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SUMMARY OF:  CANCIONES ENTRIE EL ALMA Y EL ESPOSO OF JUAN DE LA CRUZ:
A HERMENEUTICAL INTERPRETATION

David Brian Perrin, Saint Paul University, Faculty of Theology

‘Ihis dissertation presents a hermencutical framework within which an interpretation of Juan
de Ja Cruz's Cantico may be undertaken. [ call this framework a Global Hermenentical Method. ‘The
phenomenalogical hermeneutics of Paul Ricocur are used lo construct this framework. Ricocur’s
phenomenological hermeneutics of texts is based on a theory of mimesis. In following the hermeneutical arc
constrneted in the pre-understanding of the Cantieo (mimesis, ). 118 configuration (mimesis. ), and then its
reconfiguration (mimesis;), a number of significani methodological issues tor the imerpretation of Juan's
Cantice are reflected upon, These are examined 1o show how Juan's poem can be meaningfully interpreted
for the contemporary reader, culturally and historically removed from sixieenth-century Spain.

A hermeneutical approach to the Cantico does not merely ask the question, "What does
the text mean?” but also asks, "What does the text mean for the reader today?" With this approach there is
a shift away from the predominance of the ascetical-theological approach 1o interpretation which has sought
10 objectify the meaning of the Céntico within the interpretation Juan gave it in his commentary, and a move
owards a hermencutical approach to interpretation that views the meaning of the Cdntico as an event in the
life of a person, Therclore, a hermencutical interpretation of the Cdntico explains why the Cdntico is capable
of being the place of a transformative event before the Divine, and why a multiplicity of interpretations is
possible. Ricocur’s hermencutical theory helps us understand how this is possible without losing sight of the
doctrinal content of the poem.

‘Through the dialectic of explanation and understanding it is possible to unite within a single
methodological approach the diverse ways that the Cdntico of Juan de la Cruz has been received over the
centuries. ‘This is true even if the various approaches are a1 odds one with another. This is pussible since
interpretation is viewed not ouly as the abjectification of information but also as a way of being-in-the-world
which resnlts from the interplay of the experience of the reader, the history of the reception of the text, and
the text-world of the Céntico.

The methodical moment of interpretation within the dialectic of explanation and




understanding asks that the reader enter imto the text of the Cantico in a more conscioas way.  All the various
ways of studying the Cantico contribute toward an explanation of the text. For example, ascetical-theological
studies orient the reader within the theolopical content of the Cantico while literary-textual studics provide
a description of the poetic techniques operative within the Cantico. Through these studies the analytical
moment of interpretation constructs the objective sense of the Cantico. The sense ol the Cdntico oricnls the
reader toward the ultimate reference of the fext. It is this dialectic of sense and reference within the dialectic
of explanation and understanding which results in the reconfignration of a life, the ultimate project of
interpretation.

In a particular way this dissertation examines the split-reference ol metaphorical discourse
which accounts for the legitimation of the noctic content of the Cdntico as well as the emergence ol new
meaning. The dogmatic content of the Cantico can therefore be accounted lor withom excluding the
possibility of new readings of the Cantico. Metaphor, which uses ordinary linguage to construct linguistic
models of reality, is seen as the twol, par excellence, which produces the what-is-nof-yet in the world.

In the hermeneutical approach, to put the "issue of the fext” before cverylthing, else is to
stop asking the question of the inspiration of the Cdutico, al least in the psychological sense as a "flash™ of
personal meaning which is projected into the text. ‘The world-of-the-text is not revealed by the psychological
intentions of 1he author but is mediated by the structures of the work.

A hermeneutical interpretation of Juan's Céntico helps us understand the originality of the
text of the Cantico, cven thongh, intertextually, the Cdntico interacts, with the Song of Songs, as well as other
texts, in the production of meaning. Ricoeur’s theory of sedimentation and innovation sugpests that the
Céntico is a new configuration of human action which has been born (rom within a particular life. We can
thercfore speak more of Juan’s conceptual and symbolic fields of resources \han we can speak of his sonrees.

The hermeneutical interpretation of Juan's Cdntico suggests that ucither Cdntico A nor
Céntico B be given priority in interpretation. Each of these two texis constructs ils own meaning since the
dramatic siructure of each is different. The suggestion that CA be considered the poctic text, while T8 be

considered the theological text, becomes irrelevant in this approach. Both texlts are unique poctic lexts which




npen up unjguce text-worlds as is suggested by the difference in the dramatic structure of each text. There
is also the possibility that the original poem, which I refer 1o as Cantice €0, may also construct a different
world-of-the-text than cither CA or CB. Although 1 outline an analysis of the dramatic structure of each of
these three texts, | suggest that a more thorough structural analysis needs to be done in order to surface more
clearly the unique text-world which cach constructs.

‘The hermeneutical approach to interpretation puts the coigmatic expressions of the Cantico
to work, suggesting that temporal and poetic incongruencics in the Cantico are the very devices which are
al work in the production of new meaning. Temporal zones of indetermination ar lacunae in the text arc
viewed as that which plays on the reader to involve the reader in finishing the text. The text of the Cdntica,
tierefore, is not viewed as a lifce-less object but rather as a living cntity that becomes procductive through the
appropriation of the fext.

Within the hermenentical approach to interpretation, 1 also propose that the title of the
Cantico plays a role in constructing metaphorical reference which in turn impacts the meaning of the text.
‘This has led me to suggest that ihe title which appears al the top of the poem in the Sanlicar and Jaén
manuscripts: Canciones entre el alma 'y ¢l esposo be used as the title for the poem rather than the editorial
title of 1630: Cantico espiritual entre el alma y Cristo st Esposo. This title was later shortened 1o the
present title Centico espiritual.

The poetry-prose relationship is reassessed within the hermeneutical approach to Juan’s
Cantico. Poetic discourse (the poem) and speculative discourse (1he commentary) are two radically different
forms of discourse. The poem is capable of being productive of noetic content but the reader must
continnally return to the primordial text 1o "hink some more.” Hermeneutical interpretation of Juan’s poem
continually returns us to the world-of-the-text to interpret new models of being-in-the-world. New referents
are opened up in the Cdntico because of the interchange between conceptual and poctic discourse. The
hermenentical interpretation of the Centico suggests a cyclical understanding of the poem which is never
complete. The Céntico is, therefore, freed from an overdependence on the commentary which tends io

interpret the poem allegorically.




The commentary, within the hermeneutical approach. is not viewed as an unpacking of the
poem, a paraphrase in conceptual language of the poetic form. The commentary is not a description ol the
meaning of the Cantico itself but is a particular reception of the poem. However, it is not the only possible
reception. There are other ways of receiving the poem. Both the poem and the commentary, since they are
different literary forms require their own mode of reception. [ suggest that an acsthetic reception of the
Céntico is most appropriate because of its poetic form. The hermencutical approach is scen by Ricoenr as
bridging the gap between the poet and the theologian: the poetic gives rise 1o thought.

A hermeneutical interpretation of the Cantico explains how the profane or seenlar Langwage
of the Céntico can tesult in the conversion of the spiritual pilgrim. Ricocur's theory ol appropriation helps
us understand why an acsthetic reading of the Cdntico brings alive the transformative power of the text. The
Cantico affects the reader through the production of mood. Mood brings the reader into contact with the
deeper clements of reality. Mood characterizes reality betore the object-subject split which oceurs through
conceplualization.

[ suggest that the mest sigmificant impact of Juan's poem may be its ontological import.
From Juan's poem we construct new ways of being-in-the-world.  Authentic existence is displayed in the
world-of-the-text of the Céntico. Although the reception of the Cantico al the level of its ontological import
cammot be controlled, the varions moods sketched in the Cdntico supgest certain questions which may help
us understand its ontological import. For example, I ask the question, “If appropriation of the Céntice is of
a sexual nature, what does this say abont all of our relationships, that is, with God, with our world, with
others, and with ourselves?"  Questions like these may open up the world-of-the-Céutico 10 new meaning.

Of singular importance, this disscrtation establishes the primacy of the text of the poem for
interpretation. It is the Cantico jtsell which holds hermencutical priority. A Global Hermenentical Methaod
shifts methodological considerations [rom an author-cenired reading of the Cédntico to a text-centred reading.
With a hermeneutical approach to the Céntico Juan de la Cruz’s poem can be brouzht from the sixteenth
century into the twentieth century. A hermeneutical reconfiguration of the Cdntico would cifectively guide

pilgrims along their way, a work 1o which Juan de la Cruz dedicated his entire life.
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INTRODUCTION

1. Preamble

This is a methodological dissertation which constructs a hermeneutical framework for an
interpretation of the poem commonly known as the Cdnrico espiritual of Juan de la Cruz.'

In constructing a hermeneutical framework for interpretation, I am suggesting not a new and
original imerpretation of the poem, but rather, a theoretical framework within which a hermeneutical
interpretation can take place. This dissertation explores, therefore, what it means to interpret
hermeneutically. A hermeneutical contextualization of the Cdntico will also suggest why the poem is open
to new and original interpretations which are consistent with Juan’s own remarks concerning the interpretation
of the Cdntico.

In general a hermeneutical framework shifts methodological considerations from an author-
centred reading of the Cdntico to a text-centred reading.? An author-centred reading focuses on the whole
world behind the Cdntico. This world includes the historical, cultural and political setting within which the
text came to life, as well as the sources which may have inspired Juan, whether from his own life or from
the lives of those about him. An author-centred approach, to a large degree, explores the text diachronically;
it examines the various layers of the text through either source criticism or redaction ctiticism in the historical
development of the text.> Within an author-centred reading, priority is given to the intended meaning of the
text as stated (whether implicitly or explictly) by the author. In short, an author-centred reading focuses on

! ‘fhe titie which appears at the top of the poem in many of the manuscripts is different (including the authoritative Sanlicar de Barrameda and Jaén
manuscyripts); Canciones enire el alma y ¢l esposo. Since it is the contention of this dissertation that a title of & work has hearing on its meaning, I witl

use Cdnrico throughoutthis dissenation to refer to the longertitle just mentioned. Further reasons for this choice, from & hermencutical perspeetive, will
be discussed in Chapter Seven.

2 The differcnce between an author-centred reading of a text and & text-centred reading ore succincily summarized in Walter VOGELS, Interpreting
Seripture in the Third Millennium:_Author - Reader - Text, Novalis ‘Theolagical Series (Ottawa; Novalis, 1993).  Although Trefer to this reference in o
general way to give the reader further information coneeming o text-centred interpretation of a text 1 do not follaw the method which is outlined in
Interpreting Seripture, The reader will sz that the method of text-centred interpretation which is eonphasized in this dissertation is developed in such 4 way
\hat neither the muthor, nor the reader, is ignored, Al three, the outhor, the present reader, and the text are given & significant role to play in the
hermeneutical contextualization of Juan's Cdntico set forth in this dissertation, Although I was unable to consult the following reference the Ltc indicates
that the shift from an euthor-centred reading 1o a text-centred reading has been extensively studied in Paul Ricocur's text theory by the outhor: R.EC.
JOHNSTON, From an Author-Oriented 1o 8 Text-Oriented Hermeneutic: Implications of Paul Ricoeur’s Hermeneutical Theory for the Interpeetation of the
New Testament, 2 vobs, Fh.D. Disscriation in Religious Studies, (Katholicke Univensiteit te Leuven, Faculty of Thealogy, 1977},

} VOGELS, Intetpreting Scripture, 78,




2
the development of the text within the world of the zuthor and how that development and that world impact
the interpretation of the text. On the other hand, a text-centred reading takes into consideration that once an
anthor has written a text, he or she, in a certain way, loses control over the text: the text takes on a cerain
independence from the time within which it was written, as well as from the intended meaning of the text as
stated by the author. In a text-centred reading of the Cdnrico its intended meaning is subordinated to what
is contained in the text itself, that is, what is actually written. We may refer to this approach as a synchronic
approach to the Cdntico, that is, an examination of the actual and present text we have before us.* As well,
the form or genre of the text plays a significant part in the meaning of the text in a text-centred approach.
This underlines the fact that Jnan's Cédntico needs to be respected as a particular form of discourse: poetry
is a particular way persons choose to communicate. Poetry’s capacity to communicate is different from a
short story or a technical report,

We will see that the shift from an author-centred reading of the Cdnrico to a text-centred
reading shifts the interpretation of the Céntico from an overly dogmatic interpretation that predominantly
views it as an allegory describing the relationship between God and an individual human soul to a reading
that opens up the interpretation of the Cdntico 10 contemporary issues in falth life.

The dissertation also addresses a number of issues which concern an interpretation of the
Cdntico. For example, Juan wrote the originary® poem of thirty-one stanzas while a prisoner in Toledo in
1578. Over the pext six years he added to this poem twice: the first time he brought the total number of
stanzas to thirty-nine; the second time he added only one more stanza, but rearranged large segments of the
poem without changing anything in the stanzas themselves. The textual debate has been whether the poem
of thirty-nine stanzas known as Céntico A, or that of forty, known as Cdntico B, is the poem to be used for
interpretive purposes. A hermeneutical approach opens up the possibility that neither Cdntico A nor Cdntico

B should be seen as the definitive poem but that each one may have a contribution to make towards the

* VOGELS, Intetpreting Seripture, 78,

$ *Originary” is the ranslation of the French eriginaire. Orjginaire is uscd by the French philosopherPaul Ricosur to describe a foundationalmeaning-
event. *Originary” is not to be found in most dictionaries, Websters Third New Intemational Dictionary of the English Ianpuage Unabrideed, cd. Philip
Babeock Gove, (Springficld, Mass.: G. & C. Merriam Co., 1981), 1592 defines *originary” as "constituting a source,”




3

hermeneutical understanding of Juan’s Cdntico. Furthermore, ahermeneutical approach opens up the question
of the stars of the originary Toledan poem, and questions the present understanding of the relationship
between Cdntico A and Cdntico B.° As a corollary issue, the relationship between the poems and the
commentaries Juan de la Cruz wrote on them is questioned by the hermeneutical contexmalization of Juan's
Céntico which I have set forth in this dissertation. Other issues concerning methodology and interpretation
of Juan's Céntico are impacted by this hermeneutical framework within which the poem may be read.”

These are outlined below.

2. General Statement of the Problem of the Interpretation of Juan’s Céntico

The world described in the Cdntico of Juan de 1a Cruz initially appears to the reader as an
obscure world. Juan de la Cruz wrote the Cdntico in symbolic language that was charged with emotions and
feelings. The poem moves freely into the past, the present, and the future, obscuring any logical progression
of time as we ordinarily define it. The poem contains metaphors which arouse new and powerful images of
the way two lovers are present in the world. Tradition has labelled this poem a religious poem, or, perhaps
even more strongly, a "mystical” poem, describing the journey God has undertaken with the human soul.

What is astonishing, however, is that not once, throughout the entire poem, does Juan de la Cruz mention

¢ Some scholars use the same title Céntico espiritual to refer to the pocm and the commentary either as individua! works or as o combined unit.
However, when using the title Céntico T am referring exclusively to the poem which bears the longer title Canciones enire ¢l alma y el esposo, Thia
reference 1o the poem is generic, that is, T am not referring to any partcular version of the Cénlico. When 1 am referring to o specific version of the poem,
or Juzn's Commentary on the poem, I will cleacly state this as the cass, Cdnfico A will often be teferred Lo as simply CA and Cénfico B will often be referred
to as CB.

1 Please note the way family names are referenced in this dissertation: Spanish family names arc oficn 2 confunctionof the maternal ax well as the
patemal name. In order to facilitate references to theae names in the BIBLIOGRAPHY at the back of the dissertation I have capitalized the full family name
of all authors. For example, Baldemero Jiménez Duque is referenced as JIMENEZ DUQUE, Baldomero.

Some authors who have becn writing over an extended number of years have cither stopped using their full maternal or patemal family name, or use ivin
some publicationsbut not in others. In erder to facilitate reference to thess authors, and to jdentify them as the same person, I have included the full name
#8 it appears in at least some references. When it doss not appear in full Thave added the rest of the name in aquare brackets, For example, Federico Ruiz
Salvadoris sometimes published under Federico Ruiz. Some of his works can therefore be referenced under RUIZ [SALVADOR], Federico,

In one case the author has stopped using the religious name and changed back to the given family name. In order to be sble to recognize this refercnce
ns one and the same person I have included the religious name with the given family name (if it was the religious name given in the publicaden). Bulagio
de 1a V. Del Carmen may be referenced under PACHO, Eulogio [de 1a V. del Carmen].

If an author has published using anly his or her religious name, this name is treated a3 8 family name and fully capitalized. For exampls; GREGORIO
DE JESUS CRUCIFICADO.
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God.* The poem itself, somehow, brings the reader into the mysterious world of the human and the divine.
The power of the poem has been felt equaily by the sixteenth and the twentieth century reader, even though
the cultural and historical settings of these two eras are dramatically different. The central problem of
interpretation of the Cdnrico thus does not comprise an attempt to clear away the cuitural and historical debris
that has accumulated over the centuries, hiding the true meaning of the text. The long-standing appeal of the
Céntico has shown it to be meaningful to readers in a diversity of cultural and historical settings. The history
of reception of the Cdntico confirms that the poem is meaningful, and continues to be so for a large number
of readers. Therefore, the problem is, how and why can the meaning of the Cdntico be appropriated today,
as it has been over the past four hundred years?

