.
: i

3Sev n Gothic Taleé, p. 92.
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' The Cardinal teyis Miss Malin in "The Deluge at Norderney" that
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qéé%ing is sanctified in life except by the play of the Lord. The play

/
/

/refers to the desifin of the story but it also applies to the music of

/7
the Lord. The C#ldinal continues:

. You speak like a person who would pronounce half of the notes
of the scéie--say do, - re, and mi--to be sacred, but fa, sol,
la, and ti to be only profane, while, Madame, no one of the
notes i; sacred in itself, and it is the music, which is alone

divine.
In "'T é’Deluge at Norderney" each character has devised a separate
scenario./ The principal vision is the one which can comprehepd the
dispara /elements bringing them together into a single speéiacle. To
Qnders’énd one part achieves little if anythiﬁg; It is only By seeing
the parts in relation to the whole that the:components are truly
comprehensible. ‘ ' —

For Pellegrina Leoni in "Echoes" music is the mediator between

arth and heaven. It provides her with an image of the connection . J -

between all things. Pellegrina'has lost her singing voice in a theatre
fire in Milan but like a phoenix she rises through the ashes to
rediscover the pleasure of music through her pupil, Emmanuele. As she

listens to the choir in a sma;f village, 'one single clear boy's voice

the other voices and leaving them behind, it rose to the low ceiling of

the church and reverberated from it."2 Pell;grina's "body fell from her

4

like a garment, becayse hexr soul went straigZF upwards with the tones.

For the voice that gave them out was known t¢ her., It was the voice of

libia., p. 14. «

,2Last Tales, p. 166. 4 .

" took up the opening notes of the Magnificat. All alone, abandoned by R
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Young Pellegrina Leoni."l She is filled with immense joy:‘ After a long
time she cried in her heart, "0 Sweet. Sweetness of life! Welcome
back."? Her voice had taken abodelin the breast of this peasant boy.

* Emmanuele was a brand plﬁcked out of a fire for the child was found
unhurt the morning fol;gwing a mountain slide which had crushed his
house with its stables and outbuildings. Pellegrina refiectg that
Emmanuele could have ﬁeen born at the hour of the Opera fire ir Milan.
"Was, then, that fire in reality kindled by my own hand? And was the
flaminé death of the old Phoenix and thé radjant birth of the young bird
but one and the same thing?"3 For Pellegrina the scenario is the
projected reality of her vision. Resurrection is possible for her

through the experience of musdic with Emmanuele. She, therefore, offers

feels she 1s "like a virtuoso who takes up a unique instrument-—he knows

it all through; his fingers are one with its strings and he will not
mistake it amongst a thousand, yet he cannot tell the volume of 1its
papacity, but must be prepared for anything."4 At the end of the third
}esson Emmanuele tells Pellegrina that he knows who she is. These words
which Pellegrina had dreaded for thirteen years lose their bitferness in
the mouth of the child. Emmanuele's uncle,‘Luigi, had been Pellegrina's
— servant in Milan. Luigi had told Emmanuele, "People believed Pellegrina

Leoni to have died, but it is not so, for she cannot die."5 It is the

' N l1bid., p. 167. i .
2
d Ibid.

+ r .
3bid., p. 170.

- bAIbid.‘ p. 173.

. 3 Ibid.- _ ) N
‘I' [
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T ST T Uto tutor the boy free of charge T After the second lessor PellegrindaT T




mythical identity in the singing voice that the two share that is

_ immortal and not their separate naturalistic identities. Pellegrina

loves the boy and they appear to become one in spirit.

teaching, without surprise or reserve. 1In spite of the
wildness of their embraces there was ever in them great
dignity and deep mutual reverence; the giving and receiving
was a mystic rite, and an initiation.

The boy abandoned himself to her tenderness as he did to hﬁf

Pellegrina comes to realize that she is guilty of literal, psychological
and ritual cannibalism. The voice of the old seafarer, Niccolo, whom
\\ ‘she had met her first evening in the village returns to her. Niccolo

p had survived at sea by eating 'the human flesh of his dead companiocn.

Pellegrina had tried to show Emmanuele courage by pricking three of his

-
fingertips till she drew blood: 'She wiped the three drops of blood off

~—————————————0f her small handkerchief, one by one, then, as she looked at the three

\ . . little scarlet spots she lifted the handkerchief to her lips."2 The

\ ‘ next day Emmanuele does not appear for his lesson. Emmanuele rejects
\ : ~ her and calls her a vampire. He cries out, "I thought that I should die

1 if I were to leave you.» Now I know that I should die if I went back to

\ you."3 His wail of farewell is "Dido's lament, Alceste's heroic

~

. sacrifice, in Pellegrina's voice."4 ‘He hurls a stone at her and she

feeis the Qérm dampness of her blood as it trickles over her forehead
% ' and her left eye. She has been feeding on him in order Fo restore her
own youth and to resu;rect the Pellegrina she had once known.

-

Pellegrina-tries to respond but "what should have been tfie roar of a

/\ . 1Ibid-, pe 176- : .-
’ ‘ 21bid., p. 180. ,
3Ibid., p. b86. )
“1bia. / ‘
S o ‘ , /
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lioness was the hissing of a gander and a pain in her throat and
chest..1 ﬂ_d;ﬁwing of each other's blood is a symbol of the bonA)
between them. Pellegrina had heard the echo-of her own voice in
Emmanuele's. They have mingled identities and Pellegrina learns that
she cannot feed on other human beings. She realizes at last:

Oh, my child, dear Brother and Lover. Be not unhappy, and

fear not. It is all over between you an me. I can do you no

good and I shall do you no harm. I have been too bold,

venturing to play with human hands on an™Aeolian harp. I beg

pardon from the northwind and the southwind, from the east and

westwind. But you are young. You will live to weigh more

than I do, half as.much again, and to prove yourself the

Chosen and Elect; you may live to give to‘your town a

priest-saint’ of her own. You will sing too. Only, dear

heart, you will have to work hard to unlearn ghat you have

'learned from me--you will hatve to take great are so ag not,

when you are singing the gospel, to introduce effects.

She will carry the mark of Cain foi/;he has tried to destroy
another human being. She dared to interfere with the harp of the Lord.
She conclydes, "And the voice of Pellegrina Leoni will not be heard
again."3 She cannot be the great diva ever again, and the hopelessness
of her situation leads her to resume her nameless wén&erings dealt with
in "The Dreamers". Pellegrina is carrying out a part in an even larger
épectacle, that of creation. . ' ' B

Alth:fgh Pellegrina attempts to bury the-voice and soul of

Pellegrina Leoni, it is only through music that she can experience a

resurrection of the spirit. Once her identity has been discovered by ¢ _
’ ’ i
three of her lovers in "The Dreamers', Pellegrina must face death. {
. ‘ i

Marcus Cocoza introduces her as Donna Pellegrina Leoni, the greatest ﬁi ‘
’ ) 3 i
1 N Al . - \ ’ - ‘ o

Ibid., p. 187. 1

2 : / :
Ibid., p. 189. . 'Q\ :

3Ibid.,/-p. 198. Co C .
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| A |

singer in the world. She 18 nervous and reviews the second/ a¢t of Don

Giovanni with him. Pellegrina\is named after the aristocratic Donn&

Anna in Mozart's musical opera Don Giovanni. The musical/cémposition of

~y , \

y
Don Glovanni serves to revedl the principal characters undér the stress

v

of ydifferent emotions, and above 'all, their relationshi s/to the

\true nature is revealed through his

“

irresistible Don. Don Giovanni's
relationships with the other characters in the opera. Donna Pellegrina

Leoni's true nature 1s also revealed through her associations with

2

Marcus and the three gentlemen, each of whom has knpwn her as different

[

assion like the string

people.

Pellegrina's "whole body vibrated under her

1

of an instrument."2 It is Pellegrina herself that Pellegrina Leoni can

¥ -

honoﬁr God. She cannot escape her fate. Just as Don Giovanni meets his
fate through the intervention of some supernatural force, Pellegrina
. ! . \
- |
meets her fate through some force greater than her own. She is once

|

more the great singer whose pure tones harmonize with those of her
/

unity. Music and dance serves to explicate Dinesen's notions concerning

beyond the blank page, silence spegks/. /Perhaps silen%F is the grandesgt

e/ Art of Music: A Short History/ of

327.
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choreographer of them all.

L 0

+I set out the routine of my daily life to an orchestra:l ) C
i _ ) -- Dinesen: OQut of Africa. . . * ;,
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. Chapter V '

The Locked Caskets

L "My lord', sAid Fath, 'man and woman are two locked '
caskets, of which each contains the key to the other.'
e, -~ Dinesen: "A Consolatory Tale"
from Winter's Tales.

»

o
3

In her tales Dinesen reveals self and other as two states of Qeing‘
that can co-exist as fruitful tension.- Dinesen's' characters face the
challenge of widening the range qﬁ,their own experience‘in order to
understénd that experience more fully. Experience alone, however,
proves insufficient for the task pf human understanding since Dinesen's

storles also demand that characters appreciate the logic which governs

"the resistance of the world 'and limits the autonomy of the self., For

A

most characters in the tales, awareness of oneself as both self and
other depends partly upon sensitivity to the symbolic meaning of
éxperience, and partly upon openness and vulnerability to forces outside
the selfn Because these two states of awarenesé are rarely balanced in
individual characters, the tales ;llow éharacters to recognize the.
differing values of both symbols and experience in the quest for
gselfhood and otherness., It is the need to perceive the seif in both
roles, as a subjective»autonomous'individual and'as an objective part of
the wbole; that seems to mqtivate many o# D%nesen's charac;ersu

The tension between the self and other.evidenced in Dinés;n‘s

y
4 3
portrayal of the Count in both "The Roads Round Pisa' and "The Poet" |
. “),«"
o

1Winter's Tales, p. 308.

- «
' v
’ .
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does provide for fruitful co-existence. Count Augustus von' Schimmelmann.

- : 79

i

is able to perceive other characters as objects in a de7ign but he

*

cannot himself discover the rBle as other that will comblete his own

identity. He is preoccupied with mirrors and reflections and others'

opinions of him but he does not expand his limited sense of himself and

is therefore never awakened to the truth that he claims he seeks. The

-3 i

Cqunt has, as a young student, the habit of looking at himself in the

looking-glasses, and has had his own rooms decorated with mirrors. He

looks into the glass to see what he is like.

‘A glass tells you the truth about yourself. With a
shudder of disgust he remembered how he had been taken, as a
child, to see the mirtror-room of the Panoptikon in Copenhagen,
where you see yourself reflected, to the right and to the
left, in the ceiling and Lven.on the floor, in a hundred
glasses each of which distorts and perverts your face and
figure in a different way--shoitening, lengthening,
broadening, compressing their shape; and still keeping some
sort of likeness--and thought how much this was like real
life. So your own self, your personality and existence are
reflected within the mind of each of the people whom you meet
and live with, into a likeness, a caricature of yourself,

which still 1ivei on and pretends to be, in some way, the
truth about you. J )

Augustus tries to predict and determine in advance the kinds of
] 1

‘reflections he will see in the mirrors, and in the minds of others. He

fails to see that it 1s from the distorted and perverted image of

himself that an unsuspected truth may be revealed to him.

1

Augustus

remaiq& with symbols and cannot achieve a balance between the symbolic

and experiential’ quest for othermess.,” Although the Count searches for

truth and says "Truth, like time, is an idea arising from, and dependent
¥

upon,

. 2 .
human intercourse,"” he is not open and sensitive to forces

’

1Seven Gothic Tales, p. 166.
2

Ibid., p. 165.

.
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A

outside hinself. This notion of "truthfulness," like the notion that
life is a mosaic, reflects‘a sense of human existence that is
fundamentally social and reciprocal. Although Augustus consciously
seeks validation of his existence by examining his reflections in
mirrors, in the companionship of his wife, and in the eyes of his
friends, he is never ready to expose himself to the hazards of living
through experience.l The Count is a catalyst for action but never |
particip&tes in the action himself. At the end of "The Roads Rour‘ld
Pisa,'" his situation has not changed:“"Augustus took a’small mirror from
his pocket. Holding it in the flat of his hand, he looked thoughtfully
"'into it."2

The new Augustus we meet in "The Poet" is older but still a man
with a melancholic dispesition. As time passed one thing had become as
good\to' him as another; "Now, later in life, he had accepted the
happinesé of life in a different way, not as he really believed it to
be, but, ilS in a reflection within a mirror, such as others saw it;."3
He now acéepts/:he artificialities of life axlxd uses them to suit his
purpose for how ot;lers perceive him becomes an acceptable gubstitute for
the t}iings. of real value to him. Even the jealousy of his wife is

)
useful to him. He depends upon her attitude and "Like to the Emperor in
. N
his new clothes, hg was walking on, dignified, his life a continual

procession, entirely successful in every respect except perhaps to
lJanet Handler Burstein, "Two Locked Caskets: S}lfhood and

'Otherness" in the Work of Isak Dinesen," Texas Studies in Literature
and Language, 20, No. 1 (Spring 1978), p. 618.

2Seven Gothic Tales, p. 216.
1
3

Ibid:, p. 380.
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himself."l Augustus hds long since given up his artistic ambitions, but
“he was still a shrewd critic of all objects of ar't. His attitude toward
art helps to shape his vision and to arrive at ’the otherness in those
around him. He thus achieves a distance from experience that is usually
accorded only the narrators in Dinesen's tales.z_ Ironically, Augustus
can never perceive the other in himself and must remain content to
experience it in his dreams. He takes hashish and looks upon opium as
" "an insinuating oriental servant who throws a veil over the world\for
you, and by experimenting you-can arrive at the power of choosing the
re !
figures within the web of the veil."3 He avoids the risk that his
friend, the councilor, displays as proof of his own exposure to
experience and turns from lifi itself to dwell in the symbolic mirror of
the mind's ey\e.4
Baron von Brackel in "The 0ld Chevali;r" illustrates what happens
when a character who, like Augustus in "The Roads Round Pisa,'-immerses
himself in symbols. The Baron denies individual selfhood to the
prostitute with whom he spends a night. He sees her in symbolic terms
and thus denies her her humanity.. Although each in some way had shared
in the destiny of the other, the Baron sees that "This was the end of

the play."5

He realizes, "It was I who was out of character, as I sat
there in silence, with all the weight of the cold and real world upon

mé kwowing that I should have to answer her or I might, even within

v

lrpid., p. 381

2Burstein , p. 618.