On the level of the text itself, the question surfaces: How does Juan access the transcendent
world of the divine in such secular and, at times, erotic and passionate terms? The task is to show how the
material and secular levels of the poem can possibly access the spirimval and the sacred 1o which the poem
ultimately refers. How is the implied spiritual level of the poem supported by the familiar, cognitional
structures contained within? Ostensive references to concrete objects and definite situations somehow conjure
up a world of the poem that is not strictly secular in nature. But how is this done? Furthermore, has
sufficient attention been paid to this "sacred world” (without referring directly to Juan’s "religious”
interpretation of his own poem) within the confines of the poem itself? Past readings of Juan’s Cdntico have
relied heavily on Juan's own commentary to justify a “spiritual” reading of the poem. But are there other
dynamics at work which open the door to the enigma of the "sacred” manifest through the "profane,” in this
case, through literary works?

At times the tendency has been to interpret the Cdntico of Juan de la Cruz as if it were a
theological treatise and to expect the same kinds of clarifications and logical progressions. The zeal to place
Juan's Cdntico within pre-determined theological categories has inhibited the dynamic nature of this text. As
well, interpretation of the Cdntico has fallen prey to an isolationist stance which interprets this text within the

confines of Juan's own commentary on it. The reader has thus tended to isolate the Cdntico itself from an

' Céntico A 16 speaks of bilsamo divino, but this may not be s direct reference to God.
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encounter with his or her own religious experience. What role does the reader's experience bring to the task
of interpretating the Cdntico? The literature on the Cdnrico has not addressed this question, and has not
suggested a theoretical framework within which we can understand the role of the reader. Juan himself was
sensitive to the contribution each reader brought to his poem.

Juan de la Cruz tells us that the reader's horizon before his poem must include self-
involvement at all levels. There is something operative in the life of the reader, other than just the rational
intellect, which is needed to correctly understand what Juan wrote. Juan de Iz Cruz defined "mystical
theology" not as the theological analysis of mysticism but as the experience of the mystical encounter itself.’
He thus distinguished between scholastic theology and mystical theology, between a theology accessible only
to the specialist and a theology which could be learnt through personal experience,’®  Even though Juan
interpreted the Cdnrico in a particular way by writing a rather lengthy commentary on it, he explicitly tells
us that the stanzas of his Cdnrico cannot be adequately interpreted rationally, not by him, nor by anybody
else.!! In the end, he tells us that each person must stand before the poem of the Cdnrico her- or himself,
In the Prologue to his commentary on the Cdntico he explains that this is the case, 5o that each one may profit
from it "according to the mode and capacity of one's own spirit. ... As ; result, though we give some

explanation of these stanzas, there is no reason to be bound to this explanation.” 2 How, then, is the modern

® Juan makes this distinction in the Prologue of his commentary on the Cdntico when he addresses Mother Ana de Jestts (Lobera), prioress of the
discalced Carmelite nuns of St Joseph'sin Granada in 1584: "Aunquea V.R. Iz falte €] cjercicio de leatogia escolistica con que se entienden las verdades
divinas, no [e falta ¢l de la mistica, que sc sabe por amor, <n que no solamente s¢ saben, mas justamente se gustan.” CH Prologa 3 (Rod,, 573), *Red.*
refers to the critical Spanish edition of Juan's collected works 1 will be using throughoutthis dissertation: San Juan de Ia Cruz:_Obras Completas, ed. Joxé
Vicents Rodriguez, Introduction and doctrinal notes by Federico Ruiz Salvador, 3rd edition, {Madrid: Editorial de Espiritualidad, 1988). “Kav." refens
to the English translation of The Collected Works of St. John of the Cross, trans. Kicran Kavanaugh and Otilio Redriguez, Revisions and Introductiens by
Kieran Kavanaugh, Revised cdition, (Washington: Institute of Carmelite Smdies, 1991).

® This distinction was not new in the time of Juan. For example, Desiderius Erasmus (1469-153G) was an energetic and influentisl proponzntof the
purification of Christianity of an ovetly rational approach to faith life. He criticized ceremonialism and the plethora of corrupt editions of its scriptures
presently in use, He exhoned Christians and the instimational church to return to the simplicity of the teachings of Christ. Colin Thompson tells us that
*The introspection taught by San Juan is of & very different kind from the inwerior religion praised by Erasmus. But the undzrlying protest is perhapa the
satne: & proiest against a religion which ties itself up in dogmatic niceties of exiemal observances, and has nothing to offer to the deeper, inner needs of
man. Mysticism, in seeking to supply those needs, is also a protest against a sterile religion.” Colin THOMPSON, The Poct and the Mystic: A Study
of thz Céntico Espiritual of San Juan de Ia Cruz, Oxford moderm languages and literature monographa(Oxford: Oxford University Press, 1977), 5.

11 »por haberse, pues, estos Canciones compuesto ¢n amor de sbundante inteligencia misticn, no se padrin declarer al juste, ni mi intento scré Lal, sine
sblo dar alguna fuz general, pucs V.R. asi Io ha queride.” CB Prologo 2, (Red,, 572). And in the paragraph before Jun says: "De donde sc sigue que los
santos dactares, aungue mucho dicen y més digan, nunca pueden acabar de declararlo por palabras, asl camo tumpoco por palubras se pudo cllo decie.” CH
Prologo 1, (Rod, 572).

2 B Prologue 2, (Kav., 470}, *Segin su modo y caudal de esplrity, que abreviarlos 2 un sentido & gue no se ncormode todo paledar, ... Y asl, munque
¢en alguna manera s¢ declaran, no hay para qué atarse a 1a declaracibn.” €B Prologe 2, (Red,, 572).
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day reader expected to gain from a reading of the Cdnrico without being bound to Juan’s own explanation?"
What theoretical approach to the Cdnrico might help explain the diversity of readings which Juan himself is
suggesting?

Scholarly studies on the Cédntico by theologians have tended to focus on extracting and
objectifying information from it which binds them to Juan's own interpretation of his poem in the
commentary. This approach has not sufficiently taken into consideration the approach to the Cdntico which
Juan himself has signalled. Generally speaking there has been an exegetical approach to interpreting Juan's
Cdntico. Examples would include the classification and association of key symbols in the Cdntico, or a
distillation of central dogmatic principles of the Christian faith which Juan himself enfleshes in his
commentary. These studies are essential and have been valuable in clarifying the objective content of the
Cantico. Juan, the "spiritual theologian," has much to offer in various areas of Christian thought. But how
do these approaches to the text in fact move the reader further ahead in coming to understand the Cédntico
itself?

When a particular exegetical interpretation is placed on the text, is the text, in fact, opened
to be appropriated? For example, in classifying and interpreting the major symbols in the Cdntico exclusively
within the perspective of the classical spiritual itinerary of purgation, illumination, and union, is there a
tendency to impoverish what is to be understood in the Cdntico? Juan himself tells us that his own
explanation of the Cdntico contains less than what is in the poem.™ 1In this case have the symbols of the
Céntico been reduced to an intellectual abstraction that has unwittingly impoverished them, removing them
from the play of the text on the reader? The following question ultimately surfaces: Is the text of the
Cdntico, as well as the hermeneutics operative within the poem in relationship to the reader, trusted enongh

to allow the poem to speak to the informed reader? What is being reflected in this problematic is the shift

1 Juan was asked to write his own commentary on the Cantico by Mother Ana de Jests (Lobera), as mentioned carlier, We alse know writing
commentarics on "religious” posms has it's roots in a long tredition that criginated with Origin and his allegorical interpretation of the biblical poem the
Song of Songs in the third century. But can we still ssy more about the value of such commentaries, and in particular the commentary on the Cdntico?

W =y nel, lo que de ello se declara, ordinariamente ¢s lo menos que contiene en sl CB Prolago 1, (Red., 572).




in focus from Romantic hermeneutics to what is known today as post-Heideggerian hermeneutics. '

The Romanticist’s perspective approaches interpretation as a search for the psychological
intentions of the author which ultimately reveal the objective content of the text concealed behiind the text.
This psychological approach to interpretation is concerned with the singularity, the acumen, of the author’s
message. Ultimately, however, this approach focuses on the limits of understanding based on the common
use and interpretation of words. A post-Heideggerian approach to hermeneutics sees interpretation as an
attempt to clarify the type of being-in-the-world unfolding in front of the text, through a discovery of the
world-of-the-text which ultimately leads toward self-understanding. Paul Ricoeur suggests that what must be
interprated in a text is a proposed world which could be inhabited and wherein one could project one’s own
possibilities. This is what he calls the "world-of-the-text," the world proper to this unique text. In this "new
hermeneutics," to understand is to understand oneself in front of the text.

The shift from Romantic methods of intetpretation to a post-Heideggerian approach signals
the subordination of understanding as a "method” to understanding as a "way of being,"” and of relationship
to being-in-the-world. It is the former which has preoccupied interpreters of the Cdntico to date. This is to
say that the general approach in interpreting the Cdntico has been an attempt to restore the author's intention
behind the text. This approach, as we will see, limits the potential of the text. For example, Romantic
hermeneutics, as I have already indicated, has not sufficiently taken into consideration the religious experience
which the reader brings to the reading and interpretation of the text. This is a fundamental problem often
overlooked in the exegesis and interpretation of the Cdntico. Any method used to understand religious texts
needs to take into consideration the religious experience which the reader brings to a reading of the text.

Concerning the question of understanding the Cdntico we might ask: Is it the text which

is ultimately to be interpreted by the reader, or is it the life of the reader which gives the text the chance to

13 gee Poul Ricoeur's analysis of this shift in hermencutics in his article: Paul RICOEUR, "The Task of Hermeneutics,” Philosophy Teduy 17 (1973),
112-128. In general, u post-Heideggerian approach to interpretation involves two fundamental shifis in the way texts are interpreted, The first is a shift from
epistemology to ontology, that is, before there is any considerntion of the human subject k- 15, there is 8 more primordial level, thot of Being which is
10 be considered: “Instead of asking *how do we know?, the guestion will be ‘what istheme 1. being of that being who only exists through understanding?

. What we are interpreting is the meaning of being.” Ibid., 120-121, The second nup¢ shift is from the understanding of enother person to the
understanding of the world as it is brought 1o us through texts: *The foundations of the ontological problem are to be sought in the domain of the relntion
to the world and not in the domain of relation with ancther person. It js in relation to my situation, in the fundamental understanding of my position within
being, that understanding in its principle sensc is implied. ... In making understanding ‘worldly, Heidegger ‘depsychologizes’ it." Ihid,, 121-122.
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actualize all the text’s potentialities?'® If emphasis is placed on the latter, what kind of hermensutics can
the reader bring to the text in order to appropriate it? Has Juan aiready modelled this hermeneutical approach
in the relationship he sets forth between the poem of the Cdnrico and his prose commentary on it? What is
suggested by these questions is that Juan is not only offering the reader objective information about his
personal faith experiences, or a description of the content of his belief. Interpretation of the Cdntico cannot
(at Jeast not exclusively) be the search for facts or objective information. Interpretation of the text of the
Cdntico will involve something else. The real concern of this thesis is to set up 2 methodological approach
to the Cdntico to assist the reader to encounter the text as a dynamic transformative event before the Divine.
To enter into this pilgrimage through the text is to "understand” the text.

An adequate approach to understanding the text of the Cdntico includes how it, the Cdntico
itself, becomes operative in the life of the reader and transforms the reader’s life as it did Juan’s. There must
be a hermeneutics operative in the text that confronts the life of the reader in order to allow this to happen.
What we discover, therefore, is that the hermeneutical task in an interpretation of the Cdn#ico is not first and
foremost the work of bringing the past meaning of the text into the present, but rather, bringing the present
meaning of the text into confrontation with the life of the would-be pi]grlm.- A hermeneutical approach to
the interpretation of Juan de Ia Cruz's Cdntico also promises to open us up to the variety of interpretations
of the Cdntico, to which, as I have already indicated, Juan himself explicitly referred.

The problem and central question of this inquiry is thus revealed: Is a hermeneutical
approach to the Cdntico an approach that will allow us to open up the text to our present day reality and
enable us to appropriate it into our life? Or to put it more succinctly: What allows us to open up the text

of the Céntico to our own time?

¥ This question comes o3 a result of comments made by Jean-Paul Michaud in his written feedback after the presentation of this doctoral project at the
Working Seminar, St. Paul University, April 28, 1992,




3. Research Hypothesis

3.1 Statement of Hypothesis

A reading of the Cdntico of Juan de la Cruz within the framework of Paul Ricoeur's
hermeneutical phenomenology will shift the interpretation of the Cdntico from a predominantly ascetical-
theological interpretation (based on the Cdntico’s commentary) to an interpretation of the Cdntico as the
uncovering of the text-world (based on the hermeneutical priority given the poem itself) in confrontation with
the life-world of the reader.

This thesis affects issues concerning methodology and interpretation of Juan's Cdnrico.
Although other issues are also addressed, this thesis:

i) situates and unifies the role presently assigned diverse methodologies in the interpretation
of the Cdntico;

ii) establishes the text of Juan’s Cdntico as a text, that is, accounts for the dialectic
operative in the transition from the oral version of the Cénrico to its written form and the
consequences of this for interpretation;

iii) accounts for the various interpretations of the Cdntico which Juan said were possible;

iv) opens up for further investigation the question of the relationship of the three versions
of the Cdntico, that is, the Toledan poem, Cdnrico A and Cdntico B;

v) situates the contribution which the reader brings to an interpretation of the Céntico;

vi) assesses the role of the title of the poem (Cdntico espiritual) given by the editor,

although Canciones entre el alma y el esposo appears at the top of the poem in the majority

of the mamiscripts;

vii) opens up for further investigation the question of the nature of the poem-commentary

relationship.
3.2 Explanation of the Research Hypothesis

What I am offering is a method to help uncover what remains available to the reader today

in Juan de la Cruz's Cdntico. This implies the following questions: How can Juan de 1a Cruz be read today?

How can the present-day reader, temporally and culturally removed from the genesis of the poem, access

what is croyable-disponible in the Cdntico? The problem is not just understanding Juan de la Cruz’s Cintico
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in the sixteenth century; the text needs to be brought into the twentieth cenwry. Iam not, as yet, suggesting
a twentieth-century interpretation of Juan's Cdntico, but 1 am offering a method by which this can be '

achieved. In so doing, as I indicated above, I am causing certain questions to surface.

4, Methodology

My research will situate Juan de 1a Cruz's Cénrico in the theory of the interpretation of texts
as it is currently being pursued by Paul Ricoeur. Although [ have surveyed a wide segment of Ricoeur’s

thought, it is his recent three volume publication entitled Time and Narrative which has provided the

theoretical framework for this dissertation.” Within Ricoeur’s research on textual hermeneutics, it is the

understanding of the classical concept of mimesis (representation) outlined in Time and Narrative which will

be used to contextualize a hermenentical reading of the Cdntico. Why Ricoeur’s theory of mimesis has been
chosen to build a theoretical framework within which we can interpret the Cdnrico is explored in detail in
Chapter Two: "The Concept of Mimesis.” At this time I will merely make a few general comments on the
value of Ricoeur's theory for my work.

Traditional conceptions of mimesis hold that afl artistic and linguistic productions are
diminished representations of reality. This is the view which Plato develops in his Republic and Phaedrus.
According to James Dicenso, Socrates argues in the Republic that "the artist is at 'third remove' from reality
because he imitates things, such as the products of craftsmanship, which are themselves but imitations of the
forms. This tertiary status means that artistic products are very low in rank of valuation because they are
far distanced from the originary sources of Being and truth,"®* However, Ricoeur's theory of mimesis

stresses that art, and in particular linguistic productions, are intensifications of reality; they bring reality into

1 poul RICOEUR, Time and Narrntive, vol. 1, trans, Kathleen McLaughlin end David Pelimuer {Chicago: University of Chicago Press, 1984); Time
and Narrative, vol. 2, trans. Kathleen McLaughlin and David Pellmuer (Chicago: University of Chicago Press, 1985); Time and Narrative, vol. 3, trans.
Kathleen Blamey and David Pellauer {Chicago: University of Chicago Press, 1958). As indicated [ have used the English transiation of Time and Narrative,
and, as wel, the English translations of Ricocur's other major works. However, Ricoeurisa French philesopher and wrote the bulk of his material in French.
When deemed necessary T have consulted the French text.

W James J. DICENSO, Hermencutics and the Disclosure of Truth: A Study in the Work of Heidegger, Gadamer, and Ricocur, (Charlontesville:
University Press of Virginia, 1950), 1 16-117,
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focus in a way which it was not before.

A text, according to Ricoeur's concept of mimesis, contains a swrplus of meaiiing beyond
the intention of the author. Ricoeur’s hermeneutical theory reconstructs the notion of mimesis to help us
understand that even though particular historical and cultural faciors gave birth to a text, its meaning is not
locked within them, or limited by them.! What I am suggesting is that understanding the text of the Cdritico
is not dependent so much on where it came from as on where it is going, that is, on the reaiity that the text
refers to in a current reading.