35even Gothic Tales, p. 388. (
lfBurstein, p. 620. 9

5Seven Cothic Tales, p. 102. ‘ ;
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these few seconds pasé twenty francs on to her:."1 The old chevalier
longs nostalgically for th; mysteriously bustled and drape_d figures of
the women of his youth but after an escape from death in the hands of
his mistress,? anci a single night of love with a prostitute, he will be a
stranger to the love of women.2 Fifteen years after the encounter with
the stranger, he visits a friend, a palnter in Paris. The artist shows
him the prettiest thing that he has in his studio. It is a skull from
which he is drawing. The skull appears familiar to the old Baron: "In
those few seconds I was taken back to my room in the Place Frangois,
with the silk fringes and the heevy curtains, on a rainy nigﬂt of
fifteen years before.3 . Because he has valued the symbolic over the
individual woman, his search for love ends in the congemplation of a
skull. He remains ever isolated from the richness of expérience that'

the love for another one may offer to him. T~ .

~

Augustus reveals that symbols help to illuminate meaning in the
world of others, but that self-image must be exposed to experiéntial
risk before he can discover the other \in,.himself. €harlie Despard, a

writer who figures in two of the Winter's Tales, 1liustrates the attempt

to achieve a balance between the symbolic and the experiential quest for
otherness.a In "The Young Man with the Carnation" we see Charlie

»/'/ ‘
becoming aware of and making peace with a self he has ye*; to discover,

and with the truth of both his own autonomous desires and his rBle as

other in the larger world. At first Charlle rejects the symbols of

1b1d., p. 103.

2Bur:st;ein, p. 624. . ‘ }

3Se_ven Gothic Tales, p. 107.

I‘Burstein, p. 620.
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éxperience that constitute his material as'a writer. He reflects on his

r

o‘;rn unhappy state as he beholds the radiant face of the young man with
the carnation:

It was no wonder that God had ceased to love him, for he had,

from his own free will, exchanged the things of the Lord--the

moon, . the sea, friendship, fights——for the words that describe

them. '

Unlike Count Augustus, Charlie wishes to abandon the satisfaction
of~dinterpreting symbols for the more immediate satisfactions} of the
experiential world. Charlie ultimately renews his dedication and
symbolic.truth by turning towards the things of the Lord that speak to
him. Down by the harbour he stands upon the wharf and gazes at the
ships:

The hulls loomed giant~like in the wet night. They

carried things in their bellies, and were pregnant with

possibilities; they were porters of destinies, his superiors

in every way, with the water on all sides of them . . . . As

he looked, it seemed to him that a kind of sympathy was going

forth from the big hulks to him; they had a message for him,

but at first he did not know.,what it was. Then he found the

word; it was superficiality.

The ships in the harbour reveal symbolic meanings to him. They

*

seem to speak to him of the virtues and power of the hollow, superficial

"ward". Charlie discovers the meaning of his loveless marriage in the

waterfront whore who gives him a shilling's worth of love "as he took

-

her\hand, pulled down her old glove and pressed the palm, rough and

'

clammy as fish-skin to his lips and tongue."3 As the voice of God

explains at the end of the tale, Charlie's writ:‘:l:r‘igisevr.:veé the purpose of

the Lord, and in exchange for that rBle Charlie will have to be content

lWinter's Tales, p. 11.

21pid. , p. 13. :

’ " \
3bid., p. 23. o ¢
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‘with a shilling's worth of love and no more. According to Janet

Burstein: /
,/

In the eyee{;ﬁ/cod, and eventually in his owm eye§' as
well, Charlie accegpts the restrictions which his role in the
mosaic imposes; Anstead of the pleasure sought eternally by
the unenlightened "self", he will be given the reward of
understanding his identity as both self and "other": a half-
successful seeker after love, and a reluciant but effective
-wielder of symbols in the service of God.

In "A Consolatory Tale" Dinesen shows us the poet's necessary
acceptance of his identity as both subject and object in Charlie's
&
description of the writer's dependence upon his audience. Charlie at

- first laments his rGle to his friend Aeneas Snell:

!

) A1l human relationships have in them sggething monstrous and
/ cruel. But the relation of the artist to the public is gmong
the most monstrous. Yes, it is as terrible as marriage.

Charlie continues that much against the artist's will; the artis

and the public are dependent upord one another for their existence. /In

anguish he cries, '"We are, each oizas, awaiting the consent, or e co-

operation of the other to be brought into existence at all."3

reading the works of art the public gives them being. Eve work of
. rart, then, is both ag idealization and a perversion, a
itself. When the public acclaims a work of art to be a masterpiece, it
/ becomes a masterpie;e, and when it denounces it %7 worthless, it becomes
/ worthless. The relationship between artist an /;ublic is analogous to
the relationship between the Lgrd and Job.d 6€ir11e feels that perhaps

- the Lord is more dependent upon Job than/Job upon the Lord but still,

lBurstein, P 621.‘
. o ' ’
2w1nter'a Tales, p. 289

3
, Ibid., p. 290.

L SNURR
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relationship, as Charlie learms, lies in the ability of each to serve as

/
{1’
{
"In the end the two are reconciled."l The symbolic import of this //

reflector of the other. Job validates the subjective self of the Lord 7
. )
by bowing in acknowledgment of the Lord's creative power. In similar ,/
e A /!
manner, an audience authenticates the self of the artist. Convers'ely/,
/ |

in his resistance to the Lord's will, as in an audience's rejection of

t& artist's work, Job reveals to the Lord his otherness. Charlie

’

learns to understand the mutual reflectiveness of both partiej/ to the

’ {

re.lationship. In the words of the beggar in the interpolated tale, of
Sultan and slave, life and death, man and”“Woman, you and IZCharl:Ee

- accepté that each of these "locked caskets'" reveals and discovers its ‘
own identity partly by way of symbolic reflection.2 |

For Dinesen the fruitful tension between identity and r8le cannot

exist unless one‘ recognizes the limits of one's own power. ) Augustus is
denied even a shilling's worth of ha;;piness because he will not risk

. &
uncontrollable reflections which might distort the preconceived ides of

. i

the image he has of himself. Charlje Despard, on the other he/md, takes
the risk and yields himself to unflattering yet truthful self-
reflections. Adam in "Sorrow-acre" accepts the tragic implications of
gymbolic power in t}.le world, and thus can undverstand his predestined
place in it. \

The price of failure in the quest for otherness 1is a high as the
price of success. The De Coninck éisters in “The Supper at Elsinore"

never break free of the cold, sterile lives that reflect only those '

fragments of themselves that they willingly display to the world. They

libid., p. 292.

zl}ufsteicn, p. 621.

oo - - o rweets et
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ldive out their lives in the cage of a partial selfhood. Miss Maﬁ.n,'

however, in "The Deluge at Norderney'" manages to achieve both dignity

and self—satisfagtiqn through a self-image rooted in fantasy rather than

fact as the fanatical virgin Yof her youth becomes in old age the

lascivious temptress. I ’ ‘ !
Calypso in "The Deluge at Norderney" does succeed in escaping her

cage-like existence. Calypso is ‘first introduced as a small oriental

. l

doll and 1listens so intently to Miss Malin's tales about her as though
she were hearing it for the first time. As long as Calypso was a_c,ild, !
her uncle, the Count Seraphina, took pleasure in her company but as she

grew older and began to blessom inte womanhood, the Count realized that

she would never hecome a boy, "Her girl's beauty was ?ﬁr sentence of Lo

death."l Although she believes that she is not worth looking at, she

still feels in her heart that she does exist. She passes the days, in

loneliness but with an inner fierce passion and at certain times she.

could "have put fire to the castle." Miss Malin explains that Calypso's ’
task was a difficut one, "She had to creaté herself."2 She had for so i

long been exposed to‘falsifiers of truth that s'he began to see herself

through the eyes of her perceivers. She decides to cut her hair and |

chop off her breasts. With hatchet in hand, she walks through the house

to a room in which she knéw there was a looking-glass on the wall.  She \
strips down to her waist and fixes her eyes on the glass. She sees-a
big figure behind her own. She turns and sees an enormous old painting
on the wall. It represents a scene out of the life of nymplhs,;auns,

.satyrs and centaurs. To her it "was a true representation of beings

lSeven“Gct:.hic: Tales, p. 44, .

21bid., p: 46.

P
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actually existing."]-' The Count had never permitted animals on the

87

estate, thus Calypso had developed a passionate tenderness for animals”

and to her these animals were sweeter than human beings and possessed

most of their characteristics. She returns to her mirror '"and stood

there contemplating herself within it. She had the sense of art of her

uncle himself, and knew by instinct what things harmonized together.

Now a hitherto unexperienced feeling of a great harmony came upon her:"zl

She spends the night in the room and dons one after another the clothes

and accessories that had once belonged to her great grandmother.

‘Calypso discovers her sexuality and in her determination to perceive her

~ “

. /
womanhood, she escapes from the castle into Miss Malin's care.

If Calypso can no longer tolerate nonexistence, Jonathan Maersk can

no longer stand his existence. He had noble blood for he has learned
»
that he is the illegitimate son of a great nobleman. As much as he
. .
tries to escape his nobility, and his image as a man of fashion, the

4

more he demonstrates it. He becomes Timon of Athens later known as

_Assens after the seaport town on the island of Funen where he was born.

He is noted for his melancholy yet it is this very melancholy that

seen only in his worldly or external aspect and not in himself.
Calypso's problen is that no one could see her in her external aspect

and therefore ncbody could see her in herself.3 One complements the
/

" becomes the 'fashion. Miss Malin sees him as the man for Calypso. He is

kY

other and their' symbolic union in marriage signifies the reciprocity of

human intercourse.
-1
Ibido, P 47,

ZIbida, p- 1‘80 > ¢

¢

3Langbaun, The Gayety of Vision, p. 61.
< 4
{ N p ia .
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"A Sailor Boy's Tale" emphasizes the interdependence of man and

" woman in its simplest:form. In this tale two women enable a boy to

become a man, first by inspiring him to automomous activity, then by
awakening his latent l.ove of woman. As he rescues a female falcon‘
entangled in the rigging of his ship, Simon discovers both the sweetness
of Independent action and the joy of harmonipus integration with the

natural world.

He was scared as he loocked down, but at the same time he felt
that he had been ordered up by nobody, but that this was his
own venture, and this gave him a proud, steadying sensation,

as if the sea and the sky, the ship, the bird and himself were
all one.”™ ™ ' :

~

The young SimoE’ discovers that his desire for Nora, a girl whom he

has met, makes the embrace of other men repulsive to A Russian
A

sailor detains Simon and the odious sensation of male bodily warmth and

the bulk of the Russian lead him to madness. After he murders the

sailor, an old Lapp woman by the name of Sunniva saves his life. She

’

/
reveals to him/that she is also the falcon whom the boy rescued in the
FAR

rigging. Sh/e"' returns his kindness:

/

So you are a boy, . . . who will kill a man rather than be T

late to meet your sweetheart? We hold together, the females
of the earth. I shall mark your forehead now, so that the

girls will know gf that, when they look at you, and they will
like you for it. ‘

I .
Simon has gained the wisdom of experience and, Sunniva, in the
Q
transformation of the mark of Cain, illuminates him to the‘possibilities

I
“

of risk and satisfaction life o'ffers.3

o

In "Peter and Rosa the: male/female relationship serves as a

lWinter's Tales, p. 91

2 ,
Ibid., p. 103.

Jpurstein, p. 624. ~
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m’etaphér for the tension between the self ar;d oghgr. Peter's existence ‘
,lis vwhole only in its relatioﬁship to that of Rosa. P\eter has always

longed for adventuge, for his imaginative rs}ii;it’has been bound to the

sea. His uncle, the parson, holds him to his books., Within the housg

at Sgllergd "death was zealously képt in view-and léctured, upon, ana

Peter, in his survey of the future, alsoc took the sailor's end into

1

.consideration.'™ 1In Rosa he entertains the prospect "of opening his

mind to a friend, who would not interrupt him or laugh at him, rendered

him as pensive and grateful as when he had listened to the trekking

zbird."z He climbs through Rosa's window and lies down beslide her on the

bed. Peter confides to Rosa that he has annihilated God, for he says:

"But I have crossed his plans instead. . . I have worked against him. ">

-

He rejects the r8le that the parson has designed for him and decides to
run avay. He enlists Rosa's help. The "Esperance" is docked at

Elsinore. He knows that the pa@s\on would never let him go so Rosa will

say that she wishes to visit her Godmother ther;a and wants Peter to
accompany her. Peter is unafraid of death and s::ates that death at fea -
would be grand. There is no physical union between Peter and.Rosa b§

the mystery of human intercourse is revealed to him.  Peter leaves }
Rosa's room "in such a state of rapture and bliss «that he might as well .
have gone the other way, heavenwards, ‘to those WQ\J.I—known gtars which v :

were not hidden behind the mist:."4 His flight and future, on the one “x

hanﬁ, and Rosa, on the other, seemed incompatible, "But tonight all

Yiater's Tales, p. 250, : ¢

2Ibid., p. 259. . >

Obid., p. 261 ~

“Ibid., 'p. 265. . . N a
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elements and forces// of /hi/s being were swept together Into/an unsurpassed

/ . .
harmony."l Rosa /ymb lizes a'female deity of the sea, powerful, foamy,
A ,

and universal.

life's limitations and prepared to meet death with

. ) \ ~ .
eter experiences a onenesf with Rdsa and the wo;ld and it is

this totality of existence that has been revealed to him. Dinesen

herself /experienced ‘the oneness with the eople on her farm for they

a single purpose:

It was during those long days that we were all of us merged
into a unity, so thdat on another planet we shall recognize one
another, and the things ¢ry to each other, the cuckoo clock
and my books to the lean-fleshed cows on the lawn and the
sorrowful old kikuyus: /)You also were there. You.also were a
part of the Ngong farm.'

In similar manner, that singlenes

-

enables Peter to give of himself/and through the generosity of his

being, he feels one with eternity: " "It was samething more absolute

which he meant to yield up to'her; it was himself, the essence of his

~

L]

Lrbid. ‘ :

21p1d., p. 266. . \

Jout of Africa, p. 236. _ ‘

41bid., p. 266. - '

o . i
\

of purpose which'Peter and Rosa share

nature, and at the same time it was etemity."4 This offering to her of

“

/

4
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"‘his b,eing would be the utmost triumph and sa,c‘rifice'on hié part, "he "
could not go away until it had been consummat:eq."1 nRosa:' remﬁembefs when o -
she \had distrusted Peter and had ;rieant to rgfusé him access to her own '

secret world. Towards morning Rosa has had a terrible dream, "She' tried

s
to chase off the dre
daily life,"?
the sea. Rosa has been content to live 1in her own world but this is 'no

longer possible since she has allowed Peter to enter into it.

(

El

an by tuming to the world, of realities, and.to her

She grows very pale at the thought of Peter's escape to

L]

In her

close association with Peter, Rosa learms that she is capable afo

compassion but also through him, ghe discovers another part of flerself

L 4

that 1is capable of treachefy. She has betrayed Peter's trust and has

informed the parson of his im?ent:;ons: ®

v

The name of Judas stuck in her ear, and kept on ?fnging there,
with terrible force. Yes, Judas was her' @qual, the only human
being to whom she could.really turn for sympathy or advice; he

would show her her way.