Ricoeur’s theory of mimesis suggests that the text, once written, has a certain independence
even from the intentionality of the anthcr.® For Ricoeur, the author appears to be merely the first
reader.” Even the author may be open to interpreting his or her own work as we see in the prose
commentaries Juan wrote on the Cdntico. Ricoeur’s hermeneutical theory will therefore take us beyond an
ideclogy that claims that an adequate understanding of the Cdntico can be reached through an unravelling of
the theological concepts embodied in the text. Theological analysis is necessary in Ricoeur’s hermeneutical
program, but it is seen only as an inadequate step toward a more sophisticated understanding of the text. In
the hermeneutical theory of Ricoeur, the effect the text produces on its reader and the life-world the reader
brings before the text are intrinsic components of the present or actual meaning of the text.? Ricoeur’s
interpretation theory takes into account the religious experience which the reader brings before the text. This
was something of which Juan de la Cruz was aiso very aware. As Ricoeur tells us, "The moment of
‘understanding' corresponds dialectically to being in a situation: it is the projection of our ownmost
possibilities at the very heart of the situations in which we find ourselves. ... For what must be interpreted

in a text is a proposed world which I could inhabit and wherein I could project one of my ownmost

¥ This problem is suggested by Paul Ricocur in the following passage. *There is thus problem of the interpretation of works, a problem irreducible
to the step by step understanding of sentences.” Poaul RICOEUR, "The Hemeneutica! Function of Distanciation,” in Hermenuetics and the Human Scicnces,
ed., truns., and Introduction by John B. Thompson (Cambridge: Cambridge Univerzity Press, 1981), 136,

¥ RICOEUR, "Metaphor and the Central Problem of Hermeneutics,” 165,

1 RICOEUR, "What is a Text? Explanation and Understanding,” in From Textto Action: Bssays in Hermenculics IL, trans. Kathleen Blamey and John
B. Thompson (Evanston: Northwestern Univesity Press, 1991), 105,

2 RICOEUR, Time end Narrative, 1:77.
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possibilities."® With this approach, the meaning of the Cdnrico is found in the intersection of the world
of the Cdntico with the actual and potential world of the reader.

We must note, therefore, that Juan de la Cruz is not talking about the physical world as the
world which is accessible to the reader through the appropriation of the Cdnrico. The problematic of
interpretation enters because the world 10 be interpreted in the Céntico is a world accessed by the
imaginaton.® Juan's Cdnrico is largely a fictive interplay between imaginary characters and colourful
images drawn from the world of nature.

The Cdntico of Juan de la Cruz is replete with metaphors and symbols, enigmatic
expressions and poetic discourse which describe a potential world to be appropriated by the reader. Ricoeur's
theory of mimesis provides the tools necessary to understand how we may appropriate a largely symbolic
world such as the one comained in the Cdntico. In short, Ricoeur’s text theory of mimesis offers us an

understanding of how we are to understand poetic discourse such as that of the Cédntico of Juan de la Cruz,

5. Plan of the Dissertation

My methodological apprcach to the Cdntico will be what 1 have chosen to call a Global
Hermeneutical Method. 1 will use Paul Ricoeur’s textual theory of mimesis to construct 2 method that
examines the Cdntico from three perspectives, or more dynamically, from the perspective of three different
"mimetic moments." Ricoeur describes these three moments as that of prefiguration (pre-understanding of

" the text), configuration (distanciation from the text), and reconfiguration (appropriation of the text). Itis this

B RICOEUR, "The Hermeneutical Function of Distanciation,” 142,

* The reader, therefore, receives more than mere information from a text. The reader receives 8 new way of being in the world through the meeting
of the warld-of-the-text and the world of the reader: "Whet a reades receives is not just the sense of the work, but, through its sense, its reference, that is,
the experience it brings to languoge and, in the last analysis, the world and the temporality it unfolds in the Jace of this experience.” RICOEUR, Time and
Narrative, 1:78-79,

3 Ricoeur distinguishes between two kinds of texts with different senses of world: the scientific text (referring to the physical world) and the poutic
or literary text (referring o a potential or possible world accessed through the imagination). The former does not present a difficulty in interpretation; the
latter does. It is this kind of world which Juan presents to us in the Cantico, As Dovid Klemm ssys: *The hermeneuticatly unproblematic case of reference
to aworld by atext is that of a descriptive or scientific text. .. The hesmencutically significant sense of werld for Ricoeur is enjoined with the interpretation
of literary or poetic works, by which Ricoeur means works that refer not 1o the physical world but to a possible world accessible to the imagination." David
E. KLEMM, The Hermencutical Theorv of Paul Ricoeur: A Constructive Analysis, (Toronto: Associated University Presses, 1983), B5.
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threefold mimesis which I have used to structure the dissertation, and to bring Juan de la Cruz's poem into
dialogue with the text theory of Paul Ricoeur.

Chapter One: METHODOLOGICAL APPR.OACHES TO THE CANTICO will lay
out the predominant methodological approaches to the poem currently in use. When I have shown that these
approaches do make a contribution to the hermeneuticat approach but do not adequately respond to questions
concerning the appropriation of the Cdntico, 1 will move into Chapter Two: THE CONCEPT OF
MIMESIS. In the second chapter I will begin to develop Ricoeur’s theory of mimesis which helps us
respond to some of the issues concerning the appropriation of a text. This second chapter will contextualize
the Cdntico within that part of Ricoeur’s theory of mimesis he calls "mimesis;." We will see that what is
important in this moment of my methodological construction is the pre-understanding of Juan's Cdntico in
terms of the resources Juan de la Cruz had available to him. I will refer to this as Juan’s conceptual and
symbolic world. I wilt describe this world in its cultural and historical manifestzcion in Chapter Three:
MIMESIS, AND JUAN’S CONCEPTUAL AND SYMBOLIC WORLD. Since this mimesis involves
Juan's life and its significant moments I will give a brief biographical outline. The literary resources Juan
had available to him and the historical development of the various texts of the Cdntico will be presented. In
a particular way the western mystical tradition will be considered as one of the primary resources which
helped shape Juan's Cdntico.

At this point I shall be ready to examine the text of the Cdntice which Ricoeur calls its
"configuration.” Chapter Four: MIMESIS, AND CONFIGURATION OF THE CANTICO contextualizes
the text itself within this second moment of Ricoeur’s theory of mimesis called "mimesis; " Mimesis, is
characterized by its mediatory function. While mimesis, considers the pre-linguistic resources available to
the author, mimesis, refers to the making of a literary structure which interprets and organizes those resources
into a text. Within Ricoeur’s theory of mimesis the text is seen as a mimesis of human action which results
in a production or form for meaningful human action beyond the text itself. At this point I will be ina
position to examine the text of the Cdntico. The following chapter, Chapter Five: MIMESIS, AND THE

TEXT OF THE CANTICO will therefore draw out the consequences of this mimetic moment with respect
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to the text of the Cdntico. The consequences of the analysis of the dramatic structure of the Cdnrico will
suggest how the Toledan poem, Cdntico A, and Cdntico B relate to one another in the context of Ricoeur’s
theory of mimesis;.

Having entered into an examination of the actual text of the Céntico, I will then explore how
reading leads toward the appropriation of the text by the reader. The third moment of the hermenentical arc
will therefore be explored. Ricoeur refers to this moment as mimesis,. Chapter Six: MIMESIS; AND
APPROPRIATION OF THE CANTICO will situate Juan's poem within text-reader theory and will suggest
how one might enter into an understanding of the Cdnrico through reading the text in interaction with the
reader’s own horizon of experience. I will thus present a theoretical framework within which we can
appreciate the diversity of readings of the text of which Juan himself spoke. This theoretical framework will
alio help us better understand the wansformative power of reading. It is in the exploration of the dynamics
of reading as an act of "play" and the production of "mood” that the sransfoymative dynamic of the Cdntico
is confronted. These investigations will help us understand that the meaning of Juan's Cdntico is inserted
within the movements of transformation and conversion in the Christian journey.

Chapter Seven: MIMESIS, AND RECEPTION OF TI-[E CANTICO will round off the
dissertation with a look at three issues concerning the appropriation of the Cdntico which are impacted by the
hermeneutical contextualization of the Cdntico I have developed throughout the dissertation, First I will
examine the significance of the title which Juan gave the poem. This title is not currently used in publications
of Juan's Cdntico. The implications of this editorial choice are thus examined within the context of Ricoeur’s
appropriation theory. Second I will examine the issue of the relationship of the poem with the prose
commentary written on it. A hermeneutical appropriation of the Cdntico brings a unique appreciation of the
relationship between these two different forms of Juan’s literary output. The question of the inter-textual
relationship between these diverse forms of discourse will thus be explored in view of the elements of
Ricoeur’s theory of mimesis and appropriation developed in the dissertation. Ina third section I will raise
the question of the ontological import of Juan’s Cdntico. This is to raise the question of the refiguration of

existence made possible by the Cdntico, ~New models of being-in-the-world are the hermeneutical
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interpretations of the poem which this dissertation opens up.

I will end the dissertation by reviewing the particular contribution a hermeneutical
framework brings to an interpretation of Juan de la Cruz's Cdnrico. 1 will also summarize the various
methodological issues which are opened up as a result of the hermeneutical framework 1 have proposed for
the Cdntico. These issues suggest the possibility of further research on the Cdntico within this hermeneutical
framework.

A single Appendix follows the body of the text. In this Appendix 1 have included the
Spanish text of the Toledan Cdntico, Cdntico A, and Cdntico B, as well as a side-by-side English translation

of each stanza.




CHAPTER ONE

METHODOLOGICAL APPROACHES TO THE CANTICO

1. Introduction

In order to better understand the methodological contribution of this dissertation it would
be helpful to review the main approaches which have been used to study Juan de la Cruz’s work in the past.
Several scholars have already classified and/or evaluated the various approaches which have beenused to study
Juan de la Cruz’s entire corpus.! I will use these studies to summarize the methodological approaches to
Juan's de la Cruz’s corpus while citing exemplary works which characterize each methodological approach.
] will refer to specific texts from these studies to help sitvate each method in the context of the present
investigation. It is to be noted that a particular author cannot be exclusively identified with any one method
in the study of Juan de 1a Cruz. The methods themselves overlap and are not mutually exclusive. However,
most scholars fit more readily into one category than an other.

The second section of this chapter will look at methodological approaches from a different
perspective. I will suggest that the movement toward the hermeneutical approach is already evident in the
literature on sanjuanist studies. This assertion will be supported by outlining the contribution Roger Duvivier
has made in his use of phenomenology to study the Cdntico. In fact, the phenomenological approach could
be listed as one of the methods which has been used to study the sanjuanist corpus, However, because of the
importance of Duvivier’s study, and its direct link with the hermeneutical interpretation I am outlining in this
dissertation, I have decided to treat it in a separate section. The phenomenological approach is but one move
away from the hermeneutical approach I am exploring in this dissertation.

In the third section of this chapter, I will begin to explore how all of the foregoing

! See for example: Max Huot de LONGCHAMP, Lectures de Jean de lo Croix: Esssi d*Anthropologic Mystigue, ed, Charles Kannengicsser, with a
Prefuce by Albert Deblaere, Théologie Historique 62 (Paris: Beauchesne, 1981), 351.416; Andres Rafacl LUEVANQ, Endless Transforming Love: An
Interpretation of the Mystical Doctrine of Saint John of the Cross Aceording to the Soul's Affective Relation and Dvnamic Structure, Vacare Deo 9 (Rome:
Institutun Carmelitenum, 1990), 13-26; Marilyn May MALLORY, Christian Mysticism: Transcending Techniques: A Theological Reflection on the
Empirical Testing of the Teaching of St. John of the Cross, (Assen: Van Goreum, 1577), 3-10; Federico RUIZ [SALVADOR), *Sintesis Doctrinal,” in
Introduceidn a la lectura de San Juan de la Cruz, ed. A. Garela Simén (Valladolid: Junita de Castilla y Ledn Conscjerin de Culturay Turisma, 1991), 222-223,
For anot too positive evaluation of de Longchamp's Lectures and his methodological approach see Richard P. HARDY, "Recensions - Book Reviews,” Eglise
¢t Théalogie 13 (1982), 256,
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approaches to the sanjuanist corpus contribute toward the hermeneutical approach. It is the hermeneutical
approach which will be expanded throughout the dissertation and used to show the methodological issues and
gains that arise from this interpretation of Juan de la Cruz’s Cantico.

Let us now turn to the first section of this chapter: a description of the various

methodological approaches which have been used in the study of Juan de la Cruz’s corpus.

2. Methodologies Used in the Study of the Corpus of Juan de la Cruz

All sanjuanist methods contribute in some way toward an understanding of Juan’s Céntico.
The plurality of methodologies which analyze the Cantico from various perspectives is therefore a rich
resource for the hermeneutical approach developed in this dissertation. Various classifications of the
approachesto Juan de la Cruz's work have been proposed. Max Huot de Longchamp divides them into two
main categories: lecture svstématique and lecture svmbolique®>  Federico Ruiz Salvador suggests five

divisions: 1. ascético-teoldgico; 2. metafisico-existencial; 3. filosofico; 4. teoldgico-existencial; and 5.

fenomenoldgica® Andres Rafael Luevano also classifies them in five divisions: 1. historical; 2. thematic;
3. theological/philosophical; 4. literary/poetic; 3. psychological.* The classifications by Ruiz Salvador and
Luevano appear to be more encompassing and, therefore, more useful than Longchamp’s. However, Ruiz
Salvador leaves no place for literary and textual studies, while Luevano joins together theological and

philosophical studies. Literary-textual, as well as philosophical and theological studies, cach have their own

! LONGCHAMFP, Lectures de Jean de Ia Croix, 391-392, In the cnd Longehamp rejects both these approaches (he calls them tentations). He suggests
the kectre systématigue and the Jeemye symbolique both misrcpresent Juan. Longchampgacs onto suggesthow to read Juen, but his remarks are extremely
general, Ibid., 415416, Longchamp simply indicates that he prefers a *descriptive” approach to & “speculative” approach to Juan's works, Longchamp
gocs on 1o affirm that a mystic cannot make & contribution toward systematic theology at all. Quoting A. Poulain, Longchamp suggests that *I'école
spculative a produit des chefy-d’ocuvre, qui probsblemenine pourront pas fuc dépassts. On préftrer les réédiler que de recomumencer lour immenae
wravail, Enunmot, il nc semble pas que 1a mystique puisse faire des progreade ec c6té.” A, POULAIN, Des grices d'oraisons, 11th edition, (Paris: 1931),
xeviti-xeic, quoted in LONGCHAMP, Lectires de Jean de la Croix, 4135,

3 RUIZ [SALVADCR], "Sintesis Docuinal,” 222-223,

+ LUEVANO, Endless Transforming Love, 13. Lucvano goes o to developa sixth methodological approach which he calls the "structural-dyoambc
method® of interpreting mystical texts, and it paricular those of Juan de Ia Cruz. However, 1 include his own approach within & theological approach.
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methodological considerations and therefore, it would appear, should have their own methodological
classification. This will become clear when I examine the contribution that each of these approaches makes
to the study of the sanjuanist corpus. I have therefore opted for the following divisions which allow the
significant contribution of cach methodological approach to be recognized: 1. historical-contextual; 2.
literary-textual; 3. ascetical-theological; 4. thematic-symbolic; 5. philosophical; 6. psychological.

The purpose in presenting these methodological approaches to Juan’s corpus is twofold: 1.
to highlight the contribution which each one of them makes toward the study of Juan’s corpus; 2. to

concretize these studies using examples from their use in the study of the Cdnfico.

2.1 Historical-contextual Studies
Excellent biographical studies have been published on the life and times of San Juan de la

Cruz.® Two exemplary works in this area are: José de Jesis Maria [Quiroga}, Historia de la vida v virtudes

del Vernerable P, Fray Juan de la Cruz (1628) and Crisgono de Jesus, Vida v obras completas de San juan

de 1a Cruz, (1946). However, the focus of the various biographies published over the last four hundred years
has been quite disparate.® Early biographies, and even those written in the first part of our own century, tend
to indulge in hagiography. The authors of these biographies tried to fit the life of Juan into their contemporary

understanding of holiness. This biographical content often included detailed descriptions of miraculous and

* Early biographical information on Juan de la Cruz is primarily found in the documents for his beatification. This infermation was rvcorded between
1600.30. See THOMPSON, The Poet and the Mystie, 21-26 for a deseription of this pracess, These so-called dichos come from peaple who knew Juan,
and for this reason they are a primary source for any biographicat study of Juan, Silverio de Santa Teress has published much of this eatly biographical
materinl (with the works of Sun Juan included): Obras de San Juan de Ja Cruz, ed. and notes Silverio de Santa Teresa, 5 vols,, Bibliotees Mistica Carmelitana
10-15 {Burgos, El Monte Carmele, 1929-31). However, due Lo the beatification cause for which much of the information was gathered, the early biographies
tend 1o include hagiographical material. For example, a biography by JOSE DE JESUS MARIA [Quiroga), Historia de la vida v virtudes del Venerable P.
Frav Jusn de In Cruz, (Brussels: Ivan de Meerbeeck, 1628), is of this nature. The important work of BRUNO DE JESUS-MARIE, Saint Jean de Ia Crojx,
with a Preface by Jacques Maritain, Revised and comrected from the 1929 edition, (Paris: Plon, 1948) also contains hogiographical content, even though it
is of & scholarly natre. The sundard biography in Spenish by the famed CRISOGONO DE JESUS SACRAMENTADO, Vida de San Juan de la Cruz,
Revised and annototed by Matia def Nifia Jesis, 13t edition 1946, 11th cdition, Biblioteca de Autores Cristianos 435 (Madrid: Editorial Catblica, 1962)
slthough also of a scholarly natre, it suffers from a less than critical evaluation of spectacular stories from Juan's life. For a detailed history of the reform
of the Carmelite order with which Juan de Jo Cruz and Teresa de Avila were involved see: Allison PEERS, Handbook to the Life and Times of St. Teresa
and St John of the Cross, (London: Bums and Oates, 1954}, 3-104, For a brief yet very helpful account of the principal persenages associated with Juan
and Teresa see Ihid,, 107-233.

* Richard Hardy has given us a good idea of the range of these various biographical accounts in Richard HARDY, Search for Nothing: The Life of
81. John of the Croas, (New York: Crossroads Publishing Ce., 1982}, 147-148, I would particularly recommend this bisgraphy to the individual whe would
like to be in touch with Juan's personal charecteristics and the events that touched him deeply in his life.
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extraordinary events in Juan's life.” Conversely, the most recent biographical accounts tend 1o focus on Juan
as he lived the common inheritance of all of humanity.® Of singular importance in these studies is Richard
Hardy, Search for Nothing: The Life of St. John of the Cross,

These latter accounts reveal a more complete picture of Juan, his human joys, as well as his
struggles.® It is the Juan of the world common to all people who is the author of the Cdnfico. Juan was se
much in touch with himself, with humanity, and creation, that he was able to create poetry that spoke to others
at a very deep level of their being,

Historical-contextual studies help explain the Cdnfico because they situate Juan within the
context of his family life and of personal experiences which are reflected directly or indirectly in his texts.
These studies have often broadly taken the form of historical or biographical studies which include a
description of the sociological, political, cultural and religious climate of Juan’s time. Personal experiences,
such as the nine-month intemment in Toledo during which Juan wrote the first thirty-one stanzas of the
Céntico, are used to analyse and help ns understand Juan’s enigmatic writings. Or, to take another example,
CB 14 speaks of las insulas extrafias. It has been suggested that this phrase brings into the Cdntico all the
mystery and intrigue of the recent discovery of the islands of the so-called "new world" in 1492 which Juan

would most certainly have heard about. Another example: although one would hardly expect to find cucvas

de leones enlazado in the nuptial bed of CB 24, this expression makes sense in the context of the coat of arms

of the de Yepes family to which Juan belonged.'

7 Whether these stories are true or not is not the concern of this study. However, sinee some stories border on the incredulous, their reliubility can at
least be called into question, Richard Hardy recounts of seme of these extraordinary stories in "Early Biographical Documentation on Juon de la Cruz,”
Science et Esprit 30 {1578), 313-23, Hardy gives a bolanced and succinet presentation of the life of Junn de ln Cruz in another publication: *San Juan de
Ja Cruz (1542-1591) A Personality Skeich," Ephemerides Carmeliticae 29 (1578), 507-518.

® Richard Herdy's own work Search for Nothing, a scholarly and well researched biography eithough written in a popularized style, is justifiably critical
of the inclusion of biographical ancedotes bordering on the fantastic, Gerald BRENAN, St. John of the Cross: His Life and Poetry, (Cambridge: Cambridge
University Press, 1973) cantains a briefer biographical account but isnonetheless very informative. He also adopts a eritieal attitude toward the hagiographical
material related in some of the principal biographical works on Juan.

* Interestingly enough, cirrent biographies still tend to fil Juan into the most recent, up-to-date, understanding of holincas (i.c. o concem for creution,
focus on reletionships, and e non-dualistic approach to sexuality), However, it could be argued that the contemporary uppreciation of holiness is more
balanced and includes a giobal look at the individual in the world, rather then a focus on a strietly *other-worldly” life preoccupicd with the transcendent.

® ‘The de Yepes coat of arms features s lion cowned with gold on an azure background. This femily shield may have been seen hung over a bed of
a relative when young Juan was travelling with his mother after the death of his fother. Juan's memery may hove trensformed what were childhood
experiences, but at times this method affirms that it is these past recollections which are used to construct polent images on the tip of Juan's sdult pen. See
Georges TAVARD, Poetry and Contemplation in St. John of the Cross, {Athens: Ohio Univerzity, 1988), 44.45, For a description of the coat of arms of
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Historical-contextual studies thus aid the interpreter in situating the Cdntico in Juan’s life

and help explain the presence of enigmatic phrases or expressions which may be foreign to the contemporary
reader. It constructs for us a picture of Juan's life, and we can form a mental image of Juan, the man, who
wrote the Cdntico. Historical studies allow us to enter into dialogue with the times in which Juan lived and
thus we are assisted in contextualizing the poem in the throes of sixteenth-century Spain. Historical studies,

therefore, help the reader situate the text within the climate of its production.

2.2 Literary-textual Studies

Literary studies recognize Juan de la Cruz as an exemplary Spanish poet and author. This
method of study examines Juan’s literary techniques, his style, and the possible literary sources for the
Céntico. Textual studies ensure that the sanjuanist scholar has a reliable and accuratetext with which to work,
whether this be in the original Spanish or a translation. Literary and textual studies endeavour to delve into
the meaning (or meanings) of individual words or phrases within the context of their historical and literary
use. These studies have also provided the analytical expertise needed to determine the authenticity of both
Cantico A and Cdntico B."!

The pioneers in the area of literary studies are Jean Baruzi, St. Jean de la Croix et le

probléme de 1’experience mystique (1924), Crisogono de Jesis Sacramentado, San Juan de la Cmz su cbra

cientifica v su obra literaria (1929), and Damaso Alonso La poesia de san Juan de 1a Cruz (1942),'% Their

studies focus on the cuitural sources which Juan wove into his poetry. For example, Alonso’s contribution

places Juan’s corpus in the context of the popular folk songs and poetry of Juan’s day, such as, for instance,

the Yepes family se¢ Francisco PIFERRER, Nobilitario de los Reinos v Sefiorios de Espafig, vol. 3 (Madrid, 1857), 189.59, quoted in TAVARD, Poetrv and
Centemplation, 256, n. 8.

# A summary of the various studies which cither support or deny the asuthenticity of Cdnrico B is presented in Chapter Five, page 186,

1 Jean BARUZL Saint Jean de la Croix et le probléme de ['expérience mvsliue, (Paris: Librairie Félex Alean, 1524); CRISOGONO DE JESUS
SACRAMENTADO, San Juan de la Cruz. su obra cientifica v su obra literaria, 2 vols., (Madrid: Editorial Mensajere de santa Teresa y de san Juan de la
Crux 1928); Damaso ALONSOQ, La poesia de amn Juan de Ja Cruz: Desde esta ladera, (Madrid: Consejo Superior de Investigaciones Cientificas Instituto
Antonio de Nebrija, 1942). These studies do not deal exclusively with the Cdntico, but arc standard in any literary study of Juan's poetry.
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the work of Garcilaso. Colin Thompson offers an excellent summary of the literary origins of the Cantico

in The Poet and the Mvstic.'* One of the most extensive literary studies focused specifically on the Céntico

is Stvlistic Relationship in the Cantico espiritual by Rose Marie Icaza.'* José Morales in El Cintico espiritual

de San Juan de la Cruz, begins his own analysis of the Cdntico with an Introduction entitled "El Problema de
las <fuentes literariax de San Juan de la Cruz."® His specific project is 1o examine the classical and
popular sources of the Cdntico. In particular his study focuses on the biblical Sorg of Songs as the primary
source for Juan's own Cdnfico.'s

There are no manuscripts of Juan’s Cdntico in his own handwriting. Publications of the
Céntico are dependent upon the study and evaluation of the varions manuscripts. A list of these manuscripts

can be found in Eulogio Pacho, Cantico espiritual; Primera redaccion v texto retocado.'”  Extensive work

has been done on the determination of the critical and authoritative text of the Cdntico, particularly by Eulogio
Pacho.'® A good introduction to the textual difficulties conceming the Cdntico can be found in his, “El
«Céntico espiritual > retocado: Introduccién a su problematica textual."”® Other scholars have also done
extensive work on establishing the authenticity and exactness of the sanjuanist texts. These include Obras del

mistico_doctor san Juan de la Cruz® by Gerardo de San Juan de la Cruz and Céntico espiritual v pocsias

1 THOMPSON, The Poet and the Mystic, 62.80.

1 Rose Maric ICAZA, The Stylistic Relationship Between Poetry and Prose in the Cantico capiritual of San Jusn dc 1a Cruz, The Catholic Unlversity
of America Studies in Romance Languages and Literatures 54 (New York: AMS Press, 1965).

18 José L. MORALES, Bl Cintico espirinial de San Juan de 1a Cruz: su relacién con e} Cantar de los Cantares y otras fuentes escritispisticas v literarjas,
(Madrid: Editorial de Espirimalidad, 1971}, 9-22,

% “La mayoria de los intérpretes de San Juan de la Cruz son tzélogos o escritores espirituales cuyo modo de enfocar el esmdio es tzolégico y mistico,
Nuestro trabajo mira en primer iérmino a lo literario, aunque no sc limita al catnpo lirico de San Juan de 1a Cruz. Hemos tomado como punto de pantide
las fuentes literarias, proponiéndonosdemostrar la iesis de que es |a Biblia, y sobre tedo el libro del Caniar de los Cantares, 1a obra de mayor influencia
cn ¢l Cantice Espiritual.” MORALES, El Cintico espiritual de San Juan d¢ Is Cruz, 16.

1 Cintico espiritual: Primera redaceion y testh retocado, Introduction, editing and netes by Eulogio Pacho, Clisicos Olvidados4 (Madrid: Fundaciin
Universitaria Espafiols, 1981}, 5-8,

W A thorough anatysis of the text of Cdntico A can be found in Pacho's monumental work: PACHO, Ciintico espiritunl: Primera redaccion y lexto
retoeado; and San Juan de 8 Cruz v sus escritos, Teologia y Siglo XX 10 (Madrid: Ediciones Cristiandad, 1969). A list of primary soutces and an extensive
bibliography concerning the textual criticism of the Cdntizo can be found in El Céntico Espirjtunt: Trayectoria Historica del Texto, Bibliothecn Curmeliticy,
Series IT: Studis, vol. 7 (Rome: Desclée, 1967), ix-xxii.

¥ Eulogic PACHO, “El <Céntico espiritualy retocado: Introduccions su problematica icxmal,” Ephemerides Carmeliticae 27 (1976), 362452,

» Obras del mistico doctor san Juan de 1o Cruz, ed. Gerardo de San Jusn de Ia Cruz, 3 vols., {Toledo: J. Peliez, 1912-1914),
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de san Juan de 1a Cruz segiin el codice de Sanlicar de Barramedz? by Silverio de Santa Teresa.

In summary, then, the strengh of the literary-textual method is that it examines the text itself
as a poetic text or as a piece of literature and strives to contextuake the text within its place of production.
Although it may dissect the Cdntico in certain puases of its analysis, it tends to consider the text as a whole.
The internal movements of the Céntico are highlighted by this approach. Therefure, literary-textual stndies
offer valuable insights into the technical aspects of the Céntico. 1t is easy to see that literary-textual studies
show the logic of the operations that connect the text of the Cantico through, for example, rhyme, alliteration,
or cacophony, and assure us of the integrity of the code of the text. Through them we come 10 appreciate the
acsthetic qualities of Juan’s Jabour. Literary-textual studies assure us that we have an accurate text to
interpret, and help guarantee reliable translations through the understanding of individual words and phrases

in their historical contexts.

2.3 Ascetical-theological Studies

Ascetical-theological studies help to explain and illustrate Juan de la Cruz’s doctrine in the
advancement of the spiritual life. This method often uses a particular theological system 1o interpret Juan's
writings and fosters the development of the spiritual journey in the life of the reader. Quite often scholastic
theology or Thomism is used to probe Juan’s thought toward this end® Clarification of the spiritual journey

is helpful since there are 1wo fundamental impasses which ascetical-theological studies help us understand.*

3 Cantico espirimal v poeafas de san Jusn de I Cruz seetin ¢l codice de Sanlicar de Barrameda, ed. Silverio de Santa Teresa, 2 vols., (Burgos: EL

Mente Carmelo, 1928).

T Below, in my presentation on Paul Ricoeur, we will see that the acsthetic quality so much appreciated in Juan's Céntice is not merely decorative but,
to o large degree, provides the meaning of the text for the reader, Ricoeur states: "Centrary Lo the common idea that pleasure is ignormat and mute, Jauss
asserts that it posscsses the power Lo open a space of meaning in which the logic of question and answer will subscquently unfold. It gives rise to
understanding--i donne & comprendre. Pleasure is g perceptive reception, attentive to the prescriptions of the musical score that the text is,” RICOEUR,
Time and Narrative, 3:174,

Time and Narative,
1 LUEVANO, Endiess Transforming Love, 15.

¥ These two negations are summarized from: José Sénchez DE MURILLO, "La Estructura del pensamiento de San Juan de la Cruz: Ensayo de
interpretacitn fenomenologica,” in Expetienciay pensamiento en San Juon de la Cruz, ed. Federico RUIZ [SALVADOR] (Medrid: Editorial de Espiritualidad,
1990), 304,
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The first impasse is that of the self, the natural individuality of the person marked by sin. The second impasse
is that of the world: full union with God is not possible in this world. The fullness of life with God comes
only with physical death.

Ascetical-theological studies can thus be used to ¢laborate Juan de la Cruz’s description of
how the human person lives and grows within these two moments of impasse. The strength of this method
of interpretation is therefore its pursuit of clarity concerning the traditional stages of mystical transformation
of the human person. For example, these studies are uscd to elaborate Juan's doctrine conceming the active
and passive nights of the soul. Ascetical-theological studies are also used in sanjuanist scholarship to chart
the purgative, illuminative, and unitive ways to God. It is this yia mistica which Juan uses ta interpret the

Cdntico. In St._John of the Cross: His Life and Poetrv, Gerald Brenan says of the Cdnfico: “Iis general

message is clear enough. ... it is an allegory representing the journey of the soul to union with the Godhcad.
According to it, the first twelve stanzas represent the purgative stage of the via mistica and express the misery
and restlessness of the soul that is filled with unsatisfied love for God."**

Furthermore, the ascetical-theologicalmethod strives to elucidate how traditional orthodox
beliefs are reflected in the Cdntico.*® For example, the ascetical-theologicalmethod is capable of describing
the intimate union with God possible in this life, without losing the distance which exists between creature
and Creator. This is seen in Georges Morel’s interpretation of stanza five of Cdntico B in Le Sens de

I’existence selon Saint Jean de la Croix.”’ Using this text Morel affirms the permanent distinction between

God and the individual even within the “spiritual marriage."
Ruiz Salvador, using what he describes as a theologi cal-existential® approach, suggests that

the interpretive key to Juan's writings is the following: Christian life is a process of liberation which is

# BRENAN, St. John of the Cross: His Life and Poetry, 120-121.

3 =Eup distancia ¢s un abismo ontolégico que no puede ser salvado ni siquiers en In visién beatifica” DE MURILLO, *Estructura del pensamicenta,”
305.

T Georges MOREL, Le Sens de V'existence selon Saint Jean de ls Croix, Théologic 46 (Paris, 1960), 2:242-246,

3 RUIZ SALVADOR, "Sintesis doctrinal,* 223,
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realized through the obscurity of the night of the Nada.® Ruiz Salvador’s approach to Juan de la Cruz
suggests that to read Juan is not just to repeat what he did or to follow the same path. Rather, each person
must follow their own choices, foliow their own noche. It is not possible to merely repeat Juan’s experience
in the life of the contemporary reader. Juan tells us as much in the Prologue of his Cdntico as Ruiz Salvador
points out.®® This suggests that it is not possible to construct a set process of transformatien, as read into
the text. Ruiz Salvador, however, falls into the temptation of constructing a sanjuanist system, and part of
that system is a defined process of human liberation based on classical theological categories.”

We may also include Eulogio Pacho, the leading commentator on the Cantico, in our list of

scholars who are proponents of the ascetical-theological method.3? In Vértice de la poesia v de 1a mistica:

El < Céntico espiritual> de San Juan de la Cruz, Pacho describes exegetical principles which must be used
10 uncarth the Céntico’s doctrinal content. Bord, Criségono, Lucien-Marie, &s well as other scholars, have
used scholastic principles and categories from the ascetical-theological method in their investigation of the
Cantico.

In conclusion we can say that ascetical-theological studies help us to understand the

» RUIZ SALVADOR, Introduccién o San Juan de la Cruz: El eseritor, los escritos, el sistema, 49-50. *La negacién es columna del sistema sanjuanista.
Ocupa un lugar irrecmplazable y contribuye eficazmente a la armonia del conjunts, ... La NADA de San Juan de la Cruz estd bien solamente en el lugar
donde €] Ia ha colocado. La tentacién de sacar de quicio esie elemento del sistema se renueva constantemente.” Ibid., 414,

¥ =En ¢l prélogo de} Canlice precisa la clase de lector que desea para sus libros. Tiene que ser una persone que no s¢ gie 2 la interpretacion dada por
¢l autor, que sepa reinterpretar por sa propin cuents ¥ a su propio nivel fos dichos de sabiduria mistica. San Juan de la Cruz mismo ha dado cjemple,
interpretando la primera estrofa de lo Nache cuatro veees y a distinto nivel. Y todas cllas hocen sentido perfecte.” RULZ SALVADOR, Introduccidn a San

Jugn de lo Cruz: El cscritor, los escritos, el sisterna, 128,

71 This approach is evident in the subtitles which Ruiz Salvador gives his work in Introduecion a San Juan de 1a Cruz: El eseritor, fos eseritos, el sistema,
For example, Section I, which consists of seven chaplers, is subtitled “I1 Sistema,” end Section IV, with a total of eight chapters, is subtiled, "Processo
Evolutivo.”

31 Among his extensive publications the following works demanstrats this spproach: Eulogie PACHO, Vértice de la poesin 'y de la mistica: El « Céntico
espiritualw de San Juan de 1a Cruz, Estudios Monte Canmelo 4 (Burgos: Editorial Monte Carmelo, 1983); Tbid., San Juan de o Cruz: Tetnas fundamentales,
2 vols., (Burgos: Editorial Monte Carmelo, 1984); Ibid., "Noemitica e interpretacitn del « Céntico espiritual»-: Poesia y teclogin,” Teresianum 40 (1989},
337-362.