-~

At this moment of betrayal she binds herself with her "room, with the .

prison, with the grave,.and’ had closed the doors of then ox;\~hef."4

Péter and Rosa arrive at Elsinore and spot the "Esperance" which is "a

large floe of ice, fi

they stood by a loné crevice."5 Peter cries: "Are you coming aboard

with 7&

N

?\|6

I

-

3

S
llbid. - ;

ZWi'nter's Tale/s , p. 268,

Ibid., p. 275.

“Ibid., p. 276.

(-
S1bid., p. 281.

6 Ibid.

[
P
S

fty feet long, and separated from the ice on*which

‘She agrees and within the next momént'a great calmh came upon :

/
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“her *'That iate, which all her life she had dreaded, and from which /
- <.
- today there was no escape—-—that:, she saw now, was dea;h. - It was nothing

/o but death."l“She acquiesces to \destiny "She did not think much; she .

stood up straigl'\xt\and grave, accepting her dest:iﬁy."2 In death, dream

1‘ and reality, P&ter and Rosa-become one & d are consu::i,e‘g byﬁ the sea, "’I'he

R current was strong; they were swept "down, 1h edch other's arms, in a few -

N -

—

'sezc:onds."3 The resolution of the g\aie alléwé_ both Peter and Rosa to’
$ L - R . )
‘satisfy their desire for adventure at sea and to, discm}er/unexpected
N
courage and tenderness and dari'ng in themselves that lend dignity to

~ .

" their deaths and enable them to become eloquent symbols of the mutually

11luminating power of’ love.? "

~

LI R -
Beyond the metaphor of young love Dinesen explores the characters'

AN -
~ 4

sexuality to suggest the moré mature awareness that individuals belong
not only to tt‘\émselv‘es and tt;\each other, but also to ;a vast desig,n~ that
embraces God andr the whole humgn cornmunity.5 Lise's vulnerability -to-
sexual violation in "The ’Ri'ng" shatters the illusion of self-sufficiency

that Dinesen appears to associg—je with sexual innocence.

It had not been a.lorig time ago that Lise had played with dolls and - -

now she M'again lived through an enchanting and cherished experience:

- . ] . ?

one was doing everything gravely and éolicitously, ‘and all the time one
.b . ’ -
k)

knew one was playing."6 Lise is innocence itself in her white muslin

. ' o
-

Lipid., p. 282.

B YT - \\ : *

\ 3 . -

\ . Ibid., p. 285. . o , )

4Burstein, p. 627.

. . “Ibid.

6Anecdotes of Destiny, p, 236.,\
- . ) ) . 1

2 . ~
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frock as she accompanieg her Ihusband of one week across the meadows to

n d - ~oa

the sheep field. He must tend to a'problﬁn éafhe tells Lise to go home
ahead of him and he will catch up-with her. Distressed by this B

separation, she, like a young-innocent lamb herself, gambols through the

grove a;'xd through the sh'rubbery to rediscover a'glade she had- explored

. earlier,’ "If today she rould-find tha/t spot again she would stand

perfectly still there, hidden from all the world. nl In her adventure, ‘

she confronts a str_anger in the woods, a fugitive whose "face was

‘ . ) I .
bruised -and scratched, 4his hands and wrists stained with dark filth."2

N A 7
She has never before been exposed to danger. Not a word passed between

N 4 -

" them for the man raises the point of the knife until at her throat'. The

ﬁ A )
only object of value is her wedding ring which she offers him: '"He
X T,
slowly reached out: his hand to hers, his. finger touched hers, and her T

-

hand was steady at the touch. But he‘did not take the ring." w3 It falls

r

to the.ground. It rolls toward him and he kicks it away. He bends and

- *

picks up her handkerchief and "wrapped the tiny/b/i/t/of cambric round the
blade"4 and thrusts the knife into its sheath. He looks into her face:
"They remained like that, she knew not how long, but she felt that

-

during that: time something happened, things were changed "> He vanishes

and is gone, }he is free. The fugitive and the girl fully articulate

Dinesen s.philosophy that otherness is an essential. part of one's
Y . ’

identity, that it does not negate the seiffbut makes it aware’ of the

Y B ]
lrpia., p. 239,

®Ihid., p. 240. ( | N

*bid,, p. 242. R | T .
brp1q® . L
: 5Itgid. SN Y
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meaning of existence. . The experiénce with the fugiti\re'ch.a,nges~‘_1_,ise's

<. . -

vis‘io:ri of the world: ' YShe behf_lﬁ the man hefore hetﬁaé she would “have

L RN
°

* N 8

. 1 n -
&c@\ges the on._,gl to the human who faces it: 3

T {

| She méets the alien eyes of the fugitive but it is in his eyes @at

B

encaﬁntgr' with the stranger suggesis a defilement of the splrit anci‘ is

’ D

she perceives a different 1mag'e of herself. The symbznlic sexyal

&=

, Juxtaposed against the -gsical consummas§on of the marriagg 'with  her )

.husband. As she .utt':er's, "My wedding ring," she-conceives tie true

* ’

meaning of the words, "With this lost ring she had wedded herself to.
. ¥ -

r .
something. To what? To poverty, to pexsecution, to?;al lonelinessq. To

th& dorrows and the sinfulness of this eart;.h'."2

She has been exposed to
# the world and no longer can 'she play at existence for true existence had
been revealed to her. Her husband kisses her’ hand but, "It was cold,

s L3

not quite the same hand as he had last kivssed}'."3 Wl}ereas bef’o’re’ she

- "%‘rpathed' in perfect freedom because she could never have any secret

¥
< -

) /?rom her husband"l"she claims now that she has no idea at all where ghe.
. o . -

may have lost the ring. She must iiv_e withih the confines of the tring,
: . _ . .

"and what therefore God has joined together let man no put asunder."5
Lise's percepfion of self and world has changed. She is illuminated ;to
“the symbolic enclosure of hér married state.nand to the bond of e.jelity

-

and her husband.

lbid., p. 241. ¢

2 T -
Tbid., p. 244. . S ,
3Ibid.

- y

A1bgal, p. 235

Ibid., p. 244, -

bekeld a forest ghost: the.ﬂapga‘ri‘g:i-on itself, not the sequels of it, o .
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’ "The Pearlé"" is anbther tale nhicix furthexr elec'ic_lates the

© ‘ L] ¥ )

.

reciprocitf of love vithin marriage. For Alexander and Jensine marr.iage :

., H

is "a. 1ove affan:, and the h neymoon, technicaliy, an 1dyl].."'l The

cbuple begin their honeymoon in Norway where Jensine is quite content to

. . . v y . - ,
begin married 1ife in the wilderness alone with her husband. Alfhough

Jensine, has believed hérsel,f a daring si)irit in the wildly romanti‘c
L L

landscape, ovetwheluxed by the unknown and formidable f&rcﬂ within her

7 -

own head, she 1ongs for support. She realizes that her husband,

At ‘e

Alexander, cannot help her, "he was a human being‘entirely devoid, and
incapable, of fear." w2 She must téach her h!ushand to fear. To do this
she must first try to; scare him with the possibilit:y of losing her.
Therefore, she becomes more reckless than he in theipr climbs. She woixld
stand‘on the edge of a precipice and‘ask him its depth. She would’
balance herself across nagrov, brittle bridges and venture out in a

small bop.t: during a-thunderstorm. These darlngs did not: have upon

Alexénder the effect that Bhe had hoped. He 1is enchanted and surprised

LS

- at the change within her. In quiet moments of reflection she had wvowed

never $40 have children: "As long as I must strain myself against him :Ln

this way, we will never have a child."3 She decides that upon her

return to Copenhagen she will take a lover: "Then she was langry with.

herself, and with all women, and she pitied him, and all. men."’ All
. ° \

attempts to conquer him have failed. The only timé she has known

‘Alexander to foresee disaster is in his admonition to stop twisting the
- .

N

3

Ninter's Taleg, p. 107.( .
2 . - ' -

Ibid., p. 109.. o e

*Ibid., p. 112. &

l’Ihid- ’ p» ' lllu
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string of pearls he had given her and which had belonged to his 8 R

grandmother: 'Were the pearls, she wondered, a token of victoty, ot of,
‘ . ) . Y

Submission?"l Jensine does break the string of‘p'earls. The_re\ are-
. , ey - K

k i . LN %
fifty-two pearls on the string and Alex picks up .each one. ° Hi

-

grandfather had given his grandmother fifty pearls toYcelebrate their
golden wedding anniversary and in addition provided o@xe more on -\eaéI}

LES

birthda&. Jensine brings the pearls to the shoemz_aker in the village who -

W
will restring the péa;is for her. He had done this once before for*an
. N [N . P

English 16rd and his lady. . - - '

< On Jensine's way back to the inn ‘she encounters-a man in black.

She discovers from this stranger that the shoemaker had once aspired to
- . . ..t w *
become a poet but he had been hard pressed by destiny and had to take up
o : ) ]
a shoemaker's trade. -The stranger questions Jensine about their wedding
. T

trip and realizes it must have been Jensine who had\desix’qd to visit the

»

mountains ‘that are high and dangerous: '"That he might be the bird, \
» + h <
%

which upwards soars, and you the breeze, which carries him along."2

{
Jensine learns later that the stranger is Herr Ibsen who was once an

apothecary but who has been writing plays for the theatre in Wen,

.

Ibsen's insight into Jensine's nature is one of whiIh she herself is

sti1l]l ignorant. Jensine will achieve some insight into her own nature -

i R
only when ghe dares to risk and to experience the unknown: possibilities
~id life. Like Herr Ibsen and the shoemaker, .she must come to terms with
/her own destiny. The pearls will help her to do this. Aléhéugh her

husband urges her to cbunt them, she at first refuses. - Singe Denmark is

on the brink of war, an article she reads in thg Berlingske Tidinde

[
~

libid., p. 113. .- .
21bid., p. 116. ‘ A\ '

3

@
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provides her with courage: "The moment is grave to the nation. But we

. " . . .
* * ¢ . .
- pes -

“ have trust in our just caduse, and we are without fear."l She counts the

-~

& 7 . ¢ . *
"pearls and to her amazement they number fifty-three. She discovers that

v . ’

one pearl is worth as much "as all the others put together. She must

get, to .th'e’bottfwm‘bf the mystery and writes to the shoemaker. She -

cannot find 'a truthful answer, for her husband, when they speak of war

. N A ) N
\f{gasks if his death in battle might be a consolation to her; "To be a
“ .

2

e P2l ‘
hgro's widow . . . would be just ghe part for you, my dear."2 She finds

Ay O -
LN

she.,c nnot articulaté to h‘im’her .feelings ‘about «the.war. The ’sﬂbe—(
makezs reply to her 1etter is her moment of truth. As she lgoks il.ntb
.'the 1ooking—glass above the man.tlepiece,a she met the gra;re eyes of hgi
own image."3 Her eyes are severe and they echo the thought she had once

. . ]
had of her husband when_he had related a story about one-of his

.

experiences.in life: "You are really a thief, or if not "that, a
i

a thief."4~’The pearl v{ras

g

“'eceiVer“of stolen gigds, and no better than

S
from the English lady's necklace which® the shoemaker had,once restrung.,

' {\ l-i ha\\torgotten to put: one pearl in and when he found it; he decided to

r r

add it to Jensine's necklace. The shoemaker wishes her luck, "And you

. may wear the pearl long, with a humble hea?t\ a firm trust in ,the Lord

Y

Cedj—ancka-ipiendl—y—though:_of—me,_wbo_am_old,_herup atJ)rMn n>

"

E)

~ T
Jensine realizes through the image of herself in the-mirror- that, "It is
. [
T
all over. Now.I know that I shall never conquer these people, who know
1 ‘ . l“
Ibid., p. 119. _ - '
21bid., p. 121. . , S
-3 b LT .
Ibid., p. 122. | ; . '
“Ibid. - S e ™
Ibid. | . N .
-~ - p
W -
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She can cry in ecstasy for in @ hundred year's time. the pear\is wi:l,l‘

character able to burst the confines. of her isolation and realize the °
necessity of communfon with others.

’ with others and r‘ejec,tsi love, but she is given a sign, of” self-di_scovery. . .

.
9
|

. - {
) . ’ . '
.

It is as in the Bible; L shall bruise their

neithér care nor fear.

heel;, but they shill bruise my head.“l .Alexander, ;hé world, the war,

- N N «

and the redlization that she had been made a fool of does not matter. ' d

\

* The pearls remain s‘teadfést, symbolic; of some great importance which had A

. . - L o Y ;
intruded upon her ‘existence within Her miarriage and within the world.l . :
e 4 B .

t

still be there. ‘She can move from

She can now truly climb the' heights.

the mirror now and face life together with Alexander.

[

Through his view o~

of the world, she has perceived hers: '"From their window the hust;and i

and wifé looked down the street."2 , - , - o -

This crucial reciprocity in the relgtionsﬁip between individuals Tk
.

extends to the. interdependente betveen individuals and the community.
. o 3

Lady Flora Gordon in™"'The Cardinalls Third Tale," however, is a

At first she fears any relationship

Her syphilitic condition forces hetr to realize shie is one wii:hin a. o : g

£ellowship of the world and only now can she truly fulfill a role for.

~

which she has been intended: - . - . ; ‘ e

St;r,a_ngg,a_ni_mndgul At is to consider how 'in such community

- we are bound to foreigners whom we have

.  “hear, more closgly even than if we were

0 - . N
Y . . .
- . 4 o - J
. L ., o [ . - .
R . - . s PR e -
. ; .

never seen and to dead ° o
héard and shall neyer - =
all holding hands. . ' \

men and women whose hames we have never

salvation.

This 'relati(mship' to mankind is Lady .Flora's .Through her

fellowship with the\peopie at the bdth of Monte Scalzo she is changed!

-

1bid., pg 123.

ZIbid., po 1241_ : X :

3Lasxt:.«"l‘zales, p- 88. b ' ' \4\
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for understanding the reciprocity of relationships in the world of

K
-
|

d-

v

- / “ . .
. N

r

Joor e

P thé’ré was a new [joviality, a mirthful forebearance' with the,
’ 1
11

.

benevolence toward the frailty of humianity.

4

This concept of interdependence permeates Isak Dinesen's tales. 1t
‘ . . 1

invites its own acceptance as the only real:and genuine principle of . ~ {

. W 9

order in human existence and enables Dinesen's characters to enjoy a °*

more generous world. The imag\e of the locked caskets serves as a motif

.
~

Dinesen's fiction.

, Yes, but haven't you yet perceived that it isn't possible
to live in front of a mirror which not only freezes us with
the image of ourselves, hut throws our likeness back at us .

witha horrible grimace? ,

-— Pirandello: SIx Characters in Search
of an Author. B

,
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! Chapter VI . .
N ‘ , * ‘
- The Law of Divine Preportion "
ey . .
I
L - i 'S

These three tiny toy figures are plac'e‘d to mark three
corners of a rectangle, ,in which the width is to the length as
the length to the sum of the two. 1lrhese, you know, are ‘the
propqrtiqns of the golden section. '

. ~— Dinesen: -"Of Hidden Thoughts and of

Heaven" from Last Tales.

3

.
Yo

Isak Dinesen goes beyond the explanation of reconciling polarities

v

as seen ‘through the image of the locked caskets. She further explicates

the story as a divine art by presenting a third and complicating force,

a

‘\tha\t of the sinner brought face to face with ﬁimself in moments of
despailr. A character's search for self-definition-leads him through the
anguish of guil;:, despair, rétribution, and the joyful realization of

the necessity ofﬁieeping in one's heart the law of Divine Proportion.

In order to realize the Infinite or Absolt-xt:e, he must- first confront the

finite, By renouncing the finite, the character ultimately ghins both

7
-

the finite and the Infinite.

L]

\

Angelo Santasilia in three of the stories of Last Tales learns to

accept in his heart the divine law of proportion. *"The Cloak" begins

y

with the arrest of the great old master sculptor, Leonidas Allori. He

is condemned to death for high treason. dwhi'le most of his students weep

and wish for revenge, one disciple, Angelo Santisilia, whom Leonidas
. . ’

loves, seems neither to have heard nor to have understQod the terrible,

!

/

/ lLasf Tales, fa 62.

o -
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-news. Angelo's schoolfellows take 'his silence to mean the expression of '
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infinite sorrow. -The true reason is tilat'Angelo is pass’ionately in love
with Leonidas‘; wife. It is reasonable to him that his mistress should"
be the wife of his teacher: "He had loved no human being as he had loved
Leonidas Allori; no other human being‘had he at any time whole-heartedly

admired. He felt that he had been created by the hands of his master,

as Adam by the }1ands of the f.ord;_ fi'em these same hands he was to accept .

his mate."l Leoniciés himself ‘brought Angelo and his wife, quezia,

" closer together. While making Lucrezia pose for his itrimortal Psyche

v L}

with the Lamp, Leonidas called ‘on Angelo to try his hand at the same

task and pointed out "the beauties in the living, bredthing and blushing
®

body before t:hem."2 Leonidas is preoccupied with the possibility of his

own death, for k;e realizes he is being watched and followed. Not

-

wishing to alarm Lucrezia he sends her away to the house of a friend on

the pretext that she looks pale and feverish. Lucrezia wends word to',

Angeio and the two discuss plans for a mee'ting at the. farm, "in

Lucrezia's room next to the studio where the master was working, and
vor

-with the door to it open."3 Angelo would approach the house unseen,

4

throw 'a pebble at the (vigdewpané and Lucrezia would ‘open the window to

- -

him. For his noctumal’:’{durney young Aqgelp .had bought for himself a

large fine cloak of violet goat's wooi\ with bron embroidery. The

N
. ) .
government was resolved to condemn such a dangerous man as Leonidas to
death. Orders were given that he be shot within the week.” The o0ld

sculptor asks to be paroled for twelve hours in order to say goodbye to

his wife. His plea is at first denied but later granted. Cond.itigns

libid., p. 2.

21b1d., p. 29.

31bid., p. 31. L

‘ . . -




»tonight——be you also faithful to me.

are set for his parole. ) Angelo, whom Leonidas calls 'son', is to
replace him in prison for the twelve hours. and that "it will be made’
‘clear to both the 0ld and the youhg artist that at the expiration of the

twelve hours, at all events an execution will be.carried out in the

b
prison yard."l The reader 1s not quite certain whether or not Leonldas

¢

has heard the conspiracy of Angelo and Lucrezia. That he has is

suggested In the sermon he gives to Angelo on faithfulness: , L

) )
I cannot explain to you--for the time 1s now but

short--how, or by.what path, I have come to understand in full
God's infinite faithfulness toward me. Or how I have come to
realize the fact that faithfulness is the supreme divine
factor by which the universe is governed. I know that in my
heart I have always been faithful to this earth and to this
life. I have pleaded for liberty toniggt in order to 'let them
know that our parting itself is a pact.

[
+

Leonidas gazes at Anéeio and add‘s,‘ "And you, my son, you, whom I
th'ank for your- faithfulness throughout our iong happy years--and,
n3 Angelo realizes that this is the
night of the pre-arranged rendezvous. Leonidas explains. his plans to
take the mountain road, to approach Lucrezia's window, to throw a pebble
against the windowﬁane. lucrezia has been his -strength. He says that’
after this last meetfng with her his eyes wili be closed. "I shall have
no need of these eyes of mine. And It shall not be the black stone, ;tér
the gun barrels, that I shall leave behir{d in, these my dear, clear eyes

wheﬁ I quit them."l‘ He asks Angelo for his cloak.  He reminds him of

the time when they had lost their way in the mountains and how Leonidas

1rbid., p. 32.

S 21pid., p. 35, ¢ ¢

3Ibid.'

“tb1d., p. 37. . o
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/ morning to cry out, "Father, this night you have saved my life

_had remove his cloak to keep Angelo warm. Angelo had awakened in the

nl The

-

cloak which saves Angelo's 1life now becomes a symbél of his treachery.

- -

_Leonidas' cloak saved Angelo's /life and now the cloak will save Angelo's”

+1life again in a spiritual sense, because he will be unable, to commit his
sin of passion with Lucrezia. Angelo 1s left alone with ‘his thoughts;
"From this world of light, which his fa‘ther had once opened to him, he

was now cast dowh into darlcr;e_'é,s."2 He is completely alone, for to him
AN .
unfaithfulness is equated with annihilation. For Angelo:

The word "unfaithful' was now flung on him from all
angles, like a shower of flints on the man who is being
stoned, and he met it on his knees, with hanging arms, like a
man stoned. But when at last the shower slackened, and after
a silence the words "the golden section' rose and echoed,
subdued and significant, he raised his hands and pressed thenm .
against his ears.

3

Angelo's anguish is heightened further by three dreams. In the

first two he can see the big figure in the cloak walking up the path,

-~

stopping and bending down for a pebble and throwing it against the pane.
He sees Lucrezia in the man's arms and 1.1e awakes with a deadly pai'n of
physic.a]; jealousy, with all the reverence for his master gone. In his
third dream, he follows the wanderer with a knife. He plunges the knife
. first into his maste.r's Eleart, then into Lucrezia's. Thus {1e passes the
' night. The master returns. Angelo hopes that Leonidas wili approach
him with closed‘eyes, "The hand which--as it put the cloak‘round him--—
rested against Angelo's neck forced his head a 1little forward, the large

eyelids trembled and lifted, and the master looked into the eyes of the

° -

1ibid., p. 38.

“21hid., p. 39. .

3

Ibid. ' B I
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éisc.iple. But the disciple could never afterward remember or recall the

’ .

~~look. A moment later ;he felt Allori's lips on his cheek."l. The cloak

#

~om;g .again binds the ‘twa as ‘bnel The pg‘ssing on of the cloak synbolizes
the passing on of the legacy from father to son. Leonidas béqueaths
Angelo his craft and his wife. As God's agent of-destiny he blesses
Angel‘o with‘a kiss. The irony of understat:ément:_ is found in the
tuﬁkey's final words, "The priest is ‘coming later. Things are done .

with precision here. And fair--as yov know--is fair,"? '

4
This tale presents a paradox of the moral 1ife. ' Angelo lives
without certain kn’gwledge of lLeonidas' intentions and judgement. Angelo
/s caught between faithfulness to his master and faithfulness to himself

and to.his destiny as an artist. He 1s yet to experience the depths of

despair. He must continue to rid himself gf spiritual blindness before

o @ .
he can discover who Angelo is.

/

"Night Walk" leads Angelo into thé bowels of hell where he must
'confront his: act of treachef};. "He was totally isolateq, an absolutely
lonely figure in this world, and he felt that the man whose grief and
ghame—31ike his own—-exceeded that of :;ll others must; at the same time
be exempt fromxéh;:aws which governed thosge otheﬁ."3 He meets
Giuseppino (P_ino) Pizzuti, the philosopher, who had once owned the
noblest marionette theater in Naples. Three fingers of his right hand
had withered so that he could no longer manoeuver his puppets.

He ?ow wandered from place to place, the poorest ‘of the poor,
[

but! luminous, as 1if phosphorescent, with a love @f. humanity in
general and with a knowing and mellifluous compassion for one

libid., p. 42.

‘2Ibido s P 43.

3Ibidl ') p: . 46' -

— ’ PN D e

b ¥ R A S s e e e o et e i =

‘




X e
- - mm h e it e S ——————— . dgpmt i 4 b . X

PR TIRS ! — o » " ) ) .

human being.with whom he just happened to be talking.>

N - Angelo- relates events that have happened to him. The old man's

k) . -
: face lights up as he replies: .

o £

e That,is hot a matter for grief. It is a good thing to be
a great sinner. Or should human beings allow Christ to have
. " -died on the Cross for the sake of our petty lies and our
7 paltry whorings? We would have to fear that the Saviour might
even come to think with disgust of His heroic achievement!
For exactly this reason, as you will know, in the very hour of
the Cross, care was taken that He had thileves by Him, one to *

et each side, and could turfi His eyes from the onme to the other.
A At this moment He.pay look from you to me, and mightily 9.
: recognize and repeat to Himself, 'Aye, verily it?was needed!’
Pino adds, "And I myself am the crucified thief Demqs; to whom
Paradise was promised."3 Pineqvanishes like a rat into a gutteg hole
and Angelé is left with his despair, Like Christ in the Garden of
. Gethsemane, he cries out, "Despiseﬂﬁe, cast me away, gut allow one to be
. ». likg.others; allow me to sleep."4 He tries opium; he seeks the advice
. ”of others; but to no. avail. He retutns to the tavern wgere he had met

Pino and speaks to the owner, Mariana. She gives him advice:
Walk from the broadest street of the town into a narrower one,
- and from this narroy street into one still narrower, atid go on
' like that. If from your narrowest alley you can find your way
into a tighter passage, enter it, and follow it, and draw your
breath lightlysoncp or twice. And at that you will have
(o ‘fallen asleep.” .. .

Angelo follows Mariana's advice finding himself in an exceedingly

e nparrow passage; "He stretched out his hahd, took care to draw his breath

N
*
E "
-

llpid., p+ 46. “ _ .y

Ibid., p. 47. - )
. ) . :
~ 31bid.

1bid., p. 48,

5

A

Ibid., p. 49. - : SR A
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‘~, Those living dead will never know what happened, or what was

.Angelo to be ;he\bwner of a large villa and married to Lucrezia with

—— RS S VOSSP AU g
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. lightly twice, and opened the dOOTu"l By a table in a little, faintly

1it room a red-haired man was counting his money. He tells the man that

he cannot sleep.. The red-haired man replies: .

a

' Onlys dolts and drudgés sleep. Fishermen, ﬁeasants and -,

artisans must have their hours of snoring at any cost. Their
heavy natures cry -out fof Sleep even in the greatest hour of
life. Drowsiness settles on their eyelids. Divine agony
sweats blood at a stone's throw, but they cannot keep awake,

; and the whizzlng of an angel's wings will not wake them up.

said, while they themselv&s lay huddled and gaping. I alone
know. For I never sleep
ﬁ' N

The man, suddenly turns toward his guest and continues:

He said so Himself and had He not been so hard driven,
with-what high disdain would He not have s ‘?oken. Now 1t was a
moan, like the sea breaking against ghe shore for the very
last time before doomsday. He Himself told them so, the
fools: 'What, no one, no one in the world could eVer
seriously believe thaB I myself did sleep--~on that Thursday
night in the garden.' .

In this surreadstic nightmare Angelo meets his other self in the
form of Judas. Angelo learns that the key to his salvation lies in his
capacity (gr spiritual intensity, for such is the lot,and destiny pf
St o 4

great sinners. It is a good thing to be a great sinner.” In Angelo'g

.

‘capacity for suffering, remorse, and grief lies the potential for love,

compassion and resignation to God's will. It is through the gw

confrontation With his 'other' or shadow that acceptance will be made_

-

possible. - . -
’

Seven years later in "Of Hidden Thoughts and Of Heaven" we find

whom he has had three children and with a fourth on the way. He ’

- < £

libid., p. 50. ’ ‘
Ibid., p. 51. ! *

3Ibid.
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encounters Pino Pizzutl and tells him that his happiness iﬁ‘marred by
the secret that Lucrezia has kept from him all these years. '"She has
never spoken of it. Many times I have waited for a word from her 1lips

which weould solve the riddle."l. Pino says that one might on Angelo's
. . .

\ .
behalf ask Lucrezia. whether or not LeonidasNRnQQ of the betrayal-but:
Pe She would then look up at the inquirer,\ber eyes so clear that
. he would be ashamed to doubt even for a moment the truth of
her words, and answer him, 'l am verry sorry that I cgnnot
tell you. But I do not remember. I have forgotten.'

Pino and Angelo speak'of other'thidgs but Angelo reminds Pino that

.

he is seven years closer to heaven. Pino asks Angelo if .they shall meet
and talk one day in Paradise. Angelo takes one of his small’ clay
figures and places it on the balustrade. He éayé:

A man is more than one man. And the life of a man is more

than one life. The young man who was Leonidas Allori's chosen !
“ disciple, who felt that at his hand he would become the:

greatest artist of his age, and who loved his master's wife--

he will Bot go to heaven. He was too light of weight to mount
~so highs

< ?

‘He sets anothef figure on the balustrade a little distance from the

first and to the right of it. He continues:

And this“famous sculptof, Angelo Santasilia, whom princes and
cardinals beseech to work for them, this good husband and
father--he will not go to heavén either. Aﬁd do ‘you know why?-
Because he is not at ;all eager to go there.

He places the last figure in between the two others, farther back on the
balustrade, "Do you see, Pino?. These three tiny toy figures are placed

to mark three corners %f a rectangle, in which the width is to the

"y
A )

1;b1d.; p. 57. "

21bid., p. 59.

31bid., p. 62.