8 André BORD, Mémoire et espirance chez Jean de 1a Croix, with a Preface by Henri Gouhicr, Bibliothéque de Spiritealité 8 (Paris: Beauchesne,
1971). Althoughnot dealing exclusively with the Cénfico, Sgn Juan de la Cruz, su obra cientifica v su oba literaria by Crisbgono de Jesis is in (his line.
1n this two-volume work by Crisdgeno see in particular Volume I *Principios filoséficos fundamentales en ¢} sistema de tan Juan de la Cruz” 73-103 and
* Principios teolégicos fundamentales en el sistema del mistico Doctor,” 105-123. Althaugh the bibiography is extensive the following are also to be included
among studies using the ascetical-theological approach to Juan's corpus: Réginald GARRIGOU-LAGRANGE, Perfection chrétienne et contemplation selon
sgint Thomas d” Aquin et saint Jean de In Crobx, 2 vols,, (Paris: Editions de Ia Vie Spirituclie, 1923); LUCIEN-MARIE DE SAINT-JOSEFPH, L expérience
de Dicu: Actualité du message de saint Jean de 1a Croix, (Paris: 1968); George MOREL, *Nature et transformation de la volonté selon Saint Jean de la
Croix," Vie Spinituelle, Supplement 10 (1957), 383-398; Federico RUIZ SALVADOR *Unidad de contrastes: Hermenéutica sanjuanista,” in Experiencia
¥ pensamiento, ed. Federico Ruiz [Salvador), 17-52; Henri SANSON, L'esprit humain selon saint Jean de la Croix, Publications de la Facullé des Lettres
d'Alger 22, (Paris: Presses Universitaires de France, 1953),
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progression and development of the spiritual life within the Christian radition. They provide an opportunity
for us to explore and understand theologically what is happening through God’s mystericus grace present in
our lives. Within the framework of these studies, Juan's Céntico and its commentary are used to disclose the

mystical journey with the transcendent-immanent God.

2.4 Thematic-symbelic Studies
Through intra- and inter-textual analysis, this method of study seeks 1o isolate key themes
revealedby Juan’s symbols, metaphors, expressions of thought and images. For example, José Morales isolates

several key images in Juan’s commentary on the Céntico (i.e. el beso, las hijas de Jerusalén, and la bodega)

and examines these against the backdrop of one of Juan’s predecessors, St. Bernard.** Fernande Pepin in

Noces de Feuw: Le Svmbolisme nuptial du "Céntico espiritual” de saint Jean de la Croix a !a lumiére du

"Canticum Canticorum"” isolates a single symbol in the Cdntico, that of the "spiritual marriage," and examines
the meaning of it through an analysis of the Song of Songs and its relationship to the Cdntico.’® Roger

Duvivier’s extensive study, Le dvnamisme existentiel dans la poésie de Jean de la Croix: Lecturedu_ < Cantico

espiritual>, is largely @ symbolic analysis of Juan’s Cénfico.*® Duvivier, through his study of Juan’s
symbolic expression, seeks to reveal the interior life of Juan de Ia Cruz. The externalization of Juan’s interior

life in symbols, according to Duvivier, builds a certain intersubjectivity between Juan and the reader of Juan’s

M MORALES, El Céntico espiritual de San Juan de I Cruz, 53-57. 1 would also situate within this thematic epprosch Federico RUIZ SALVADOR,
Introduccion a San Juan de la Cruz: El eseritor, los eseritos, el sistemn, Biblisteca de Autares Cristianos 279 {Madrid: Editorin! Catlics, 1968B), 295-675,
Ruiz Salvador develops a series of themes drawing from Juan’s entire corpus. In Chapter 8 of Ibid., 215-248 the Cdntico is specifically dealt with. Ruiz
Salvader also takes this thematic approach in his more recent work "Unidad de contrastes: Hermendutica sanjuaniste,” in Experiencia v pensamiento, 17.52.
In this article Ruiz Salvador investigates a set of ten pairs of opposites which focus on the essential unity of the sanjuanist corpus,

3 Femande PEPIN, Noces de Feu: Le Svmbolisme nuptial du "Cantico espiritunl® de saint Jean de I Croix & la lumiére du *Canticum Canticorum,”
Recherches 9 Théolopie (Montréal: Bellammin, 1972).

3 Roper DUVIVIER, Le dynamisme existentic] dans Jn poésic de Jean de In Croix: Lecture du « Céintico espirituntw, Ftudes de littérature érangire
et comparée (Didier: Paris, 1973), 45-46. Duvivier organises this praject based on Merlesu-Ponty's classic work Phénoménologie de 1a perception (Panis:
Gallimard, 1945). Duvivier suggests two possible perspeclives from which his phenomenelogical reading iz awnniyzed. We sec thisin Lhe following statement
concemning Juan's poem: "L'entreprise esthétique de Jean de la Croix est soumise & deux déterminations: J'une vient du cbte de I'expérience méme, qui
s'impose comme sujet, I'outre, I'autre tent sux matérimx littéraires disponsibles et mux fonmes d"iragination contemporaine.” Thid., 87, Because of the
phenomenological nature of this study of Juan's symbolism I will examine it again below. in another extensive work: Ibid,, La gendse du «Canligue
spirituelw de Saint Jean de la Croix, Biblicthéque de la Faculté de Philosophi¢ et Letwres de I'Université de Liége, Fasc, 149 (Panis: Société & Edinion "Les
Belles Lettres,” 1571), 178-223, Duvivier outlines the development of the symbolism in the Cdntico.
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Céntico. In this way Duvivier attempts te build a formative bridge between Juan's ineffable experience of
the spiritual world and the experience of the reader in the present world.”

Thematic-symbolicstudies have often been used in conjunction with the theological-ascetical

approach.”® For example, the theme of conversion is mapped against the doctrinal progression of the via

mistica by Federico Ruiz Salvador in Vida teologal durante 1a purificacion interior en los escritos de San Juan

de la Cruz.”® E. W. Trueman Dicken develops various themes from the writings of Juan de la Cruz in The

Crucible of Love,*® His study includes an examination of prayer, stages of spiritual progress, and visions,

as they are reflected in Juan’s corpus.

In thematic-svmbolic studies of the sanjuanist corpus, symbols are often looked upon as
veiled manifestations of doctrinal content which reveal the classical progression of the spiritual life. Juan’s
literary symbols are seen as symbolic expressions of Juan’s experiences.” The symbols are thus perceived

as being representations of some other reality that pre-exists symbolic representation. It is the task of

' Dyvivicr outlines his project in the following way: “Toute question de purs méuphysique mise & part, nous cssaycrons de rejoindre une exisience
réalisée dans e monde-ci. Poursympathiser avee la poésie du Cdntico, nous n"avons d' autre recours que de nous interroger sur le sens existenticl des images
dominantes, ce qui revient & entreprendre une seite d'analyse phénoménologique du paéme. Aucune prétention donc de toucher & V'essence de la vie
mystique, mais tout de méme un certain espoir de retrouver des directions de vie, certains intuitions de Ja philisophie {sic] existentielle de Jean de la Croix.”
DUVIVIER, Dvnamisme existentiel, 45-46. In his conclusion Duvivier states: *Certes, le poéte batisé du c5té de ce monde, mais nous voyons bien gue c'est
pour micux | ouvrir de I'outre ebté. Tei est 'intérét de ce que nous avans sppelé la péographie de L'me, géographic dont les relevés n'atieignent que les
zenes limitrophes du terrestre. Sous fe couvert d'un allégorisme essez simple, on y trouve tout ensemble uns vision du monde sensible selon I'espace spirituel
et une référence inavoude aux fondements physiques de cct espace qui, malgré tout, garde des ttaches phénoménales.” Ibid, 195. *En conclusion,
I'imagination de Jean de la Croix pusse par les archétypes, tout comme 52 podsic doit se soumettre & Ja figuration par la nature et accueillir des formes et
thémes d° expression traditionncls: il estassez grand mystique ct assez vrai poéte pour wser les ressources dr ['inconscient 4 s maniére dont il use de l'univers
objeetif ou des procédés littéraires héntés de ses prédécesseurs.® Ibid,, 221.

M ] would cite this as the guiding force behind the investigations in ICAZA, “Key Words nd Key Symbols,® in The Stylistic Relationship in the Cdntico,
$3.86. For exemple: *The concrete symbel of the (lame moy be regarded as the culminating symbol of the soul purified by love and raised 1o the
\ransformation of a flame within the Fire and Light of God through love. Since the present study deals primarily with the Cdntico, the poetic text is agein
the pivatal point for the discussion of the symbol of fire. In its poetic lines there are three conerete symbols of fire: a) lumbra (10}, b) centella (16), c)
Jiama (38). All three enclose in themselves two general connotations: fire and light. In this way, San Juan de la Cruz masterfully condenses in g simple
figure the only two waps in which the simplified human soul can possibly be united 1o God, through inteliect-knowledge-light and will-love-fire.” Tbid.,
64, (emphasis mine). Icaza refers the reader to Aguinas’ Summa I-I1, 62,3 for support of these two ways. Sece ICAZA, Tbid., 64, n. 20.

# Federic RUIZ SALVADOR, Vida tcolopal durante Ia purificacidn interior en los escritss de San Juan de la Crur, (Madrid: 1959), Ruiz Salvader's
exceilent smudy Introducciona San Juan de In Cruz: F) escritor, los escritos, ¢l sisiema develops many themes recurrent throughoutJuan's corpus. See

in particular: RUIZ SALVADOR, * « Cdntico espirinualy * in Imroducciona San Fuan de 1a Cruz: El escritor, los escritos, el sistema, 215-248.

© EW. Trueman DICKEN, The Crucible of Love: A Smdy of the Mysticism of St. Teresa of Jesus and St. John of the Cross, {New York: Sheed
and Ward, 1963),

4 For example, the dark night, which Jean Baruz attributes to the Toledan jail experience. Baruz sees the symbol of the night as particularly reflective
of Juan's personal experience: *Attachons-nous & ce théme de lanuit, théme qui s moule sur I'expérience au point de se confendre avee clie. Parunprodige
de I'imagination mystique, la nuit est & la fois Ja plus intime traduction de 'expérience et Vexpirience elle-méme. Cette méme nuit, que nous venons
&' entrovoir comme un immense schéma symbolique, seral'épreuve qui créern en nous un éire nouveay.” BARUZI, Problime de I'expérienge mystigue, 330
See Baruzi's extensive comments on Junn's symbolic representation in Tbid., 305-374. It is in this chapter entitled "L'Expression mystique et ses
prolongements,” where Buruzi explores the relationship between Juan's experience and his poctry. According to Baruzi the meeting point between these two
resides in Juan's use of the symbol, that is, the symbol expresses Juan's experience in poetie form.
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thematic-symbolic studies to unmask for the benefit of today’s reader that reality or to display the dogmatic

content hidden behind the symbol or image.*

2.5 Philosophical Studies

Philosophical studies work to expand the meaning of Juan's writings by reflecting on them
with philosophical tools that are not specifically linked to a theological system. Philosophical studics,
therefore, attempt to interpret Juan’s corpus from the perspective of deductive reasoning which is not overly
tied to preconceived thealogical categories. These studies open up the possibility of allowing Juan’s texis to
speak in new ways. To demonstrate the contribution of the philosophical method ! will cite the philosophical
works of three major authors: Jean Baruzi, Edith Stein, and Georges Morel.

The first major philosophical reflection on Juan’s corpus was Jean Baruzi’s 1924 study Sainl

Jean de la Croix et le probiéme de 'expérience mvstique. Instead of examining Juan's corpus from a

particular theological perspective Baruzi attempts to understand Juan’s writings from within Juan's expression
of his own personal experience. Baruzi did not situate Juan on the horizon of Juan’s faith, but tried to let
Juan's experience, as it is reflected in his works, speak for itself. Baruzi’s approach attempted to unravel the
anthropological experience of Juan expressed through Juan’s symbols. It was this emphasis on exploring
Juan’s experience, rather than his theological doctrine, which constitutes Baruzi’s methodological
contribution.”

This approach allows an exploration of Juan’s corpus which is critical in the sense that Juan's

anthropological experience is seen as anterior to its expression in dogmatic or theological principles. Baruzi

G e see this approach in Rosa Maria Icaza: "With Gse help of the prose commentary to the Cdntico espivitual it may be concluded with certainty thot
in both instances the wind is the symbol of the Holy Spirit in His action of Jove-imparting.® ICAZA. Stylistic Relatianship in the Cdntico, 70. Icazs luter
explains: *As it has been scen before, the wind in the laler stanzas of the Cdntico espiritual is particularly the symbol of lovc breathed and exchanged
between the two lovers and specifically recagnized as identical with its source, the Holy Spirit, Love himsslf and Breathing of the Father end the Son,
proceeding from Both as Love Bond between Both” Dbid,, 71. *If ane examines the poctic symbols in the erder in which they appear in the pocm, and
parallels them with their ebstract meaning given in the prose commentary, one is able to trace again the path of the soul in her ascension to God.” Thid,,
75. *In a word, the symbol has been the stepping stone to explain with simplicity one of the most profound mysterics of faith, the Triune God.” Ibid,, 85.

2 pE MURILLO, "Estructura del pensamiento,” 305,
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attempts to get at the root of Juan’s metaphysical experiencethat supports the theological doctrine that emerges
from it. Juan's experience as a human-being-in-the-world therefore comes to light in Baruzi’s analysis.*
This experience, for Banuzi, is reflected in Juan’s symbolic system. Of fundamental importance for Baruzi
is Juan’s symbol of noche.* Baruzi sees this nocturnal symbolism as being the dominant symbol which
bridges Juan’s experience and Juan’s doctrinal expression. The symbol of noche is thus the meeting point of
experience and doctrine. Baruzi therefore views the symbol of noche not as a “thing," but as a function.*®
For this reason Baruzi views the symbol of noche as the symbol which unites all of sanjuanist thought.*’

However, Bamzi’s interpretation, for all its emphasis on experience, tends to intellectualize
Juan’s writings.*® Baruzi tends to secularize Juan's writings and exclude the dynamic role of grace and the
presence of the Divine in his reflections.*” He tends to reduce mystical experience to a mechanical process
of self-liberation that minimized the moment of the transcendent.*

Edith Stein, a student of Edmund Husser], used her philosophical background to give Juan’s

4 The success of Baruzi's project has been continually calied into doubt. See, for example, the following (largely negative) evaluation of Baruzi's 1924
publication: Baldomero IMENEZ DUQUE, “Una interprelacién moderna de San Juan de 1a Cruz,” Revista Espafiola de Teologia 4 (1944}, 315-344.
JYiménez Duque says of Baruzi: “La obra de M. Batuzino ha imerpretado ficlments a San Jusn de }a Cruz. Son dos posiciones towalmente distintas.” Ibid.,
338, Florencio Garcia Muiloz has an equally negative appreciation of Baruzi's work: “Baruzi s¢ equivaca por campleto sl pensar en una Deidad vaga
¢ impersonal en Ia que s¢ picrde ¢l stma, En San Juan de la Cruz s claro que el Dios que aparece et trinamente personal, y Is permanencia en su identidad
por parte del alma en cse Dios, ¢s radical.” Florencic GARCIA MUNOZ, Cristologis de San Jusn de la Cruz: Sictemitics y Mistica, (Madrid:
Universidad de Salamanca, Fundacién Universitaria Espatiola, 1982}, 153, n. 21. Fernande Pepin says of Baruzi: "Ce gros volume offre trop de génic
pour n'Etre pas cité, C'estle sujet d'une thése d'une documentation extrémement fouiliée et d’un cxposé qui cherche, sinon In coneision du moins Ia
précision. ... L'sutsur fait dc Jean dela Croix un néo-intellectualiste et ces théorics ne cadrent pas avee les enscignements du Saint Docteur; dans ce
déplacement des valcurs scnsibles sux ycuX des croyants eatholiques, il n'a pu que peindre un tableat incompht.” Fenande PEPIN, Saint Jean de In Croix;
Bibliographic et état présent des ravaux, Doctoral Dissertation presented at the University of Laval, Québec, typewriten copy, (January 1968), 580-1.

# BARUZI, Problime de 'expérience mystique, 307. Ses also, Ihid., 329,
“ BARUZI, Problime de I'expérience mystique, 321.

1 BARUZI, Probleéme de Vexpérience mvstique, 312,

% A< 1 mentioned abave negative critique of Baruzi's work is not lacking in the literature. The first negative critiques of Baruzi’s work can be found
in the Bulletin de la Sociélé froncaise de Philosgphie, {Paris), (May-June 1925), quoted in DE MURILLO, *Estructura del pensamiento,” 305, n. 10. For
o philosophical cvaluation of Baruzi’s approach see: MOREL, Le sens de I'existence, 1:10-20.

© gince this extensive swady was published (750 pages), it is newty always cited in major publications on Juan, Notwithstanding the frequency with
which it is cited, it is usnally mentioned in a disapproving way os I have already indicated, However, the current breakdown of the predeminance of the
ascetical-theological approach to Juan's work may open the door for a reconsideration of Baruzi's work, This movement may be indicated in the recent first
publication of Baruzi's study translated into a foreign language, in this case Spanish: San Jusn dela Cruz v el problema de 18 experiencia mistica, ed. José
Jiménez Lozono, trans. Carlos Ortega (Valladolid, 1991).