] 4 1bid. . ‘ -
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length as the length to the sum of the two. 'These, you know|, are the
> . AN

ptoportions of the golden section."l Angelo lets his skilled hand fall
‘o . . . . , ‘
. to rest in his lap and adds, "But, the young man whom you met at the inn

of Mariana~the-~Rat-~the good home of thieves ‘and smugglers down by the

harbor——the ?oung man with whom you talked- there at night Pino-—he will

-

go to heaven." 2 It was during that nlght walk that Angelo found the key

v

to His existence. In his search for God or the _Infinite he must roam in
4 .

the night, the period of suspeéfision between the finite and the infinite.
- I &

According to Robert Langbaum this closing passage explains:

¢

Leonidas' admonition to 'keep always in your heart the

divine law of proportion, the golden section.' The referenc
“is to De Divine Proportione (3496), the treatise of Leonardoe's
friend, Luca Pacioli, which sets forth, in the proportion of
the segment of a line to the whole line, a relation among
three points that determines the fourth point of a perfect
rectangle. Leonidas' admonition explains the'diagrammatic
structure of these stotiesnéround the number three; for
Leonidas, Pino and Angelo refer “to the divine proportion as. 3
principle of life as well as art. One recalls Jung's theory
that the ideas of threefoldness and fourfoldness are a

'spontaneous product' of the collective unconscious-zthat

L 108

three represents the relative  and four the absolute. ’ R

.
. . °

The doctrine of the Crucifixion and the. Atonement are seen time and -

N N L

time again in Dinésen’s tales. Kasparson in “The Deluge at Norderney"

y : { : ' .
relates the tale of "The Wine of the Tetrarch" to show that there are

sty s e = wrbd 3 rrwrn ¢ .. ¢

wbrse things than perdition. In this tale Siﬁon.Péter is approached by

é strangerrgﬁbrtly after the Crucifixion of Christ. He asks Peter if he

believes that the man whom he serves has risen from the dead. Péter

e -

_assures him that he does. He asks whether every word that the Rabbi?

. { :
spoke 1s certain to come true. Peter replies: "Nothing in the, world.is

Lipid.

2Ibid., p. 63, - ) L

3Langbaum, The Gayety‘of Vision, p. 212, . e

i




.~
' . .
. - - . = o eyt Y ok b 4 $ . - -
\ X
3 -

ce

' 109 T

i

.. ' N -, '
as sure as t:hat:."l The reason for these questions is that this
o {

stranger's friend had died with the Rabbi and he wishes to know if he is

now in Paradise.> Peter is ceréain he is there now. The strangér o //fa\\\\
relates How his friend,‘Pharés, came to:be taken’prisoner and: put to ' /:\fi }\\\v/géj
déaéh.' The stranger and Phares weré»discéveréd while attempting to g } f
. ’ -, ’
escape prison. Pharés could have rum off b7% instead he waited to see //
[ . , .

what would happen to his friend. Peter listens half-heartedly and . "///
/
replies, "All this I hold to be very brave of you, and it was well ‘done

to risk your life for your friend."? Peter tires of the man's ;
Vo *

Questions, but the man.persists and asks Peter i1f he can purchase some . {
"of the wine 9hat the Rabbi had for hié folléwers the ﬁightlbef6£;4he » E
died. The words bring grief to\Petep and in order to strengthen himselé
'ﬂe‘speaks the words of the Lord himself, "My'son, take-up thine cross

. and follow him.."3 The stranger repl}gs, "My cross!. Where is my cpbss?
Who is to take up my cross?"4‘ The stranger tells Peter that he knows

ndthing. He shows Peter his chest and shoulders crossed by many

terrible deep white scars:

My cross! ' The cross of Phares was to the right\ and the
cross of the man Achaz, who was never worth much, to the left.
I should have taken up my cross better than any of them., Do
you not think that I should have lasted more than six hours?
I do not think much of that, I tell you. Wherever I have
been, I have been a leader of men, and they have looked to me. :
Do not believe, because now I do not know what to do, that I
have ngt been used to telling others to come and go as T .
liked. -

] i

1Seven Gothic Tales, p. 63.
L
Ibid., p. 65.

>Ibid., p. 67.

‘ 4Ibid.
. 5 " . L . . ) . \
Ibid., p. 68. : L ,
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N

Peter inquiregfébout the identity of this stranger who answers:,

Did you not know my name? My name was cried all Bvar the
town. There was not one of the tame burghers of Jerusalem who ;
did not shout it with all his might. 'Barabbas', they cried,
'Barabbas! Barabbas! Give us Barabbas.' My name is )
Barabbas. I have been a great chief,-and, as you sajd
yourself, a brave man. My name shall‘be remembered.

Barabbas is deprived of any rdle in life by Christ Himself.
Although Barabbas does not figure in any of Dinesen's other stories, he

stands‘behind‘many tales as the archetype of one who has no cross to

'
N

bear and nothing to live for. For him communion with others is not

possible.

Dinesen's concern wigh atonempnt for sin is also found in one of

¥

her earlier works, 'The deCats Family{" published in 1909. The deCats

family of Amsterdam are a ncble and wealthy family. &hey hold the

'

highest offices in the land, both ecclesiastical ,and secular. The one

misfortune that befalls them is that there is among them one member in
. . 7

each generation who is as disreputable as the rest are respectable.
Jeremias deCats has sought bad company and has created so many scandals
that he must‘leave Amsterdam and the country. At the suggestion of old
Vrouw Emerenze, the family agrees to accept Jeremias back into the bosom

of thg family. Thg'young Petrus deCats feels that the family has made a

AN

mistake for two reasons:

The first 4s that when we speak about justice we should
remember that it is equally wrong to decapitate ‘an innocent
man and to let a guilty man.go free. This is a misstep fate
will bring up against us if we ever complain of 1tg iInjustice.
Now, how can we protest when fate ruins honorable men and lets

) the dishonorable succeed? We should allow justice to bes alls
powerful. We will feel the effect of this for twenty years.

L1pid., p. 69. '
2Isak Dinesen, Carnival: Entertsinments and Posthumous Tales

. (Chicago: The University of Chicago Press, 1977), p. /6.

e T

Cn e e A ks s &
N



111

Uncle Cornelius asks Petrus about mercy:

« + «~=well, Uncle Cornelius, mercy should not set justice
aside--one can serve the world in two ways: one can make
virtue attractive or vice repulsive. The entire world rests
on the principle that virtue is rewarded, but whd‘;j}!’believe
it 1f ghey do not see 1t?' It is for this reason thdt the .
country is indebted to us, for we have demonstrated the
felicity of virtue. The family has two reasons to rejoice
that we have advanced in the world; virtue has made progress
and we also have made progress. But Jeremias—--he has given up
virtue, so should he make vice rgpulsive. If he were breaking
A \égzks on the highway or begging in the streets, not even you,“ »
le Cornelius, or you, Aunt Caroline, would be a better .
A example for the youth. There would be no one among us whose
name would be more frequently menticned in moxal talks to the
children. You are destroying for Jerémi#s, as he is,- his only
hope of serving the world!™ | " .
As soon as Jef}pias 1s received into\the fold of the family, the

L

family members begin to fall from grace. Two of the brothers decide ¢
‘that in order to save the family, Jeremias must reassume H{s rfle as the
black sheep. They hold a family council and one of the deCats, the

+ Bishop of Haarlem, ma#eg a épéech to the assembly during the course of
which the rdle of scapegeoat undergoes a'Eransfiguration into that of a
sublime redeemer.2 The Bishop speaks of fate and destiny:

. V. destiny--life--demands a sacrifice from us today. Yes.
Yes, we should ask what it means to sacrifice and to be
sacrificed. 1Is the law harsh; the laws of the world are ;ﬂis,
‘;hey are not harsh, only weakness calls them that. Let us
ask: What is it that demands our sacrifice? The good,
virtue. Is .that law harsh which demands sacrifices for the
good? On the contrary, the best of us strive to offer up our
lives for virtue. Yes, my friends, when we examine it, it is
a beautiful and exalted lot to be found worthy to save others
through sacrifice. One individual bears the sins of many;
their guilt is collected in him; so that they may live, he is
condemned. From the sacrifice of one man prgceeds the

salvdtion of many, yes, of an entire people. 2
1 ,
-“ibid., p. N _ .
2Hannah, p. 167. : .

3Carnival:" Entertainments and Posthumdus Tales, p. 22.

"
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Jeremias comes to the rescue and orfers to leave ‘the family and his

country.! The family4f§ now secure in that all their sins are being

borne by one‘man, Jeremias.

2

In "The Heroine" Heloise places the responsibility for redemption
9 .
\

accept the' fact that they ate mortal simners or they can refuse to do go
and accept the consequettices and thus share in Heloise's pride and glorxy.

We can see from these tales the implicétion of choice with which Dinesen

believes man is faced. Cﬁoice issues forth from the whole doctrine of

di¥ine redSiption. On thé one hand, Christ expiates the sins of the-
\ !

-

wor}d through the Crucifixion; thus, man becomes the passive onlooﬁer. ‘.

On the other hand, through the Crucifixion, the Lord shows man how to

~ - - : -
. .

,

find and bear his own cross and the ways 1n which man can take a full .

and active rdle in his own redegption by accepting responsibility for

his own fate. J" ‘

< ~

"The Diver" is a tale that employs the art-of flying in ofder to

¢

explain man's attempt to reach a spiritual state or the Absolute. In Q«
Shiraz there lives a young student of theology by the name of Softa o '/

‘Saufe: '"As he read and re-read the Koran he became so absorbed in the

thought of the angels that his soul dwelt with them more than with his

3 T e e—

mother or his brothers, his teachers of fellow students or any ogper -

people of Shiraz."l To Saufe birds must be of all creatures most like . . : /

‘angels. He reflects tﬁat, "The angels ak not elated with pride so as }o ‘

disdain their service, they sing, and pefform that which they are

commanded--and surely the birds do the same. If we endeavor to imitate

1Isak Dinesen, -Anecdotes of Destigy 1958, rpt. Néw York Vintage
Books, 1974), p. 3. . .
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the bixds ih all this, we shall becomé more fike
s o ot |

creatures. When he finishes his first paif of wings he cannot keep tﬁe
.= Tews to himself and speéks'of his cr%umph to his friends. Mirzah Aghai,

a minister of tge King, finds Saufe a dangerous man inasmuch as he has

great dreams.

e

He decides to prove or to disprove Saufe's belief in the
existence of angels by sending Thusmu, as an assumed aﬁgei to him one

evening. Thusmu says, "I am going to teach you how angels_and nen

-

arrive at perfecét understanding without argument, -in the heavenly

2
manner. "
[+

p and surrenders himself to this celestial understanding of which Thusmu

Saufe's happiness 1s so great that he forgets about his work

spéaks; In the course of their relationship.Thusmu begins to lose her
=  sense of purpgse and believes that Saufe is capahle of anything. She
asks ﬁim to show her his workshop. Here Saufe sees '"that trats had eaten
hisréagles' flight-feathers and that the frame of his wings was broken
and-scattered about."3
Mirzah's plan to Saufe. Shé-confesses, "I canhot fly, although they
tell me that when I dance I am of an extra- ?rdinary 1ightness."4 Saufe
replies, "God has appointed none but angels to preside over hellfire."5
. hSaufe can love Thusmu oély as long as he thigks of herkés an angel.
Hers 1is a human love with an admixture of guilt. Saufe cannot absorb

. . >

guilt. Saufe cannot absorb‘guilt into his love so he gives up all hope

3
* y

I“'lIbidu, pl 4' '
21bid., p. 8. -

. 3Ibid.,.p. 9.
e ° ‘\44
Ibid., p. 10.

o : SIbid. i L
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é angel’s than we are .

Saufe decides to leave Shiraz and to study the ways of ﬁinged e,

In Thusmu's sorrow and indignation, she reveals -
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of flying. His is a world where aspiration has exceeded realizatiom.
. ? -
He has lost his faith in the angels and without hgpe one cannot fly.

The unfortunate Saufe roams about in loneliness ané according to Mira

Jama, the narrator of the tale, he is never seen in‘éhiraz again.

Mira Jama in the second half of his story-telling relates his
‘experience with a man by the name of Elnazred who can dive down into
greater depths and stay dan longér than anxpother fisherman and who
never fails to find a pearlz' Mira Jama seeks out this man and finds him
sitting on the sand n;EF\his hut, gaziné at tﬁe sea., Mira Jama, eager
to prove his skill as a storyteller, bégins to relate to him the tale of

Softa Saufe. When he comes to the passage of the lovers on the
£
roof-top, Elnazred raises. his hand in such a manner that Mira Jama cries

out, "You are the Softa of Shiraz."l At Mira Jama's insistence the
- /

‘diver tells whaé had happéned to him once he had left Shiraz. In
® E R
Elnazred's search for pearls an old cowfish took him in hand and taught

LY

him the ways of the sea. She enlightigens him: '

. We run no risks. For our changing of place in existence ' v
never creates, or leaves after it, what man calls a way, upon
which phonomenon--in reality no phonomenon but an illusion--he - °
will waste inexplicable passionate deliberatian. ’

. - Man, in the end, is alarmed by the idea of time, and
unbalanced by incessant wandergnéé between past and future.
The inhabitants of a liquid world have broughE past and future
together in the maxim: Aprés nous le déluge. -

Y

The Saufe content and happy as a diver is quite different from the

. *Saufe who wishes to fly. Saufe, as diver, has made what Kierkegaard in

Fear and Trembling calls the first movement of faith:

lIbid., p. 14, o

.

21b1d., p. 20.

\
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j! Abraham I cannot understand, in a_certain sepse there is
nothing I can learn from him but astonishment. If people
fancy that by considering. the outcome of this story Abraham
and Isaac they might be moved to believe, they deceive
themselves and want to swindle God out. of the first movement
of fgith, the infinite resjgnation. They would suck worldly
wisdom out of the paradox. ;

/

The narrator, Johannes de Silentio, in Fear and Trembling can well

1
describe the movements of faith but he has not yet reached the point

that he cal make them:
"

When oneﬁwould learn to make ﬁhe m&tions of swimming one

can let oneself be hung by a swimming-belt from the ceiling

and go through the motions . . . but one is not swimming. In

that way 1 can describe the movements of faith, but when I am

thrown into the water, I swim, it is true . . . but I make

other movements, I make the movements of infinity, whereas

faith does the opposite: after having mggg the movements of

‘infinity, it makes those of infiniteness.

Saufe mﬁst give up all his dreams, his love, all earthly hope in
order to lessen the chasm which separates faith and doubt. In s%eking
the Infinite or Absolute he must first confront the finite and gy
ultimatdly renouncing the finite he will gain both’ the finite and the
Infinite. This theme is the thrust of Dinesen's tale, "The Diver", and

it reflects a different perspective toward a similar theme in .

Kierkegaard's Fear and Trembling. Saufe's resignation is-the movement

that stands as the last stage prior to faith. He must reconcile himself

with existence and this decision affects the nature of hiQ
: t 4

reconciliation with the/ finité or the temporal. Abraham 1in making the

double movement from resignation to faith, regains his son, Isaac, and

accepts the Will of God. The narrator in Fear and Trembling realizes:

°

‘The infinite resignation is the last stage prior to

lA Kierkegaard Antholopgy, ed. Robert Bretall (New York: Random
House, 1946), p. 118.

b ?
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faith, so that one who has not made this movement had not
faith; for only in the infinite resignation do I become clear
to myself with respect to my eternal validity, and only then
can thire be -any question of grasping existence by virtue of
faith.

For Dinésen those whd have no idea of God in the making of them
tremble, with reason, before their fate. The other stories in Anec&otes
of Déstinz, like the tale of "The 6iver“, explain the.ways in which the
mystical soaring is achieved through an upwards and downwards movement
to the finite in its link with the Infinite. These stories~serve to

explicate further Dinesen's theory of man's search for the Absolute.

MBabette's Feast", the second story in Anecdotes of Destiny,

)

3

surrq%é%é’the element of choiée and contrasts the.gfhical and ag;thetic
ways of life; The Dean's daughters, Martine and Philippa, now elderly
ladies:

s « . spend their time ;nd their income on works of charity;

no sorrowful or distressed creature knocked on their door in

vain. And Babette had come to that door twelve years ago as a

friendless fggitiVe, almgst mad with grief'anq fear.

The 1adies'h§ve nét been .without love. A yoﬁng officer named
Lorens:Loewenhielm falls in }ove with Martine, but the more he follows
her slim figure "he loathed and despised th; figure which he hiﬁself cut
in her nearness."? He cannot express his love to her and leaves her to
coéhentrate on lifé's ;leasures and a career. Philippa's lover is the
great singer,.- Achille Papin of Paris. He offers the Dean to take

Philippa on as a pupil. The two perform Mozart's. opera, Don Giovanni,

and when they kiss the momént becomes too sﬁblime for further word or

é‘ .

lrbid., p. 125.

2Anecdotes of Destiﬁy, p. 24.

31bid., p. 26. : | .

*
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movement. After this pgrformapce Philipp>, surpr{sed and frighténed by
something in her own nature, ;efuses further singing lessons. Upoq
receiving the Dean's letter Achille reflects, "I have lost my life for a
kissg and I have no remembrance at all of the kiss! Doé Giovanni kissed

o
Zerlina, and Achille Papin pays for it. Such is the fate of the

a;Qist."l ’

It is through” Achille Papin that fifteen'years later Madame Babette
Hersant enters the lives of the elderly spinsters. The sisters'&bubt
Monsieur Papin's assertion that ngette can cook and they show her how
to prepare a sp}it cod and an ale-and-bread socup. They explgin to
Babetye‘that they are poor and to them all luxurious faré is sinful.
Babette unéerstand;.for she had once cooked.for an old priest who was a
s;Ent, and "Upon this ghg;sisters resolved to surpass the French priest
in asceticism‘."2 Thus, the staunch puritanism of the North embodied in
the sisters lives side by side with the aesthetic catholicism of the
South embodied in Babette.

The fifteenth of December is the Dean's hundredth anniversary. The

14 .
daughters wish to celebrate this occasion as though their dear father

were still among his disciples yet "it had been to them a sad and

incomprehens;ble thing that in this last year discord and dissension had
been raising their heads in hié flock."3 With his death the Dean had
left the door ajar to things unknown to the sisters: "The sing of old
Brothers and Sisters ‘came, with late pilercing repentance like a

toothache and the sins of others against them came back with bitter

T lipial p. 320
2Ibid., p. 36.
3

Ibid., p. 39.
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resentment, like a poisoning of thg blood."1 Babette in her good
fortune wins a lotter§ in Pdaris and she begs the sisters to allow her to’
cook a celebration dinner on the Dean's bi:th%gy. What difference could

|
a dinner make to a person who now owns ten thousand ffancs? The

ingredienté for the birthday celebration finally §rrive and Martine is

horrified at the creature with "a snake~like heaé" that she %spots in the
' \

. .n\ . X

small one as a child, she retreats froT the kitcheﬁ to spend a sleepless

\ night where visions of the dinner party become a es' sabbath.

.\ Saying nothing to her sister:'Martin; goes from house to house in the

\ village and tells her Brothers and Sisters that she cannot speak of the
. dinner that is being'prepared for them. They resolve to be silent upon

\\\"all m&gters of food and érink.

To;&dd that touch of the 1ronicai as only Dinesen can, old Mrs.
Loewenhielm whq had lost in old age sense of smell and taste, asks'that
her pephew, Lorens, now General Loewenhielm, be permitted to attend the -
celebration. The sisters hang a garlénd ;f junipers arcund theix
father's po;trait o; the wall., The weather outside in its wintery folds

' con#rasts with the warm but sparsely furnished dining room. The
Brothers and Sistérs sing a hymn and join hands 1? fellowship. General
Loewenhielm stands "tall, broad and ruddy, in his bright uniform.his
breast covered with décorations."2 He looks l&ke an ornamental bird, a
. goldén pheasant or a peacock in- this pa;ty of black crows and jackdaws.

\ ‘ B -
, ) General Loéwenlilielm had obtained all that he had desired in 1life

but he was not perfectly ?appy., The General found himself worrying
e

11bid. .

. 21p1d., p. 50.

"kitchen. Although she had seen pictures of‘tor#oiﬁes and had owned a "
d :
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lately morﬁad more about his'immogtal soul.~ The strange meeting ye‘érs

v

earliaf with }/Iartine had compelled him to make out, the Balance-sheet of
‘ . ¢ a o . -
his life:

-
-

Young Lorens Loewenhielm had attracted dreams and fancies
as a flowel" attracts bees and butterflies. He had fought to
free himself of them; he had fled. and they had’' followed. He
had been scared of the Huldre of the family legend and had
declinef Martine's invitation to come into.the mountain; he
had firmly refused the gift of second sight:

.

<

The elderr Loewenhielm "found himself longmg for the faculty of

—

second sight, as®a blind man will long for the normal faculty of

vis:t;m."2 He resolves tdfmake his account With the young Lorens, tonight
‘ « o ¢

at this dinner., The Brothers and Sistersiwho should have been surprised

and amazed with the food and drink remain true to thei'r‘purpos_e and are .

N .

poised and sophisticated in their amanﬁers. Yet, the General, the

aristocrat, immersed in poise and good manners is the one to scream out, R

© "his is very strange! . . . Amontillado! And the finest Amontillado g

that I have ever tasted."3 The turtle-soup is strange too. With each

new dish served, the General exclaims at its excellence. The wine that

the Brothers and Sisters drink is not wine to them buf .lemonade and this
- . \

drink "agreed with their exalted state of minq and 'sefmed to lift them

off the ground, into a higher 'ar_1d puver éphere:"a This ecstasy

- 4

gontrastS}Jith the effect of drink on the General. Whereas the

!convives' grow lighter.in weight and lighter of heart, the General

!

feels a little heavﬁ'. The General, drunk with wine, stands up to-speak:

.
~
~

lfbid., p. 52,

21b1de, p. 53. ‘ ' ' .- )

3 ' /:' E

Ibid., p. 56. - :

I'Ibidu, P 57. ) . ‘

-
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_"Mercy and truth, my friends, have met together . . . Righteousness and

bliss ¢shall kiss one another."l He speaks to them of grace:

We have all of us been told that grace is"to be found in
the universe. But'in our human foolishness-and short-
sightedness we imagine divine grace to be finite, For this
reason we tremble. . . We tremble befoke making our choice in
life, and after having made it again tremble in fear of having
chosen wrong. But the moment comes when our eyes are opened,

"and we see and realize that grace is infinite. Grace, my
friends, demands nothing from us but that we shall await it
with confidence and acknowledge it in gratitude. Grace,
brothers, makes no conditions and singles out none of us in
‘particular; grace takes us all to its bosom and proclaims
general amnesty. See! that which we have chosen is given us,
and that w.h%ch we have refused is, also and at the same time,

® granted us.

The Brothers and Sisters realize that the §nfinite grace of which
the General speaks has beenqallotted to them. I:heir vain {1lusions of
the w’orld dissolve and they begin to see the universe as it really lis,
"They had been given‘ one hour of the millem'.um."3 As the Gc;neral

Jeaves, he takes Martine's hand in his and says to her, "I shall 'beywith

you, every day that is left to me. Every evening I shall sit down, if

-~ T N
not i? the fleéh, which means nothing, in spirit, which is all, to dine

with you, just like tonight. For tonight I have learned, dear sister,
that in this world anything is possible.“4

Babette reveals to. the sisters that she was once the famous cook in

. tHe Café Anglais in Paris but that she will not return to her homeland. -

Babette has no mohey, bedause she has spent her ten thousand francs on

their dinner. ' The sisters are speechless. With great dignity, Babette
N .-1-;7

1

P
= Ibid., p. 61,

z.Ibid. s p. 60.

3bid., p. 62. C C e

41bid. ' '
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tells them that such a dinner at the Café Amglais would have cost ten

thousand franes. Babette has made the art of self-sacrifice not for.

their sakes but for her own. She is a great artist -and great artists

are never poor for they have something of which people know nothing.
There is only one cry that echoes from the artist's heart, "Give me

leave to do my utmost."l Philippa places her arm around Babette and
8]

" whispers, "I feel, Babette, that this is not the end. In Paradise you

w$ll be the great art;Ft that God meant you to be! Ah! Ah, how you
will enchant the angels!"2
The dinner scene of "Babette's{%bast" is an excellent example of
the skill with which Dinesen explores her ph%loszphy of communion with
the Infinite. The scene 1s comic yet its theme is serious and profound.
Dinesen had loné adumired the works of one of her countrymen, S¢ren
Kierkegaard. '"Babette's Feast" reflects a concern simllar to the
preoccupation of Kierkegaard in Either/Or about the absurdities of life

abounding in the comic, and about the whole concept of choice.

"Babette's Feast" presents the element of choice seen in ethical and

1

aesthetic terms. The* feast or supper in December, the month of Christ's a

birth, ;lludes to the-spirituai communion of the Last Supper made
possible through the Nativity. Reality, prophecy, choice, grace, and
faith come together in the Lord;s sacrifice on the Cross. Babette's‘
offering_pr feast equally relates té the widow's gift of her mite, to
the gift at Cana, and to the gifts of the Magi. Simply expressed

Kierkegaard's Either/Or presents the reader with two ways of looking at

life: either yau look at what life does to you, or you turn around and

Ibid., p. 68.

N -

>

Ibid. - , : ‘
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lo 3 at what you do to 1ife.l In either case, however, one must make a
choice? Dinesen sees choice from a slightly different perspective. The

Genérél in his epiphany at thé end of the dinner suggests that it does

not matter which choice we make since grace demands nithing from us. We
must await it with confidence and acknowledge it in gratitude. For
Kierkegaard: )

\ .

From birth, we each have our own given person:1ity. At
the beginming each personality is merely potentiality. Many
strains run through our genes. The many voices that people

. the world within each personality request a ruler. All of us
must choose a rule for himself. Only after accomplishing this .7
task do we become ‘'our own selves'. It is by 'choosing
absolutely' that we become free to rule ourselves. 'An act of

. the will, this choice poses many difficulties. The Judge N

concedes that many people never reach that particulat choice,
which stands, as the true watershed between the asethetic and

the ethical. 2 °

©

o |
In "Babette's Fedst" General Loewenhielm is an individual who has

chosen pleasures over and against a second sight. Howéver, in his

N
unhappiness he seeks the gift of a second vision. His answer'comes to

T . him through the feast. The General shows the inadequacies of both the

\\ aesthetic and the ethical life in order to recommend- the life of
- - - . - N 4

r ot

religious faitl‘i.3 Although Dinesen appears to, {)e taking issue with

Kierkegaard, she reinterprets his alternatives. She accepts

A
Kierkegaard's understanding of .the mystical way in which the absurd
triumphs for man is granted both what he has chosen and what he has

refused.b In The Journhals Kierkegaardrsays:

¥ ' i

¥ e ' lS¢ren Kierkegaard, \Either/Or, .trang. David F. Swenson and Lillian
- Marvin Swenson (New York: Doubleday & Company, Inc., 1959), p. 75.

21b4d., p. 109. .

s -

~*

3

Langbaun, The Gayety of Visionk, p. 253.

/ﬁ~
b1big., p. 254,
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Therefore faith hopes also in this 1life, but . . . by
virtue of the absurd, not by virtue'of the human under-
standing. '

) .
The paradox in Christian truth is invariably ‘due to the
fact that it.ig truth as it exists for God. The standard of
. measure and the end jgs superhuTan; and there is only ome..
- relationship poésible: ~ faith.

In summary, the element of unconditional acceptance abounds in

Dinesen's tales. She moves her characters through various stages, from
N

+ uncertainty to an act of faith in the stofy as the principal force in
shaping their destinies.

By faith I make renunciation of no’z'hing; on the contrar?, by \
faith I acquire everything . . . .

. \
} =~ Kierkegaard: Fear and Trembling.
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Chapter VII

: ’ - Destiny Fulfilled

And in return we get the worlé s dist[rust-—and our dire L i

loneliness, And’ nothlng else. R .o
- . -- Dinesen: "Tempe‘s" from Anecdotes i
) ‘ " of Destiny. '

Thfouglm her E:ales‘ Isak Dinesen ghows that life without art-is

.~

inde;d narrow and confining. Art, however, lifts man into willin’g‘

v acceptance of life's conditions and to the joyful recognition of their
necessity. Art and life are balanced and interdependent. Like dancers

K
art “and llfe may operate- 1ndependently but it is chrough the dependence

PO

of one on the other that,harmony is produced. Through art life becomes .
1 . . v 1 N,
heightened to a state of transcendant truth, ‘that-of a spiritual

RN

awareness of one's destiny.. The problems that face the artist when he

. attempts this balance of life and art is clearly evidenced in . S
"Tempests N ' i L e
£ ’ Herr Soerensen, the great old actor.and theater director of

"Tempests", does not confuse life and art., Like Babette he is a

L] \

visionary and is practical in executing his vision. He is deteﬁined to

. . produce The Tempest and play the part of Prospero Hixnself. He chooses

C o . ¢ A ’ > .
) for his Ariel a young member who had recently joined his troupe. ‘Maglli
, i . . :
had always known in her heart that she would become a great actress.

Her father, a ship's captain, had deserted her mother, Madame Ross, who -

was with child. When Malli was alone’ ‘she thought of her big, handsome

»

' v _‘lAnecdotes of Destiny, p. 146,




125 ‘

father, "For her he’ might 4-su.we well been an adventurer, a privateer
cagtgin, like those one h:;rd of in time of war—i}ndeed even a corsalr
'o; a pirate! 3E10w her uiet manner there lay a vital, éoncealed galety
And arrdéance; in her contempt for the townspeople was mingled

forbearance for her own mother."l She herself and Alexander Ross knew
Rl

better than they. Malli had learned to read Shakespeare and for her,

Alexander Ross became a Shakespearean hero. - .