% For example, Baruzl states: "En dépit de "apparence, Jean de In Croix traduit moins un devenir affectif quunc recherche intellectelle.” BARUZL,
Probléme_de V'expérience mystique, 277. And, *Nous pouvensétre assurés que ce qui domine, chez Jean de¢ 1a Croix, ¢'est Pactivité d'analyse.” Ibid.,
280. Sec slso, Ibid,, 298,
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corpus a contemporary appeal and vocabulary in The Science of the Cross: A Study of St. John of the

Cross.® To a large extent Stein uses Juan’s corpus to expound on truths of the Christian faith which may
not be directly reflected in Juan’s corpus but flow from it. Stein herself admits this use of Juan’s corpus. In

her Foreword she says:

In the following pages the attempt has been made to understand John of the Cross in and
through the unity of his being as it is expressed in his life and works, considering him from
a point of view that enables us to envisage this unity. Hence we do not give a description
of his life nor an exhaustive evaluation and presentation of his teaching. But the facts of
his life and the contents of his writings must be utilized if we would penetrateto this unity.
The documents are cited extensively, but after they have been presented the author attempts
an interpretation, offering what she believes a lifetime of effort to have taught her about the
laws of inteflectual and spiritual being and life. This applies particularly to her theories on
spirit, faith and contemplation which have been inserted in various places, especially in the
section "The Soul in the Realm of Spirit and the Spirits”. What is there said on ego,
freedom and person is not derived from the writings of our holy Father John. Though
certain points of contact may be found, such theories were remote not only from his leading
intention but from his mode of thought. For only modern philosophy has set itself the task
of working out a philosophy of the person such as suggested in the passages just
mentioned.*

A third major contribution in the philosophical arena (aithough it overlaps the theological)

is the extensive three volume work of Georges Morel entitied: Le sens de I'existence selon Saint Jean de 1a

Croix (1960-61). Morel’s focus is on Juan’s own experience. However, Moréi, in contrast to Baruzi, included
the role of faith in his study of the sanjuanist corpus.

Morel describes Juan's concept of faith as something dynamic, a faith which is in
movement® He suggests that it is neither faith itself nor reason (mouvement intellectuel)* which sustains

this movement, but rather something which surpasses them both, that is, a fundamental attitude. This

1 Edith STEIN, The Scicnce of the Cross: A Swmudy of St. John of the Cross, cd, L. Gelber and R. Leuven, trans, Hilda Graef (London: Bunus &
Oates, 1960). .

$1 STEIN, The Science of the Cross, xd, Of the Cdntico she says: "The Canticle introducesus to the world such as it appears wo the lunging sou)
intoxicated with Jove. It only goes out 1o seck jts Beloved. It is anxiousto find traces of him everywhere; cverything reminds it of him and b important
only insofar 23 it gives news of him or contains a measage from him. As the hart appears for # sccond at the edge of the forest and vanishes as soon as
i is seen by man, so did the Lord at the first mectings: he showed himself to the soul but had disappeared before it could take hold of him. The crystal
fount that refreshes the wanderer is the faith: for the truth it gives is pure, not darkened by error, and from it springs the water of life that flows on 10
cternal life (Yohn 4.14). Longinglythe soul bends over it: may not the eyes of its Beloved shine from its clear mirror? His eycs--thia means the divine
1ays that have wounded, enlightened and inflamed fts inmost pans, The soul always fecls that these cyes scc it, they are imprintzd in jix ground.® Ibid,,
187,

% MOREL, Le scns de I'existence, 2:219,

# MOREL, Le kens de Pexistence, 21221,
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fundamental attitude he describes as love, a love in which the Absolute Self-manifests.>® Morel thus suggests
that it is Love which mediates faith and reason. Faith and reason are but two moments of the transcendent
dynamic of love which sustains the piigrim on his or her path.

The self-realization of the human person is founded in the movement of Self-revelation of
the Absolute through love in the world.*® Using this basis, Morel shows the philosophical importance, as
well as the contemporary importance, of sanjuanist mysticism. For example, Morel attempts to break through
the ascetical-theological “stages” of Christian faith by describing the various "situations of movement" that
constitute the Christian journey.” Morel thus describes sanjuanist mysticism as a dynamic existential
movement that does not base itself exclusively on Christian tradition, but on something anterior, the Source
of that tradition which is beyond all representation.”® Morel thus divests Juan of any ideological perspective.

This is to say that Morel suggests that Juan's writings do not reflect on the idea of God but
rather reflect Juan's experience of God. Morel says that Juan’s focus is not "God and the human person," nor
"God and God’s creation," but rather "God and God’s work is God."*® This interpretation, suggests Morel,
does not fall into contradiction with the God of Christian Revelation, but rather affirms that God lies beyond
all representation of God.® Morel’s reading of Juan undetlined the importan;e of the philosophical approach
and content of Juan’s writings, something Baruzi was not able to convince others of during his own time.

Through these three authors, Baruzi, Stein, and Morel, we can see the richness that the

philosophical approach brings to a reading of Juan’s corpus. These authors read Juan without the confinement

% *La Manifestation cat constimive dc I'essence divine, Etre et manifester son dialectiquement ideatigue en Dicu, * MOREL, Le sens de Uexistence,
A1

4 Ser this entire section which treats this theme in MOREL, L sens de Pexistence, 2:216-228,

$1 +] *homme ¢t son langage sont mouvement: aussi I'ocuvre sanjuanist est-¢lle une invitation s voyage. Le but assigné est trés précis: parvenirun
Jour & T'union divine. En méme temps Ués vaguer que sait ke débumant de cet Absolu auquel il aspire? Seul le chemin Iz Jui découvrira. Toutsfois il ne
pait pas de rien: un quelque chosc en lui se laissc pressendr, main de manitre si obscure que pour lui 1a traversée s"ouvrs surour sur Pinconnu. C'est
dants cet équilibre instable que s'esquisse ke geste de la démarche,” MOREL, Le sens de I'existence, 2:20-21.

38 =gpint Jean de la Croixne 3*appuic donc pas sur la tradition chréticnne comme sur quelquechose de premicr: V'acte qui sous-entendle périple humain
n’est pas seulement relour sux sources main retour & Ia Source, constanic remontée & I'Origine, laquellc est su-dela d¢ oute représeniation méme révélée.
cecl acra vErifié plus tard par 1'usage que le mystique fait des texte de I'Beriture, non seulement ceux de I'Ancicn mais aussi ceux du Nouveau Testament.*
MOREL, Le sens de I'existence, 2:143.

% »Dicu et son ocuvre Sont Dicu” MOREL, Le sens de 'existence, 2:148. Sce also Ibid, 2:156-157.

© MOREL, Le sens de I'existence, 2:143.
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of predetermined theological categories. They have allowed Juan's writings to speak in a fiesh and new way.
However, the philosophical approach that allows Juan’s writings to be examined from various perspectives
frequently affirms the findings of an ascetical-theolo gicalreading. The philosophical approach, therefore, often

deepens our appreciation of those very same findings.

2.6 Psychological Studies

This approach to the sanjuanist corpus is relatively new. It attempts 1o understand and
contextualize Juan’s spiritual practices and developments within the insights of modem psychology. The
psychological method, therefore, attempts to develop what might be referred to as a "mystic psychology."®
In order to explore the human workings of mysticism and its expressions, contemporary models of
developmental psychology are brought into dialogue with Juan's own developmental insights.

Two exemplary works in this area both exhibit the use of Jungian psychology. The first is
by James Arraj who uses Jung exclusively to guide his reflection: Christian Mysticism in the Light of Jungian

Psvchologv: John of the Cross and Dr. C.G. Jung.® The second is by John Welch who uscs insights from

Jung as well as from a number of other contemporary thinkers such as Bernard Lonergan, James Fowler and

Gabriel Moran; When Gods Die: An Introduction to John of the Cross.®

Although transcending the strictly psychological approach, the work of Marilyn May Mallory
may be included in this section as well: Christian Mysticism: Transcending Techniques: A Theological

Reflection on the Empirical Testing of the Teaching of St. John of the Cross.* Mallory weaves together the

findings of psychology, various fields of theology, the social sciences, as well as the medical sciences, to

& [ UEVANC, Endless Transforming Love, 17,

€ James ARRAJ, Christian Mysteism in the Light of Junpian Psychology: John of the Cross and Dr. C.G, Jung, (Chiloquin, OR: Touls for Inner
Growth, 1936).

& John WELCH, An Intreductionto John of the Cross: When Gods Die, (New York: Paulist Preas, 1990).

D e e e e e e e ttice

“ parilyn May MALLORY, Christian Mysticism: Transcending Technigues: A Theological Reflection on the Empird
St John of the Cross, (Assen: Van Goreum, 1977).

cal Testing of the Tesching o
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empirically explore spiritual experience and to expose the reader to the practical thought of Juan de la Cruz.
Since Juan de la Cruz speaks about the fundamental spiritual journey, which is the journey
of adult maturation, these studies substantially contribute toward a practical as well as a theoretical
understanding of the progression and development of spiritual Jife within a contemporary understanding of the
growth and maturation of the human psyche. For example, in his summary on the Cdnfico Welch says:
John's process [in the Cdntico] exemplifies Bernard Longergan’s description of the interior
process of coming to consciousness and living responsibly. His psyche followed the
transcendental precepts to be attentive (in prayerful listening}, 10 be intelligent (through
attempts to word his experience, first in symbolic form), to be reasonable (through
discussion in his commentary), to be responsible (in urging the active nights and openness
1o the passive nights). This process revealed a gradual union with God in love, pointing to
a final precept to be in jove.®
Psychological studies can be very practical in nature and provide aids for persons with
differcnt personality types to mature. Maturity is seen, not as parallel to spiritual maturation, but as spiritual
maturation itself. The journey outlined in the Céntico is thus viewed as the findamental story of humanity,
a humanity transformed in its decpest desires in its movement toward God.*
1t should now be obvious that many different methodological approaches to Juan’'s corpus
have produced, at various levels, tremendous insight into the meaning and.lva]ue of Juan’s corpus. I have
given examples from six different methodological approaches to Juan’s corpus. Eachof these approacheshas
its own tools and therefore exposes different areas of Juan’s thought. It is the contention of this dissertation
that these different methodological approaches to Juan’s corpus, and, in particular, to Juan’s Cdnrico, are
coherently unified through a hermeneutical inquiry: hermeneuticalinterpretation of Juan’s Cdntico establishes
a dialecticbetween and among the various disciplines that have been used to study the Cdntico. The benefits
from this dialectic are discussed in the last section of this chapter. For now, however, let us turn our attention

{0 an examination of the phenomenological approach, which, as has been suggested already, is closely related

to the hermeneutical approach I am investigating.

% WELCH, When Gods Die, 177.

# This is the overall approach John Welch takes in When Gods Die.




3. Toward the Hermeneutical Dialectic through Phenomenology

In addition to the preceding body of literature, I am now in a position to highlight a study
which contributes in a particular way toward the hermeneutical approach I am suggesting in this dissertation:

Roger Duvivier's Le_dvnamisme existentiel dans la poésic de Jean de la Croix: Lecture du < Cdntico

espiritual ». The unique contribution of this study lies in its use of phenomenology to analyse Juan de la
Cruz’s Céntico. The phenomenological approach is but one move away from the hermencutical approach 1
am suggesting in this dissertation.

I will proceed in two steps in this section in order to link phenomenology with the
hermeneutical approach. First, I will give a general definition of phenomenology and indicate why Paul
Ricoeur was led from a strictly phenomenological method to include hermenentics in his methodology.
Second, I will summarize the particular phenomenological approach used by Duvivier and the results of his
research. This will put us in a position to begin 1o explore more fully the particular resources which the
hermeneutical approach has to offer us in order to interpret Juan de la Cruz’s Cdntico. This is the focus of

the last section in this chapter.

3.1 Phenomenology
Phenomenology "is a showing or bringing to appearance of something as it is, in 11s
manifestness."’ In the tradition of Husser] it constructs a method "which might lay open the processes of
being in human existencein such a way that being, and not simply one’s own ideology, might come into view.
phenomenology ... fopens] up the realm of the preconceptual apprehending of phenomena."®

"Phenomenology methodically describes objects of consciousness and correlative acts of intending."® The

® TRichard E. PALMER, Hermeneutics: _Imerpretation Theory in Schisienmacher, Dilthey, Heidegger, and Gadamer, (Evanston: Northwestem
University Press, 1969), 128,

# pATMER, Hermeneutics, 124.5,

* 7 EMM, The Hermeneutical Theory of Paut Ricocur, 47.
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content of lived experience is, therefore, the subject matter of phenomenological inquiry.

For example, in Fallible Man Ricoeur uses the resources of phenomenology to investigate

such phenomena as finitude, guilt, and sin.”™ Cultursl experiencesand cultural expressions, such as those just
mentioned, are therefore viewed as disclosures of reality and investigated through phenomenclogy. Through
our intuited consciousness and perceptions of these realities the world in which human beings live is
conceptually articulated.

These phenomenological expressions of b eing-in-the-world are explored aslaying barereality
itself. ‘The noema of reality, that is, their specific mode of appearing, are intnited directly by the
transcendental ego and described in their encounter with the human subject. In phenomenology it is not the
task of the mind to project meaning onto the phenomenon of reality; rather, “what appears is an ontological
manifesting of the thing itself."”" This approach is in contrast to dogmatism. Through dogmatism "a thing
can be forced to be seen only in the desired aspect. But to let a thing appear as what it is becomes a matter
of leaming to allow it to do so, for it gives itself to be seen."” Phenomenology develops a method of
inquiry which allows this to happen.”™

Phenomenology, therefore, means a reversal of direclion‘ from that to which we are
accustomed: "it is not we who point to things; rather, things show themselves to us."™ True understanding,
in the phenomenological approach, results in us being led by the “power of the thing to manifest itself."™

We know (noesis) the phenomena of reality by the way in which the phenomena (noema) "show" themselves

™ paul RICOEUR, Fallible Man, trans, Chatles A, Kelby (Chicago: Henry Regnery Co., 1965).

% pALMER, Hermenzutics, 128,

1 PALMER, Hermeneutics, 128.

T Husserlian ph:nammology.which Ricocur adopted, is callcd *phenemenologicaireduction.” °It proceeds through theae steps: (1) the epoche, in
which one suspends belief in the existence of the object, and (2) the eideric phasc of reduction, which includes intuition of the essence of the phenomenen
(its mode of appearing) as it is constinued by the transeendental ego. The aim of the descriptive method is to exhibit the elements and the relations between
¢lements that make up the sinicture of the phenomenonas an intended object of consciousness related 10 an intending subjeet. Ricoeur's work from the
beginning has taken the style of nocmatic analysis in Husserl's scns¢ of phenomenologicalreduction, in which one reads the object, person, event, or
expreasion for the correlats stucture of consciousness.” KLEMM, The Hermeneutical Thzory of Paul Ricocur, 47,

™ pALMER, Hermeneutics, 128,

* PALMER, Hermeneutics, 128,
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to us in their own way. Phenomenclogy is a means of being led by the phenomenon of reality through a way
of access genuinely belonging fo them.”® The phenomenological approach is important in the theory of
interpretation, since it implies that interpretation is not grounded in human categoriesbut in the "manifestness”
of whatever we encounter in reality, and, conversely, what encounters us,” Through phenomenology the
experience of human existence is reflexively described. According to Heidegger, this openness to the nocma
of existence in themselves, opens up new possibilities of being-in-the-world.

With Heidegger, therefore, we understand that reality is dynamic and necessarily unfinished.
It presents itself to us in new culturally and historically determined ways. Phenomenology is thus linked with
ontology. Phenomenology, in the end, renders open "“the mood and direction of human existence; it ...
[renders] visible the invisible structure of being-in-the-world."”™ For Heidegger, "ontology must, as
phenomenology of being, become a ‘hermeneutic' of existence."”

Paul Ricoeurtakes the phenomenological approach one step further and develops what could
be called phenomenological hermeneutics. The Svmbolism of Evil is Ricoeur’s first formal hermeneutical
work which benefits from this approach, From the more intuitive descriptions of the way meaning appears,
Ricoeur was led to the lingual phenomena, first as symbols, then as texts.* Fdr Ricoeur, reality is essentially
linguistic and mediated through texts. Reality is not immediately available, that is, immediately intuited in
the Husserlian phenomenological sense; rather it is subject to the process of interpretation as it is mediated
through language. Meaning in human existence, not being immediately present, is mediated by the semantic

disclosure of texts.

% paAJ MER, Hermeneutics, 128,

7 PALMER, Hermeneutics, 128,

" pAl MER, Hermenentics, 129,

¥ PALMER, Hermeneutics, 129,

® The developmentof this arca of Ricoeur's thoughtcan be found in Donald IHDE, “Toward the Philosophy of Language Freud and Philnsophy: An
Essay On Interpresation,® Hermensutic Phenomenology: The Philosophy of Panl Ricoeur, with a Foreward by Paul Ricosur (Evanston: Nonthwestemn
University Preas, 1971), 131-166, Scc also, Ibid., "Hermencutica and the Linguistic Disciplines: New Counterfoci,” 167-181; Paul CLARK, "The
Hermeneutic Turn,” in Paul Ricoeur, Critics of the Twenticth Cenmry, London: Routledge, 1950, 90-119; and Maty GERHART, *Theory of Symbol:
The Symbolic Forms of Belief,” in The Question of Beliel in Litzrry Criticism: _An Introductionto the Hermentutical Theory of Paul Ricoeur, {(Stuttgart:
Akademischer Verlag Hans-Dicter Heinz), 1579, 175-206.
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Ricoeur thus continues to use the resources of phenomenology in his investigations, but
centres these investigations on the cultural deposits of the appearances of the content of lived experience
through texts. Ricoeur thus instituted a hermeneutical twurn: the content of lived experience, as inscribed in
texts, is opened up 1o historical interpretation of cultural traces. With this stance Ricoeur moved away from
the idealist position of Husserl who believed that human existence could be intuited directly through the
phenomenological method. For Ricoeur, it is language, with its polysemy of words, which reveals human
being’s relationship to the world in two ways: (1} the disclosure of the world, and (2) the becoming of the
world, Ricoeur, throngh his textual hermeneutics, retained the phenomenological resources of Husserl to
perceive and describe the world, as well as the ontological focus of Heidegger who holds that reality is
essentially unfinished.