In rehearsing The Tempest Herr Soerensen does not leave her in

. peace: 'He scolded and swore, with inspired cruelty sneered at her .

facial expression and her intonation, pinched her slim arms black and
blue and even one day soundly boxed her ears."2 They become more and

more‘each'day Ariel and Prospero. Their first performance is to be in

Christianssand. A filerce storm ravages the coast and overtakes the. .

paséenger boat, The Sophie Hosewinckel, which is bearing the troupe to

-

Christianssand. In their flight for safety only one of the passengers

~

chooses to remain on board. Mamzell Ross with noble courage gives up

her place in the lifeboat for one of the injured sailors. It was Malli

vhose "dauntlessness struck courage into the breasts of the crew."3 A

,young ordinary seaman, Ferdinand Skaef@t, stands shgulder to. shoulder
with Malli all through the stormy night. Malli becomes th;\heroine of

N Shakespeare's play and brings the ship home as Ariel prihgs Prince
Ferdinand's ship home to safety. Malli receives a heroine's welcome and

is kissed by the .shipowner's son, Arndt Hosewinckel. The Hosewinckels

open their home to Malli in gratitude to one who has risked her life for

, . | .
: lbid., p. 82. | )

21bid., p. 86. «

31bid., p. 91.: : . ‘ S
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one of its ships. To the household Malli is at first a combination of

4

"reality and fantasy. She then becomes a symbol, half \of the ship Sophie

Hosewinckel and half of young Soi)hie after t::hom the ship had been named
’ana in whose' room Malli now s;.eeps. Arndt and Malli become Qt;gaged.

"For Malii this ‘came to be t}he comp-letién‘ and perfection of her own
mighty rise. She had once been given wings; they had grown miraculously
‘and he;d been able to carry her, ever upward,' to this unspeakable

1

glory."” For all of Malli's innocence, Arndt himself has not been

without his experiences in life. When he was fifteen a young -girl by

the name’ of Guro ca;xxe ‘to the Hosewinckel house ds a maid. Arndt and

Guro became lovers beforg\,“’they knew of it themselves, Since Arndt wag * .
so young he did not know guilt:' or fear, yet one day Guro drowned hergelf
in the fjord. Guro had beenl with child. Once Amdt learns .-t:hait Guro
'h.as had a sweetheart before she had come to his home, "This truth which
Arndt had from.the 1lips of his father and mother did away w;th his own
'guilt:.‘-':Z Bﬁt it seemed at the same time to do away with ew'rerything

else, so that-he himself was left with empty hands. He.wished to
recapture the fai,th‘ he had Jhad in Guro. "A secret felicity ‘in 1life had:
reveéied itself to him and provéd its existence, then immediately |
aftervards had denied itself and proved that it had never been:"3 This
had haﬁpened twelve years‘ before he had met Malli. This experience from }
Arndt's past suggescs,that ‘Malli will do to him what Arndt did to Guro‘.'_

The ;alg bears out that Mall‘i', unlike Arndt, cannot live with her own

glui‘lt. When Malli asks Arndt if he is happy, he answers that he is but -~

lbid., p. 144.
21b1d. , -p. 108.
e, T
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he does not experience happiness as Malli does. Malli responds in a: '
voiee that echces the cultural memory of myth, for she responds, "Yes, I
13 4 ¢
am the resurrection and the lifé. He that believeth ir me, though he

L 4 ‘ f
were dead, yet shall he live. And whoever liveth and believeth in me,
shall never die, but have everlasting life."l Arndt must leave for a
few days and Malli sees him as her father, as. one who will never return.

Yet is is Malli who will _abandon Arndt out of her guilt over Ferdinand,

that young sailor on the ship. Malll appropriates to herself the guilt

P

of Eg; father's desertion, the tempest at sea which brings about \

' Ferdinand's death, and the guilt of being unable to reciprocate Arndt's
physical'love. As a result, a change overtakes Malli: "She was once

~ more the-girl with the stiff white face and joints, who had been brought
from the wreck."\2 -

The only person to whom Malli responds is the old Jochum .(
Hosewinckel. She is pleased to listen to his tales of old times and to
his plain nursery talés. It 1s through one of his tales that Mallil
discovers the key to her existence. A great fire had broken out in
' Christianssand which had threatened to destroy Jens Aabel's ‘house and
warehouses. The man came out of his gate with %\‘ia-scales in his right
hand and his yardstick in his left and he sﬁoke in a loud voice:

Here stand I, Jens Guttormsen Aabel, mer'chant of this
town, with my scales and my measure. If in my day I have made
vrong use of any of them, then, wind and fire, proceed against

my house! But if I have used these righteous things

righteously, then you two wild servants of God will spare my

house, 'so that in years tg come it may serve men and women,of
Christianssand as before.

lbid. , pe 117,

2rbid., p. 123.

bid., pi 131, S ) o ‘
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1 .
His posse‘ésions were saved. Jens Aabel's Bible holds a prominent

place in the “Hosewinckel home and it has a special quality to it: ". . [
1f anyone in the house, uncertain as to what he ought to do, goe; to it

to ask advice from it, and lets it fall open where it chooses, he will

get from it the right answer to what he 1g asking."l ‘Jochun invites

Malli to go to the Bible for advice. The old couple hear a heavy fall

~in the next room and "They found the girl lying in front of ™ table as

if she were dead, and the book open upon it."2 Malli runs to Herr

Soerensen and tells him that Ferdinan& is dead and that Arndt loves her.

Malli now steps out of the rdle of Ariel and sees the diabolic in
herself: "I will not make pe'ople unhap};y. I will not! I will not!
God himself knows that I was not aware I was doing so!. I thought, Herr
Soerensen, that I had told no lies, and made no mistakes'"3 She cries

that she has betrayed them all. She must go away and she speaks "as one

that has a familiar‘spi,rit, out of the ground."4 The reader learns only

- later what passage Malli had read in the Bible but she alludes to it

here. Herr Soerensen confides that he too was once married and that he
. ‘ .

lil;e Malli deserted his lover. They sit and talk together, but put of

her need for human sympathy, Malldi begins to caress Herr Soerensen's
. t

~ ghoulders, neck and head. He symbolizes her father whose sexual potency

. ‘ b}
is likened to the sublimation of art. He is Arndt, the idealization of

love of the spirit. He is Ferdinaqd who had died in innocence, a victim

of Malli's rejection. Herr Sceremsen, the true artist, becomes fully

\

'
(/;>Ibid. , p..132 : ’ _
( : W _ )
4 Ibid., p. 135.. " . .
4 . '
Mpid. , p. 138. , :

“1bid., p. 139. T
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- conscious of his authority and responsibility. "He is Prospero and must
transform Malli into Ariel, to reintroduce her intc the world qf art out
of the tragic world of reality in which she finds herself. He says;

", . . now I arise. / S'it still, and hear the last of our szea—sorrow."l

~—— 3

He will give up his perfoRx'mes in Christianssand. As Ariel Malli
skips from one .place in the text of the drama to another; Herr Soerensen
as Prospero resbongls. Malli asks why things mus.t go so 'disas.trously.

He replies, "0 girl, be silent. We must never quesgion——it is the
others shall come questioning us--it i1s our noble privilege to answer--6
T answers finé and clear, o wondrous answers!-~the questions o‘f a baffled
and divided--humanity. And ne'er ourselves to ask."2 And what does one
get in return? "And in return we get the world's distrust-—and our dire

loneliness. And nothing else."3

o
“

Malli shows 'in her letter to Arndt that she has become the genuine
artist. Malli now knows that s‘he must renou;xce. Arndt's love for s‘he
.must surrender her innocence not in a physical manner to Amdt, but i;i' a
spiritual manner to art itself. She claims that she is not the heroiné
others thought her to be for on the ship she was Ariel who believed the
‘situation to be the. firgst scene of the play. As a token of their
friendship, .she sends him the gold coin her mother had received éf her
father. ‘

The passage Malli hac} read in the Bible is Isaiah 29 which begins,

h "Woe to Ariel, to Ariel . . . And thou shalt be brought down, and thou

shalt speak out of the grouhd, .+ .« . and thy voice shall be as of one

.o
”

lbid., p. 141. : o
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Ibid., p. 146.
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“that hati; a familiawspirit, out of the ground, and thy speec}; shall
whisper out of the dust!"l Malli continues with the eighth verse, "It
Si‘l&ll even be as when an hungry man dreameth, and behold, he eateth; but
he awaketh, "and his soul is empty; or as when a thix.l“sty man dreameth,
ar‘1d behold, he drinketh; bui he awaketh, and behold, he is faint, and
his soul hath appetit:e.”2 For Malli to have loved Arndt would bring
about Ehe' destruction of his soul. The only consol:‘ation that Malli can
offer him is' that theilr love and its possibilities will remain a memory
in his imagination. This 1s the same offering that General Loewenhielm
has given Martine in "Babette's Feast'". Guro has‘ gone to her death witt;
the words, "I %m a lost creature because I have met you."3 Mal]..i can
utter the feve'rse, "I have been saved, because I have met you and have
looked at you, Arndt!"4 ' . , ‘ ’

In spite of the supreme importance Isak Dinesen attaches to art,
she does not entirely turn art into an aesthetic doctrine of art for

art's sake. Life can be made to imitate art by striving for a degree of

its perfected order and meaning and thus trying to reproduce 1ts organic

# unity. Isak Dinesen 1s by no means the only writer aware of a profound

conflict between life and‘arf:. In perfecting life to art, thete is a

danger that the human element is eliminated altogether. Human life by
imitating art can eventually reach a point where it becomes inhuman. and

the mosaic of which Dinesen speaks can be simply a design, nothing more

1rbid., p. 148. | o=

21bid. ' N

bid., p. 103.
4 4 A
Ibid., p. 151. . :
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and nothing less.l There is a similarity between the dramatic structure
of Pirandello's work and the narrative structure of several of Dinesen's
stories and thus the preoccupation with similar themes. The Father in

Pirandello's Six Characters in Search of an Author is trapped inside a

play within a play. He is a character with a fixed and immutable réle

to play and it 1is this fixity of identity he is rebelling against. The
M
father cries out to the Manager:

No sir, not ours! Look here! That is the very
difference!  Our reality doesn't change: it can't change! 1t
can't be cther than what it i1s, because it is already fixed
for ever. 1It's terrible. Ours is an immutable reality which
should make you shudder when you approach us 1if you are really
congclous of the fact that your reality is a mere transit
and fleeting 1l1lusion, taking this form today and that
tomorrow, according to the conditions, according to your will,
your sentiments, which in turn are controlled by an intellect
that shows theg to you today in one manner and tomorrow . . .
who knows how? .

In:"aicuds Round Pisa" Augustus tries to get into a work of art and
attempts tc find an established single;ess of identity. On the other
hand, the Father is trying to break lc;ose of art and seeks to establis}r'd
a place in life. He is caught in a moment of suspended time. He .
a‘ttemp‘ts to strip himself of the mask of lechery and aspires to a
condition of life in which he can 1ose, his fixed identity. He is
confined like the other characters to a world of unchénging reality.
They are‘all creations of art excluded from life and pinioned in art aﬁd
thus t;hey are not subject to the laws which govern chang;a and
mutability., Life is a fluid, ever—changing force.and art is a riéid,

fixed and immutable force, Pirandellb‘ﬁortfgﬁ art as more real than

life because 1t 1s hot subject to the fluctuations of life and thus

lﬂannah, p. 137. ' . J

I

2P:h:andello, P 266.
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exist forever. Yet he shows art as not alive precisely because it is

<

fixed and cannot undergo ‘the changes that constitute life. This paradox

is explained in his Preface to §ix jCharacters in Search of an Author 4n-

’

the tragic situation at Madama Pace's:

If the Father and Step-Daughtergbegan their scene a
hundred thousand times in successioﬂ’, always, at the appointed
moment, at the instant when the life of the work of art must
be expressed with that cry, it would always be heard,
unaltered and unalterable in its form, not as a mechanical
repetition, not as a return determined by external
necessities, but on the contrary, alive every time and as new,
suddenly born 'thus forever”! embalmed alive in its
incorruptible form. Hence, always, as we open the book, we
shall find Francesca alive and confessing to Dante her sweet
sin, and if we turn to the passage a hundred thousand times in
succession, a hundred thousand times in succession Franc
will speak her words, never repeating them mech2
saying them as though each time were the first time
living and sudden passion that Dante every time wilil turn
faint. All that lives, by the fact of living, has a form, and
by the same token must die——excegt the work of art which’lives
forever in so far as it is form. . )

©

The great power of the artist is to fix hiscreations forever, but

his shortcoming is that by fixing t:h<em he finds it 1s impossible to g:fve

them life-z For Dinesenb this dilemma is not sa-'terrible. For example,.

in "The Dreamers" once Pellegrina Leoni decides to become many persors,

ghe reaches a“state of freedom that the Father in Six Characters in

Search of an Author longs for but camot gtfain. However, Péllegrina

does not seek this transition from ary/to the freedom of life but is. .
forced to comply due to the loss of her singing wvoice. There is no R

doubt that through the various rSles she plays, she is still the great

singer Pellegrina Leoni and she spends her life trying to recreate the

" same conditions of art until she 1s§ forced by circumstances to don .

1

e,

lIbid., p. 372.

®51stop, p. 39. o a '
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" another mask énd play another r8ley <
; .

¢ '

"Ehrenga;d"=is a pastoral story that brings all of Dinesen's works

)

to a triumphant conclysion. ,It’shows that the artist doésinot have.to  °
rejeét life for grt or pa¥ the price of tragedy as seen'in"Tempests".