Ricoeur’s turn to textual mediation of the phenomenon of the world claims that we cannot
stand outside of time and observe reality, as the gpoché of Husserl claims. Rather, Ricoeur holds that the
noema of reality are a product of the flux of the historical sitnation itself. New possibilities for human being-
in-the-world become possibile through reflexive hermeneutics. It is this approach to reality and its disclosure
which form the critical framework for the work of this dissertation. |

Ricoeur’s approach is critical because it presents a reflexive hermeneutics. Ricoeur is
convinced that a "relatively clear trace of human being"® can be discerned through texts, the medium, par
excellence which dynamically discloses and shapes human existence. "Ricoeur shifts his method to the
interpretation of linguistic expressions precisely in hope that he can thereby gain new and fruitful access to
the meaning of human subjectivity under the conditions of existence."® "The guiding principle for the
hermenentical turn is that if language is the medium of experience and thought, then we can trace backward
from the expression of experience and thought to the kind of self-in-a-world that"sprichr sich aus' but is

otherwise not directly accessible."® We must therefore get at what is expressed of being-in-the-world

" KIEMM, Thc Hermencutical Theory of Paul Ricozur, 45.
2 R1EMM, The Hermeneuticat Theory of Paul Ricocur, 51,

B K1 EMM, The Hermeneutical Theory of Paul Ricoeur, 62.



37

through the interpretation of texts rather than immediate and intuitive perception. The expression, through
interpretation, is thereby brought to appearance. The work of this dissertation is 10 provide a dialectical
approach to the Cdntico to "make appear” what it expresses, that is, to interpret hermeneutically the Cantico
of Juan de 1a Cruz.

As [ mentioned above, one scholar, Roger Duvivier, has used a strictly phenomenologicat
approach to investigate the Cdntico of Juan de la Cruz. Let us bricfly review his findings to reveal the
richness of the phenomenological approach and continue to explore why the phenomenological approach is
but one step away from the hermeneutical approach which enriches our interpretive task. We will thus be led
to examine more fully Ricoeur’s approach which uses the resources of phenomenology to develiop the

hermeneutical project.

3.2 Roger Duvivier’s Phenomenological Analysis of the Céntico

A recent article by José Sanchez de Murillo has cleared the way and extended an invitation
for a concerted effort to bring sanjuanist studies into the contemporary dialogue pertaining to
phenomenological research.® In his article, de Murillo shows how the studi.;:s of Baruzi, Morel, and Ruiz
Salvador, already discussed above, have contributed toward the phenomenological approach to the sanjuanist
corpus.®®  There is, however, a study which uses a phenomenclogical method per se to study the Cdntico

of Juan de 1a Cruz. This is Roger Duvivier's Le dvnamisme existentiel dans la poésie de Jean de 1a Croix:

Lecture du < Cantico espirituals .

Duvivier bases his analysis of Juan's major symbols in the Cdnfico on the existential

phenomenology of Merleau-Ponty.* 1In Le dynamisme existenticl dans la poésie de Jean de la Croix

¥ DE MURILLO, *Estructura del Pensamiento,” 297-334, The unthology of scholarly articles in Experiencis y pensamiento is an excellent indication
of the forefrent of various areas of sanjuanist studies,

# DE MURILO, “Estructura del pensamiento,” 305-314,

%  Maurice MERLEAU-PONTY, Phénoménolopie de 1a perception, (Paris:  Gallimard, 1945). Duvivier s2ys that  “En réalité, le propm
phénoménologiquenc 8'est pas trouvé au départ.” DUVIVIER, Dynamisme existentic], 47, For this reasen, he says, be did not find it necesaary 10 et
out, at the beginning, the epeeific phenomenologicalprinciples upon which his research is based, Ibid., 47, n. 1. He aimply refers the resder 1o the above
tzxt by Merleau-Ponty in a general way througha footnote.
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Duvivier investigates the interior world of Juan de la Cruz as this world appears phenomenologically in the
symbols of the Céntico® Duvivier suggests that the Céntico, through its symbolic expression, allows the
contemporary reader to be exposed o the interior life of Juan de la Cruz.® Duvivier shows how this is
possible by the analysis of the existential movements of the Céntico as they appear in symbolic representation.
Duvivier, methodically, examines the Cdnfico stanza by stanza, commenting on various expressions and
phrases, symbols and images, which Juan uses to express his existential experience. Duvivier, however, does
not attempt to describe a set pattern for the human joumney as it may or may not be suggested by Juan.
Duvivier views juan’s poetry as a source of “traces” of what Juan experienced in his mysterious journey.®
These "traces" point the reader toward the reality which is at the origin of the experience

for Juan, that is, the Divine. The poem thus orients the reader toward the transcendent Other in this world.®
Within this orientation, this journey, there is a certain liberation of the fundamental structures of life through
Juan's symbolic expression of his own experience.”’ The existential dynamism of being-human within the

Divine, as it is suggested by Juan’s poetry, is thus recognized by Duvivier. Herein lies his contribution:

¥ Duvivier describes his project in the following way: "Pour sympathiser avec la poésie du Cdniice, nous n'avons d'autre recouss que de nous
interroger sur k¢ sens existenticl des images dominantes, ce qui revient A entreprendreune sorie d'analyse phénoménalogiquedu potme. Aucune prétention
done de toucher & Hessence de 1 vic mystique, mais tout de méme un certain espoir do retrouver des directions de vie, ¢ertaines inmitionsde 1a philosophic
exisientielle de Jean de 1a Croix.” DUVIVIER, Dynamisme existentiel, 46.

© nC'astun fait que e Cdnfico espiritual, en vertu d'un degré de stylisation rarement atteint, s"offre & nous comme une ostrvre 4 la puissance de
suggestion exeeptionnellement ramassée, tmais il a la parole pour moyen et son affaire semble &tre, non pas de suggérer le dedans au départ d™un extéricur,
mais bien de nous faire participer aussi direclement que possible i un état striclement intéreur. ... La différence avee les évocations des romanciers est que
le Cantigue donne le paysage intéricur d'un vertige qui est luj-méme tout intérieur, <, fait encore plus essenticl, que son auteur s'exprime en fonction d'un
besain d' épanchement propre, sans sucune intention délibérée de restituer I'aspect phénoménal répercuté dans le poéme, Vie intérieure, cffusion directs, ...
Et puisque le Saint preng les choses de I'intéricur, il est encare plus loin du crésteur d’art qui entreprend d'sppréhender la vie intime par 1s perecption de
I'spparence” DUVIVIER, Dynamisme existentiel, 7-8. With Duvivier an interpretation of the Odntico takes as its goal the determination of Jum’s interior
life. Tt is this interiority which Duvivier suggests is medinted by the symbolic expression in the poem,

" *Pour I'cxpéricnce dont 1a poésic c3t un décalque, il ne nous est pas loisible de participer & ce qu'il y a de spécifique en ses modes d'appréhender.
Non pas justerment que 1'expétience soit hétérogint  1a podsic A cause de son caractére cxpressément divin, mais parce qu'elle est plus purement poétique
et réalise ce que Ja poésic écrite ne falt que proposer. L'exemple de Jean de 1a Croix nous montre que la poésic n'est pas unc sorte de récupération au
niveau phénoménalde la mystéricusc ct vague infusion semi-sensible d'une réalité, mais orientation du phénoménc vers cette réalité; si nous pouvonssuivre
le podte mystique jusqu'ou il nous plait, I'autzur dans son expérience est allé jusqu’ed il se peut, et pour de bon, Ne doit-on pas s*Clonner & songer que,
dans 1s mesure méme ol nous gobtonsle Cdnsico ... nous participons A Vexpérisnce existenticlle de 1a mystique de Jean de 1a Croix? Ez pourtant, ricn n'est
plus vral, puisque, pour lul, la poésic aura é1¢ unc forme d’cxercice ascétique, une disposition d*imagination 3 1a transcendance, & telle enseigne que le
symbole n'est pas un masque, mais 1'cxpression adéquate du motvement existenticl lui-méme,® DUVIVIER, Dynamisme existentiel, 228-9.

® *Ce n'est past que nous voulionsconsidérer la poésie sclon des finalités demitres. Touts question de pure métaphysiquemise & part, nous cssayeron
1o Tejoindre une existence rialisée dans ce monde-ci,” DUVIVIER, Dynamisme existentiel, 45, "Cetic poésie ne nous touchera qu'en semblant atoutle
moins nous mencr & I'Exisuant, ou en nots donnantun sentiment existentic] plus intense et plus général.” Ibid., 228.

" 1c podts engendre un sentiment d’existence qui dépasse de beaucoup Iz contenu objectif des sensations ct des sentiments suggérés. En libérant les
struemures fondamentales de leurs servitudes fonctionnelles, sxint Jean de Ia Croix a déterminé un élargissement de Ia vie et I'a faite accucillante 3 1'¢ue
tout eptier.” DUVIVIER, Dynamisme existentiel, 228.
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Duvivier acknowledges as a primary source for his study of the Cdntico the text of the poem itself. He
attempts to describe the existential realities which "appear” through an examination of the symbols, images,
and literary expressions of the Cdntico.

The contribution of the phenomenological approach, as pursued by Duvivicr, recognizes the
existential significance of Juan's Canfico. Through Juan’s poetry Duvivier was able to describe the
movements of the Divine in the human world. The one world in which God and human beings live shows
itself in a dynamic way through Juan's poetry. Duviver does not suggest that there is one system, one
ideological stance from which we canview the way the Divine is present-in-the-world. The phenomenological
approach thus helps liberate Juan’s corpus from the excessive dogmatism within which it remained for so
long.?? This is the contribution of a phenomenological analysis of Juan de la Cruz’s Cdntico.” 1t is also
the point where we leave behind the current state of research with respect to Juan de la Cruz's Cdntico.

Duvivier’s approach cannot yet be considered hermeneutical. Duvivier uses the mediation
of symbols to describe the dynamics and experience of the transcendent Other in the world but he does not

yet explicitly examine the text hermeneutically: hermeneutics goes one step further and attempts to understand

the movements of meaning. A hermeneutic approach asks the question of the meaning of human existence

in the here and now. We can say that Duvivier is moving in the direction of hermeneutics but does not yet

% [ Murillo testifies to this: "La interpretacién fenomenclégica de la doetrina sznjuanista pretende traducir sus contenides en calegorias accesibles
al lector pensante. Pero el pivel de pensamiento del mistico espafiol es tan elevado, que en ¢l curso del trabajo la misma Fenomenologla se ha sentido tocadn
cn su esencin, obligede a purificarse, a liberarse de su dogmatismo.” DE MURILLO, "Estructura del pensamients,” 297, However, 1 wonder if Slinchez
de Murilio himself is entirely free from & dogmatic spproach, In his opening remarks conceming Juan®s pensamients fundamental he is quite ready 1o sum
up Juan's thought in & few sentences: "La mistica sanjusnista describe 1a transformacién del alma en ¢} proceso de ascensién del Monte Carmelo, que
sitnboliza el ser religiosa. Que el mistico concibe el ser religiosa como una escalada--y que en este punio no quicre ser malentendido--se deduce def disefio
del Monte Carmelo dibujade por €l mismo. Ese dibujo le servia de csquema para exponer sa doctrine.” Ibid, 314. A bit later this thought is clarified even
further: "El nicleo del pensamicnto es: la Nado como tal es ol mismo tiempo Todo.* Tbid,, 315, Sénchez de Murillo thus quickly formulstes o centeal
hermenenticsl principle formed by the dialectic operstive between the tody y nada. "La correlacién de eslos conceptos ha de ser enlenada como un
sirmultaneidad dindmica, que sostiene el proceso de transformacién.”  Ibid,, 315. And so Sénchez de Murillo arrives at the centra) theme of Juan®s mysticism:
*La unibn det alma con Dios ¢s ¢} tema centrat de la doctrina sanjuanista.” Tbid., 323. What we see here is thal, although Sénchez de Murilio stronply
recommends a phenomenological methodolegy in the interpretstion of Juzn's corpus, his philosephical method, and his terminus, are quite different from
that espoused by this dissertation. My methodological approach does not start from e hermeneutical principle with whith we ean read Juun's Cdntice, but
cather outlines o method for reading which culminates in self-understanding in the world, This dialectic attributes & role to the text a3 well es the reader in
the phenomenological-hermencutical  enterprise.

™ We have sccn that Sénchez de Murilo has assisted in mapping out the trajectory which has Jead toward the recognition of the need for
phenomenvologicalmethod in the sudy of the poetry of Jusn de la Crnez. De Murillo states: “El mundo religiosa es, por tanio, un tema selecto para ¢l
anklisis fenomenolégico. Este tema excelso sc convicrte en un caso de excepeién extracrdinario, cuando nos acercamos a un penaador de Ja talls de Juan
de 1s Cruz,” DE MURILLO, "Estructura del pensamicnto,” 303, He sces Juan de la Cruz as a particularly apt candidate for the phenomenological
approachbecause of the richness and density of his symbolic thought. Ibid., 303, He thus issues an invitation toward a deepening of the phenomenological
spproach o sanjuanist studics. Ibid., 334, Concemning his own work Sénchez de Murillo sutes: *Este ensayo no pretende ser tinhs que una invitaciéna
continuarls tarca comenzada.” Ibid., 334.
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specifically address the questions which hermeneutics raises, that is, the questions of self-understanding in an
historical world which are impacted by the text of the Cdntico. To begin to ask questions concerning the
appropriation of the self through the mediation of a text is to enter specifically into the hermeneutical task.
Duvivier's approach to the Cdntico, shaped by the existential phenomenology of Merleau-Ponty, operates on
the level of perception. Ricoeur, looking for a way to have more control over meaning, focuses on reality as
it shows in language. However, what shows itself linguistically calls for interpretation.

This is the hermencuticalturn which Ricoeur adopted with his hermeneuticalphenomenology.
With phenomenology we are able to investigate the appearing of the phenomenon of reality, but we are not
yet able to ask the questions concerning their meaning and appropriation. From the way reality shows itself
Ricoeur continues to ask the question of the meaning of that showing through appropriation of the human
subject. Essentially the questions of hermeneutics respond to an understanding of oneself in the reality within
which the self is immersed, This task is never complete. Hermeneutics presents a cyclical approach to
understanding a text in the context of a life, and a life in the context of a text. Hermeneutical meaning,
therefore, is both contingent and productive of the world in which one lives, acts, and has being,

From this point we can now take one step further and 5egin to specifically explore a
hermeneutical approach to the Cdnfico which is dependent upon all that has been presented to this point. I
have indicated that the approaches of the foregoing schelars arc valuable in their contribution toward a deeper
understanding of the enigmatic writings of Juan. Through the progressive efforts of the many scholars cited
above it has been shown that the sanjuanist corpus can be profitably studied by a variety of methods. These
methods have continually opened up the sanjuanist corpus. Up until the time of Baruzi the predominant
intcrpretive approach to the sanjuanist corpus relied almost exclusively on the ascetical-theological method.
Other methods, as we have seen, have developed since that time, But there is still the need and possibility

of saying more.* This dissertation is, in part, a response to this desire to say "more," albeit as well, still only

™ Towards this "more” de Murillo himself explores some fundamental themes in Juan's corpus using his own phenomenclogical approach. His study
focuses on three central ideas in Juan: 1. The unity of the concept "Todo-Nada"; 2. The union with Gad at various levels.; and 3. "Process” as a dynamic
and temporal form of reality, De Murilio tellsus that a *phenomenclogical” epproach to Jum's text does not open up arbitrary interpretations of Juan's work.
Aceording to de Murillo, whatever interpretations are opened up must still pass the test of coherence within Juan's werk es & whole, This criterion of
coherence might also be challenged in de Murillo’s thought. The insistence on the coherence of interpretations may Jead to @ desire 1o find & complele
coherence within Juan's own work. However, the hermeneutical methodology which I am proposing "puts lo work® chigmes and aporins, rather than
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a beginning 1oward a richer dialogue between our new arca of investigation, that is, "hermencutical

phenomenoclogy" and Juan’s Cdntico.

4. The Hermeneutical Concept of Interpretation

The hermeneutical interpretation being proposed for Juan de la Cruz’s Cdntico is dependent
on all the previously indicated methods used to study the poem. Each of the above examined approaches to
Tuan’s Céntico contributes toward the hermeneutical contextualization of the poem, but nonc of them
terminates in the hermeneutical interpretation of the Cdntico, a mediation of the self as a subject-in-the-world,
As mentioned above, Ricoeur uses the resources of phenomenology to take this step and move the interpretive
task into the realm of hermeneutics, specifically, 1extual hermeneutics.

In this section [ want to explain two things in order 1o underline the importance of the
hermeneutical approach to Juan’s Cdnfico and show why there is a need and room for this approach in
conjunction with all the other approaches. First, I will explore more exlens-ively the hermencutical concept
of interpretaticn. As mentioned above, the hermeneutical approach focuses on the questions of meaning in
the life of the human subject as it is mediated through texts. In a second section I will present the dialectic
which Ricoeur suggests is central to textual hermeneutics: the interplay of explanation an¢ understanding.
It is this dialectic which brings into coherent play the - ious methodologies and findings which have been

examined above.

altempling to reconcile them. This "work” is the construction of the "world-of-the-text,” & central category in Ricoeur's hermeneutical phenomenology. José
Sanchez de Murillo has published books and articles specificatly in the arca of phenomenclogy. Included in his publications are the following: Der Geist
der deutschen Romantik, Der Uberpang vom Jogischen zum dichterischen Denken und der Hervorpang der Ticfenphinomenclogie, (MCnchen: Vertag Dr.