"Ehrengard" may not ‘be as profound. as some of the tales but i? Ehrengard

3

+- art and ]ife are combined in ompletevrecoﬁciiiation betweéﬁaheaven ‘

. _ and earth. "Ehrengard" reflecds the themes of "Diary of the Seducer" .
with which Kierkegaard concludes

\ }'U : ‘ . .
Either/Or. According ,to Robert Langbgum, Dinesen proposed Kierkegaard's

<

title "The Seducer's Diary" for "Ehrengard" when she first submitted it

is account of the aesthetic life in

for publication to the Ladies' Home Journal in 1962. They rejecfed this

- %title in favour of "The Secret of Rosenbad”.1 Although Dinesen accepts

D) S

{ . Kiérkegaqrd's analysis of the aesthetic life, she rejects his evaluation
. »

of it. ‘According to Langbaum:’’ ‘ e
‘- Kierkegaard apparently wants us to consider the seducer a

A '~ gcoundrel or at least to gee’the esthetic life as .a dead end.
‘ ' ) But Isak Dinesen see§ in the sefucer's desire for the girl a p
- fulfillment-~to bring her womanhood to birth, in Kierkegaard's -
‘ metaphor-~an emblem of the artist's desire at just the point )
_where it meets with God's. Far from.being a dead end then,

the esthetic life is for Isak Dinesen continuous with that
., spiritual or religious }ife which Kierkegaard is at such pains

to distinguish from:'it.

a

Diq'ﬁeg sets "Ehééngard" ;Ela storybook world and divides)yk into ,a
g;e form of a musica;\comp051tion of three parts: the prelude, the
pastofale, and the rondo. The.old lady who tells the talé has received
. §§ éetails of Ehrengard's story from the letters that Herr Woifgang Cazotte -
, ‘ had written to her great~grandmother. The Grand Duke and Grand Duchess ‘

W

) oﬁ Babenhausen are blessed ‘with a son, young Prince Lothar, but the -

{

ey

lLangbaum, Gayety of ﬁision5 p. 274. . . . -

21pid., p, 275.
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Grand Ducless wonders whether her son were not'all too p;rfect for- this
world and so resolves to find him a guitable mate. She gives a number
of court balls and encourages her son to frequent the opera and ballet.

Lothar admires beauty in women and is courteous to them, "But 'la belle

assion' as his young companions knew it, to him seemed to remain
P

aliq&."l The Grand Duchess at this time.is having her picture pai;ted
by;the great artist,-the Geheimrat Wolfgang Cazotte., Herr Cazotte had
péinted the portraits of most queens and princesses of Europe and he was
“on as easy and friendly terms witﬁ royalty as he was with street

hawkers, circus.performers and flower girls. The Grand Duchess so far

does not favour Cazotte's friendship with Lothar because Cazotte is

known as a conqueror, a,seducer.,and an irresistible Don Juan with the

*

ladies of his agé. Cazotte confides in one of his letters that in
calling an artist a seducer, one is paying 'him the highest of
ig?pliments, "The whple attitude of tHe artist towards the Universe is

that of a seducer."'2 Thé Grand Duchess confides her apprehensions about

’

Lothar to Cazotte who replies: ’ >

N . It is true that, generally speaking, in a boy or a youth
: the qualities of inexperience and intactness, and of innocence
, 1tself, are looked upon as merely negative traits, that is, as {
the absence of knowledge or .of zeal. But there are natures of
such rare nobility that with them no ‘quality nor condition
will ever be negative. Incorporated in such a mind anything
. partékes in its soundness and purity. To the plastic unity of
. an exalted spirit no conflict exists, but nature and ideal are
Idea and action, taoo, are oge, inasmuch as the idea is
on and the action:an idea. : -

\
\ r
‘\ P - » ‘
b AN .
1I§§F Dinesen, Ehrengard (Lopdon: Michael Joseph Limited, 1963),
P 9. 5 B ' ) }
2 A '
Ibid.,\p. 11.
31bid. ?p. 14. / , - ,
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From this £ime on the Duchess in the‘hopes of awakening in Lothar

.

the idea of the erotic encourages his‘friendship with Cazotte. Prince
Lothar accomgaﬂies Cazotte té the principality of Leuchtenstein and
there Lothar falls in lowe with the Princess Ludmilla and “The young
couple,'}ike two instruments of different nature, melted together in
melodious happiqess.l However, the serpent raises its head.in‘this
idyllic Eden for Prince Lothar announces to his mother that the Ducél

helr on whom she had for so long set her heart is wbout to enter the

wo?ld a full two months before the law of decenéy permitted. She blames

"Cazotte but decides to keep this secret. Cazotte tries to calm her by

saylng:

The Lord God, that great artist, at times paints his
pictures in such a manner as to be best appreciated at a long
distance. A hundred and fifty years hence your present
predicament will have all the look of an 1dyll composed to
delight its spectators., Youyr difficul&y at this moment is
that you are a little too close to it.

"
5

%f-suggests,that the Duchess take advantage of the predicament and
' -4

; } , {
elevate the situation Into a work of art, The couple is to retire to a

o e i e

e T
—

country regsort. Two months after the birth of the child, the Grand

Duchy would announce the birth of a male heir and proclaim to town and,
country the happy news. The country resort Cazotte chooses is the

little chateau of Rosenbad, a rococo hermitage sifuatgd on a mountain

Princess and he settles on Ehrengard von Schreckenstein. Cazotte in his

letter to the Countess reveals his desires to seduce Ehrengard. Isak

. Dinesen uses the letters as a lyrical acc¢mpaniment to the action and in

)
q

 1bid., p. 18.

21vid., p. 21. | | :

)
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. slope by a lake. He would have to find a suitable maid—pf—honour'to the ~

et
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contrast to the extravagant mea§hres taken by Kietrkegaard's seducer. ™

Cazotte does not wané the physicéﬂ\?ct of consummation required by . g | L
kierkegaard's seducer as a token of guccess.l He wishes to bring forth |
the\hidden flower of Ehrengard's being in the form of a 'blush'. He :
says in hié letter, "And I made my deé&sion. In the blush."2 Thé more
Y

virginal and pure Ehrengard is the more passionate her arousal to the’

erotic: "I have seen the Alpen-Gluhen once, the moment is among the

greatest of my existence, and when it was over I said to myself that I

woqld‘give ten years of my life to see this once more. And yet aftex ' j

. all it has been but a presage of my adventure with Ehrengard."3 f

.

™~

It is Ehrenéard‘s love for the Prince's and Princess' baby that o '

first quickens the idea.of sensuality within her. Cazotte is still

bl <

dete?mined to seduce her. He says in his letter, "Why does not qge

-

8111y fool seduce the girl in the 6rthodox and old-fashioned manner and .

set his mind at rest? My answer . . . Madame, the silly fool is an

~ . artist.“éA Ehrengard's ruin will be a fact and a reality, "inasmuch as

4

the reality of Art be superior to that of the material world. Inasmuch

W
as the artist be, everywhere and at all times, the arbiter on reality."5 -

»

_R‘~——____‘—“_T7“‘?“‘eazoEee- upon Ehrengard bathing in the lake. He proceeds to
| o possess her by capturing her existgnce on canvas: "The plcture whic _

had here been ordered to paint--'Nymph bathing in a forest lake," or

"The bath of Diana"--would be in itself a wonder and a glory, the

1Langbaum, Gayety of Vision, p. 277. - .
: ' 2Ehrengard, p. 35. > & o 5 fﬁf\

y - ‘X
b - 31b1d., p. 49. - LT C
4

Ibid., p. 54. . ) N
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virginity that Cazotte has of her and we see that the artist is no

|

\ ¢ J
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1

wl

crowning of his career as an artist. The face of the bather would be

turned away in the péinting. To poséess her, to bring about her fsall,

T f

Cazotte would have Ehrengard gaze at the painting and realize she is

' L]
beautiful. In the recognition that she is naked, Ehrengard's fall is
imminent. In this sense Ehrengard would give herself to him. However,

the nymph does not return to the lake. She surprises Cazotte and says,

"My maid tells me that you want to péint a picture. Out by the east of

the house. I wish to tell you that I shall be there every morning, at
six ﬁ'cIock.?z By acquiescing to Cazﬁtte's secret desires, Ehrengard
foils his pians to seduce her. His letter reads in one line, "The
damnable, the dynamic, the deﬁonic'ioyalty of this girl!"3 Ehreggard';
willingne;Q to come to him of her free will Qisrupts tQé idealization of
, o
longer in full control of his scheme. The plans are disrupted further
when the hﬁsband of the baby's wet nurse kidnaps his ﬁife, Lispeth, and
her charge. Ehrengard pursues the kidnapper to "The Blue Boar".

Ehrengard is engagéd to an officer, Kurt von Blittersdorff, who is at

this time dining with his comrades at the inn. He is alerted by the

gcreams from above for Ehrengard has ''gripped Matthias by his long hair .

.

and three rimes knocked his head against the wall beéhind him . . . In ‘ .
actual fear of his 1ife, of being knocke ET?tEtes*byftheﬂstrong—young~7—————-—__i___

hands that held him, he made his cries for help ring through the

housg.“4 Kurt rushes upstairs and is amazed to see Ehrengard. The

X

1

Ibid., p. 66. -
21bid., p. 77.
“31bid. \ , ‘ ‘
4 L o

Ibid., p. 98.
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husband, Matthias, makes no claim on the child but wants his wife’td

return with him. Kurt asks Ehrengard in a steady voice, ."Do tell me,
" Ehrengard. What child is it?"1 At this precise moment Cazotte enters

'the room. Ehrenéard says that the child is hers.. "It is my child."

o

The young man's faith in her and his new need for her 'contracts in his
throat and he is unable to speak. To Eﬁrengard, ;06, something ie
happening: "She too felt, in a new way, the depth of life."2 Kurt
cannot leaveé until Ehrengard acknowledges to him the father of. the
child. She turns and looks snra;éht at Herr Cazotte: '"The girl's
glance was strong and direct, like an arrow's course froe the bowstring
to the target. In it she flung her past, present and futuff at’ his
feet w3 At this glance Herr Cazotte 's "blood was drawn upwards . . .
till it colored him all over like a transparent crimson veil " Herr:
Cazotte, the artist, blushes. Ehrengard has Sacrificed all: her
reputation for virginity, her engagement'to Kurt, her loyalty EO her
;overeign's secret. Cazotte is the father 'of her child and in his blush

he realizes that its§ living presence is the symbol of the impregnationm -

of the idea of the erotic that he has had of Ehrepgard. According to-

‘Robert Langbaum:

Cazotte had planned for Kurt to be the 'spiritual .
cuckold' who would have external possession of Ehrengard while
he himself “had internal possession. But in naming her -

- “‘*’spirifuai—seduee;T—Ehxengard_exor him and prepares the

way” for a union with Kurt of body and soul . . Ehrengar
enabled to love two men in Kurt--the ideal and the mortal man. . .
She can therefore step out of the realm of reflection, where

N

1 . : .

Ibid., p. 103.
2ibid., p..107. ’
1bid., p. 109. A
4In1d. |




: : APV
[ J I S C —

° v
[

Kierkegaard's lovers remain, into the réalm of existence.1

. ' Ehrengard is no passive victim as the girl in Kierkegaard's "Diary

. ' " of the Seducer" suggests. She is a moving force and talls| to mind other

i

such characters in Dinesen's works as Athena in "The Monkey", Lady Flora

IS

in "The Cardinal's Third Tale", and Miss Malin in "The Deluge at

Nordérney"., Ehrengard bears out Cazotte's remark in his first letter,

) “But most of all to be seduced is the privilege of woman, the which man

N

may well envy her."2 ' To Dinesen the old aristocratic order with its
° ' ' b <
cultural memory connects with art, desire, and-spirit. She adds that
. &t . A
which Kierkegaard does not, of the Ariel force, the connecting force

3

between the aesthetic and the religious life.

~ Although Dinesen Teans more in favour of art, her works show an

°

ambivalence of sttitude. According to Donald Hénnah, Dinesen like Keats

¥

has written her 'Grecian Urn',

a
¥

. « . even 1if the questions posed are slightly different.
_What happens when we try to force life to conform entirely to
the shape of art and to become, in Yeats' phrase, an tartifice
of eternity?' If art is more harmonious than life, when does
this harmony change into discord? What is the result of the

aétempt to,impose an artistic pattern rigidly and inexorably -
upon life. . ‘ : \

Several though not all of these questions are answered in Dinesen's

-

tain at all times a point of balance i. her tales, Once she tries to

-

order all the components into an aesthetic design or total picture the
- e :
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_tales. It is difficult for Dinesen as a writer and as a person to‘main-'

///// less like life art becomes and as a result the less human. -On the other

' 1Langbaum, Gayety of Vision, p. 282.

' 2Ehrengard, p. 12.
3Langbaum, Gayety of Vision, p. 283. 4

AHannah, p: 141. .
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Roads of Life" in Out of Africa reflect the divergent tendencies of

Then he'saw that he had been mistaken, and ran '
- back to the North, But here again the noise seemed
to him to come from the. \  South, and
he again ran back there, Q' He first stumbled
cver a big stone in the . middle of the road, then a '
———————s——}ittle later-he-fellinto— ——a-diteh;-got-up, fell into :
another ditch, got up, fcll into a third ditch, and )

140 |

hand, the closer art approximates tq the condition of life, the less .

perfect it becomes.. Dinesen dtrikes an equilibrium in Out of Africa and

because.it is based on autob‘io\graincal experience she is not able to

transmute it corpletely into a work of art:.l, She once ‘asked for a sign
and the gods answered as the cock bit off the chameleon's tongue. The

artist most often must pay his price with this type of uncertainty and

lonelinesss The étory of the chameleon and the anecdote entitled "The

Dineseén's work as a whole. As a child she had been shown a picture, a’ k__—-—"i

: )
kind of moving picture inasmuch as it was created before your eyes and

while the artist was telling the story. The story was .told everxy time

’ v

in the same words: "It runs as follows:

In a little round house with a round window and a little
triangular garden in front there lived a pan.

Not far from the house there was a /—/-——@ pond| . | C e
with a lot of fish in it. '
One night the man was woken up by a ter-
rible noise, and set out in the dark to find the

cause of it. He took the road to the pond.

" " Here the story-teller began to draw, as upon
a map of the movements of an army, a plan of
the 1oads taken by the man.

- He first ran to the South, Here he stumbled over a big stone
in the middle of the road and a little farther he fell ‘
into a ditch, got up, fell into a ditch, got up, 'b fell into
a third ditch, and got out of that. |

[PV SUNPUN

got out of that.

-

- 1pid., p. 144,
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** " He'now distinctly heard that the hoise came from the end

of the pond. He rushed to the place; and saw that abigleakage {~. ..

had been made in the dam, and
‘the water Q was running out with
allthe \- fishesinit. Hesetto
work and stopped the hole and
~ only when this | ‘ had been done
did he A W\E° back to \l bed. ’

When \\\\ now the next- moming the -

man looked Ty out of his \‘litde round window |
—thusthe §& % tale was finished; as draju

: atically {\ aspossible~what did he seez~ |

o W asom !

-
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: ) ' L4
Persons in life never fit completely into' an overall design. 'I‘h‘e\

o 'art:isj;7 cannot box or trap his characters.inside a pentagram of ‘art.

Dinesen, through her wit and love of the Word which enlivened her works

~ ) wit;h such grace, succeeds in illustra‘;ing the difficult tasks she. set

for herself in conceptualizing the vision of the relationship of art and

2

life' \ [

A

' Life imjtates Art far more than Art imitates Life.

-— Wilde: The Decay‘of Lying. .

‘ 10ut: of Africa, p. 214.~
: 2Harmah, P 146.

3Dukore; p. 624.

3
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