Fr. Pfeil, 1965);, Fundamentalethik, (Minchen: Veslag Dr. Fr. Pfeil, 1986); Lacrisic del pensamicnio lbgico y el surgir de 1a Fenomenolopia del Profunda,
(Miilaga: Diputacién Provincial, 1987), quoted in DE MURILLO, *Estructura del pensamicnto,” 298, n. 1 and 2.
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4.1 The Focus of the Hermeneutical Approach

The hermeneutical method developed in this dissertation culminates in the interpretation of
the Cantico understood as a deepening of se/f~understanding. From the phenomenological approach which
culminates in a "showing" and "description” of the experience of being-in-the-world, we move toward a
hermencutical understanding which culminates in the appropriation of the self-in-the-world through
appropriation of the meaning of the text. As David Klemm explains:

Consciousness of the self is not a given but a task of appropriating what is Jost and self-
alicnatedin language. Reflectivephilosophy must reconstitute itself as hermeneuticsin order
to recover the meaning of the 'T' of ' am' in its act of existing by deciphering the meaning
of the self as it has become sedimented in the linguistic tradition. Hermeneutics as the
outgrowth of reflective philosophy is in this sense an ethical practice to the extent that it
Jeads from alienation 1o freedom and beatitude.”

In order to accomplish this task, Ricoeur extends the field of inquiry from “experience of
appearing objects and thinking fthat which phenomenology addresses per se] to the experience of language."*®
Ricoeur’s contribution lies in the manner in which he addresses meaning in its "appearance" in texts. Through
appropriation this "appearance" mediates our understanding of being-in-the-world.

Interpretuiion of texts, according to Ricoeur, has this dual form: (1) accessto an external
trace through writing (that which he calls the nworld-of-the-text"), and (2) an appropriation of this world
through distanciation. Because of distanciation texts are opened to be appropriated. Ricoeur’s concept of
distanciation is extensively developed in Chapter Four below. For now we can say that distanciation allows
the imerpreter to bring his or her world to the text in order to interact with the world of the text.
Distanciation allows "a notion of hermeneutical appropriation that is not founded upon the primacy of the
subject. ... The notion of distanciation in hermeneutics provides the key to maintaining the alterity of the text,

stimulating the critical and reflexive transformation of subjective modes of knowing and being."” Following

on the phenomenological and hermeneutical findings of Husserl, Gadamer, Heiddegger and others, Ricoeur

% KLEMM, The Hermeneuticat Theory of Paul Ricocur, 60-61.
% }1EMM, The Hermencutical Theorv of Paul Ricoeur, 61.

* DICENSQ, Hermenewics and the Disclosure of Truth, 138,

I e e
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makes the interaction of today’s reader with a text central 1o interpretation and the appropriation of meaning
through distanciation.”®

1t is this dynamic involvement of the readerin textual interpretation which ultimately ratses
the question of self-understanding in the world. This is to suggest that to understand the text of the Cantico
is, in some respects, to deepen one’s understanding of the world in which one lives and acts. This presupposes
that a hermenentical approach to Juan's Cédntice opens the possibility of self-discovery and transformation
through the text. "In hermeneutical reflection--or in reflective hermeneutics--the constitution of the seif is
contemporaneous with the constitution of meaning."® This understanding of meaning forms the basis of the
hermeneutical method which is being set forth in this dissertation. In short, 2 hermeneutical understanding
of Juan’s Céntico involves a reflexive interpretation of the text which allows meaning to emerge within a life.
This is, properly speaking, the hermeneuticalproject. To interpret the text is to appropriate the text, i.c., gain
new possibilities for the self, ere and now in a life.

Ricoeur, therefore, allows a new reading of the Cdntico which insists that the reader today
enter into the text more consciously than other interpretations do. The hermeneutical cnterprise is only
successful if it succeeds in opening up my self-understanding before the "text. However, in doing so
hermeneutics is able to incorporate the contributions of most other approaches to the text even if their results
conflict with one another. It is my thesis that a hermeneutical approach to the Cdntico is the preferred
approach because it is able to incorporate more of the previous research and methodologies into its method.

The hermeneutical approach uses the variety of methodological approachesto take the project of interpretation

" In dialogue with Ricocur, Richard Keamey makes this comment on the contribution hermeneutics has 1o make in his reflection on structural analysis:
*The scientific language of stucturslism, for its part, exposes the immanent arrangements of texts and wexwial codes, but vinually ignores the meaning
created by these codes, A phenomenological hermeneutics, taking jts inspiration from Husserl and Heidegger, addresses this central question of meaning.
It scknowledgesboth the critical and creative functions of language by disclosing how human sclf-understanding occurs in and throughthe mediating detour
of signs wherchy we understand ourselves as projects of possibility. Ricoeur conchudes accordingly that we need & hermencutie approach o language, one
directzd neither ‘toward scisntific verification nor ordinary communication but toward the disclosure of possible worlds. ... The decisive frature of
henmeneutics is the capacity of world-disclosure yiclded by symbols and texis, Hermencutics is not confinedto the obfecrive strucwiral analysis of texts nor
10 the subjective existntial analysis of the authors of exis; {ts primary concem is with the worlds which these suthors and texts open up. Itis by an
understandingof the wotlds, acnual and possible, opencd up by Janguage that we may arrive at 8 better understandingof eurscives'.” Richard KEARNEY,
*Idcology and Religion: A Hermeneutic Conflict,” in Phenomenologyof the Truth Proper to Religion, (New York: Swine University of New York Press,
1990}, 298, n. 22, Ricosur says this from a slightly different perspective using Ferdinand de Saussurc's tznminology: “It is possible 1o treat the text
according to the explanatory rules that linguistics successfully applies 1o the aimple systzm of signs thal consie language [langue] as gpposedto speech
{parole). ... Linguistics considers only systzms of units devoid of preper meaning, cach of which is defined only in terms of its difference from all the
others.” RICOEUR, "What is a Text? Explanstion and Undersuandiny,* 113,

# RICOEUR, "What is a Text? Explanation and Understanding,” 119,
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further. This unity of the methodological approaches is based on what Ricoeur calls the "dialectic of

yermencutics”: there is no explanation without understanding, no understanding without explanation.'®

4.2 The Dialectic of Explanation and Understanding

For Ricoeur, the interpretation of a text is a dialectical movement comprising the interplay
between these two: explanation and understanding. This dialectic is of fundamental impaortance in
appreciating Ricoeur’s contribution 1o phenomenological hermeneutics. 1 will outline and apply this notion
10 a reading of Juan’s Céntico to explain how each of the various methodological approaches to the Cdntico
cited above contribute toward a hermeneutical interpretation.

Hermeneutics, properly speaking, encompasses both the non-methodic moment of
interpretation (understanding) and the methodic moment (explanation). For Ricoeur, when we first read a text
we understand it at a certain level. The text cannot fail to be about something. We have aiready interpreted
it at some level. Ricoeur refers to this level of understanding as "naive": we "guess” at the meaning of the
text. The dialectic of explanation and understanding begins with this initial é;lcounter and understanding of
the text. However, our initial understanding of a text can be modified, authenticated, and deepened by
recourse to the objective structure of the text, that s, an explanation of the text. Let us take for our example
the Cdntico of Juan de la Cruz,

Upon first reading of the Cdntico, we encounter a story about two lovers roaming in the
countryside in search of one another. They encounter various forms of nature along the way, and experience
moments of trouble as well as bliss in their adventures. Eventually the poem tells us of their discovery of
cach other and the consummation of their love, Thig is, on a first reading, what we understand the Cdntico
1o be about. Ricoeur suggests, however, that a first reading of a text may not reveal the full depth of its
meaning. Traditional readings of the Cantico, the results from the various approaches above, as well as Juan’s

own interpretation of the Cdntico, move far beyond the surface meaning just summarized. Ricoeur’s textual

™ RICOBUR, “Explanationand Understanding, " in From Text to Action, 142.
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hermeneutics tells us that meaning at other levels can be developed methodically through recourse to an
explanation of the text. This, in turn, affects our understanding and so the cycle continues as the findings of
new explanatory methods are incorported into the dialectic. Let us continue to apply this to the Céntico.

To explain the Céntico is 10 investigate its historical origins (historical-contextual studies),
explore the sources of its metaphors and images (literary-textual studies), develop the themes which are
recurrent in its verses (thematic-symbolic studies), and outline what appearto be dogmaticassertions supported
by the text (ascetical-theological studies). For example, explaining the Cdnfico may invelve exploring
allusions to the threefold mystical way or other dogmatic categories conceming the Christian faith which
surface in the text. In general, the notion of explanation involves a reading of the Canticoe which prolengs
and reinforces its explicit or implicit references. Therefore, explanation develops understanding analytically
as Ricoeur tells us:

There are not two methods, the explanatory method and the comprehensive method. Strictly
speaking, explanation alone is methodical. Understanding is instead the nonmethodicai
moment that, in the sciences of interpretation, combines with the methodical moment of
explanation. This moment precedes,accompanies, concludes, and thus envelops explanation.
Explanation, in turn, develops understanding analytically.'

The meaning of a text is supported and developed by the cxpl;matory invesiigations. Ricocur
says that "it is this second attitude [that of understanding or appropriation] that is the real aim of reading. For
this attitude reveals the true nature of the suspense that intercepts the movement of the text toward
meaning."m

Understanding a text, according to Ricoeur, results in an interpretation that culminates in the
self-interpretation of the reading subject "who thenceforth understands himsclf better, understands himself
differently, or simply begins to understand himself."'®® Explanation and understanding thus envelop one

another in a singular movement of self-appropriation:

On the one hand, self-understanding passes through the detour of understanding the cultural

1 RICOEUR, "Explanation and Understanding, ® 142,
18 RICOEUR, "What is o Text? Explanotion and Understanding.” 118,

™ RICOUER, *What is # Text? Explanstion and Understending,” 118.
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signs in which the self documents and forms itself. On the other hand, understanding the
text is not an end in itself: it mediates the relation to himself of a subject who, in the short
circuit of immediate reflection, does not find the meaning of his own life. Thus it must be
said, with equal force, that reflection is nothing without the mediation of signs and works,
and that explanation is nothing if it is not incorporated as an intermediary stage in the
process of self understanding.'™

Within this hermeneutical methodoiogy, an interpretation of the Cdntico moves toward the
actualization of the text of the Cdntico in the life of a person. Through interpretation, the Cdntico is taken
back up into discourse as event in the life of the reader, it becomes living speech. "Initially the text had only
a sense, that is, intenal relations or a structure; now it has meaning, that is, a realization in the discourse of
the reading subject.”™® 1 is the work of the text on the reading subject and the work of the reading subject
on the iext through the dialectic of explanation and understanding that give ultimate meaning to the text.

Therefore, this approach to interpretation of the text of the Cdntico works to place the
reflexive subject in its meaning, that is, to orient the life of the reader toward the Céntico’s uitimate reference.
'This s quite different from an interpretation of the Cdntico that terminates with an explanation of its literary
structures, an outline of its theological content, or an investigation of its historical sources.'”® These various
methods of approaching Juan’s Cdntico are necessary within the analytical development of understanding, but,
according to Ricoeur, do not constitute the interpretation of the Cdntico, nor do they respond to the questions
of the movements of meaning in the Cdntico itself.

Within Ricoeur’s theory these theological and literary categories are necessary to convey the

I RICOEUR, "What is a Text? Explanation and Understanding.” 118-119.
& RICOEUR, *What is a Text? Explanation and Understanding.” 119.

% picoeur emphasizes the importance of historical studies in the following passage: "There is no explanation without the constitution of several 'scries’
of phenomena: cconomie, political, cultural, etc. In fact, if onc could not identify or recognize the same function in offrer cvents there would be nothing
1o understand; there is history only because certain 'phenomens’ continue. ... Historical synthesis exists only because history is first of all en analysis and
hot an emotional coinciding. ... Consequently, we shall insist on the necessity of understanding wholes and the organic bonds which transcend all analytical
causality. 1t may be scen, then, that we shall oppose understanding and explanation.” Paul RICOEUR, *Objectivity and Subjectivity in History,” in Histary
and Truth, trans. end Introduction by Charles A. Kelbley (Evanston: Northwestern University Press, 1965), 24. Itisto be noted, however, that uitimately
understanding and explanstion are seen by Ricoeur, not es opposites, but rather are complements in a dialectic which constitates hermeneutical understanding.
Elsewhere Ricocur states; *L herméneutique, avant d' étre simplement lariposte & ladistance historique, estune fonction de la continuité historique elie-méme,
de Ia mission ¢l de la \ransmission qui sont & Porigine du texte. Notre postulat est celui-ci: nous appartenons & la méme tradition que le texte:
I'interprétation et la tradition sont I'envers et I'endroit de la méme tradition. Letexte estla reprise d'une tradition et I'interprétation est la reprise du texte.
Ainsi s¢ constitue une chaine: tradition-texte-interprétation, chaine qu*on peut lire dans tous fes sens: texte-interprétation-tradition, ou encore: interprétation-
\exte-tradition.” Paul RICOEUR, *Esquisse de conclusion [at the Associstion catholique frangaiss pour I'étude de le Bible (A.CF.EBR) on ‘Exégése &t
herméneutique'],® in Exdgdae et herméneutique, ed. Xavier Léon-Dufour, Parele de Dicu (Paris: Seuil, 1971), 291, Historical studies, Ricocur insists, are
necessary because they place the interpreter or interpreting community) within the contitity of the tradition of the interpretation of the text: "Clest &
Iintérieur de la méme tadition que le texte & &t éerit et qu'il est lu, L'enveloppement historique du texte du lecteur est la condition méme de
I'objectivation et de la distanciation mises en oeuvre par toute méthode analytigue ct eritique.” Thid,, 292,
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objective sense of the text but are, themselves, already interpretive acts which analytically develop
understanding. As we will see more clearly below, it is this "sense" of the text which opens the possibility
of new meaning and a new way of being-in-the-world for the reader. In short, what Ricocur says is at stake
in the understanding (interpretation) of a text is the movement toward authentic existence in the world.

The overt sense of a religious text gives way to another reference, the covert world-of-the-
text, which the reader is invited to enter. This world is the world formed by the meeting of the world-of-the-
reader and the world-of-the-text. In the end, what we appropriate in the Cdntico is therefore not arbitrary,
but is a recovery of what "is at work, in labor, within the text"'” in confrontation with the life of the
reflexive reader today. Therefore, both the life of the text and the life of the reader are involved in the
hermeneutical approach to interpretation through the dialectic of explanation and understanding. The text is
only understood when it is understood with respect to one’s own world.'™

Ricoeur’s method of reading and understanding texts can thus be gencrally described in the
following movements contained within the dialectic of explanation and understanding:

1. The First Non-methodical Moment: An Educated Guess: One must read the text with
a certain sympathy for the text and its meaning. In this reading there exists a certain naiveté
concerning the deeper meaning of the text but, nonetheless, the reading subject can make a
guess concerning its meaning at this non-critical level. However, this guess is not 2
completely uninformed one. The text cannot fail to speak about semecthing. This
“something" is followed by the reader through a common understanding of words. The title
may be an important vector orienting the reader in his or her reading.

2. The Analytical Moment: The first naive reading must be intercepted by an analysis of
the text: for example, an examination of its literary structures, its symbols and metaphors.
The literal meaning of the text gives way to a deeper meaning which Ricoeur refers to as
the "world-of-the-text." The orientation of the reader towards the world-of-the-text is
accomplished by these literary structures of the text. The Cdntico of Juan de la Cruz is not
just about a maiden in search of her lover or even the threefold via mistica. Literary or
rhetorical studies will help inform a critical appreciation of the text in its reading at this
level, Historical studies which sensitize the reader to the milieu in which it was written, or
studies concerning the broader origins of certain symbols or key phrases in the Cénfico, will
all help inform the reader as to what the text says, i.e., explain the text.

17 RICOEUR, "What is a Text? Explanation and Understending,” 124,

1% The accusation of tao subjective o interpretation may arise in the mind of the reader of this dissertation at this paint. This objection is dealt with
within the hermencutical method as it is explained in more detail further on. Sce Chapter Four: 3.4 "The Effect of the Distancistion of Sense and
Reference.”
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3. Another Non-methodical Moment: Interpretation of the text ultimately rests in the
reader’s ability to appropriate the world-of-the-text opened up by the linguistic referents.
The hermenentical reading subject is invited to appropriate this world in a step toward self-
understanding of being-in-the-world. In the end, therefore, the subject matter for
interpretation becomes the world-of-the-reader in confrontation with the world-of-the-text.
Further explanatory work on the text within this newfound understanding may further
develop one’s understanding of the text.
We see, then, that the hermeneutical approach recognizes both a methodical and a non-methodical moment
of interpretation that is cyclic in nature.'®
The hermeneutical approach includes a reflexive role for the reader in the interpretive
enterprise which is explained by current reading-receptiontheory. To interpret the Canfico itself is to tollow
the path of thought opened up by the Cdntico, 10 place oneself "en route toward the orient of the text."'"
To interpret is not just to seek answers to questions concerning the Cdntico, but it is also to listen, to allow
the questions of a /ife 1o surface from within the Céntico. This requires a humbler stance before Juan's
Cdntico, taking as the starting point the attitude that ultimately I am not in charge even of my own reading
of it. Ultimately, an interpretation of the text questions my being-in-the-world and this questioning results

in an understanding that refigures my world. This openness can be described as ar openness 1o e truth-

claims of the text.

5. Conclusion

In this chapter I have presented the various approaches which have been used over the past

four hundred years to contextualize and interpret the corpus of Juan de la Cruz, All these methods arc seen

W *[f the word undersianding possesses such denity, it is because it both denotes the nonmethodical pole, dialectically opposed to the pole of
explanationin cvery interpretive science, and constinnes the index, againnot methodical but genuinelytuth-centered, of the cntologicalrelation of belonging
jolning our being to being and to Being. This is the rich ambiguity of the word understanding, denoting a moment in the theory of method, what we have
callzd the nonmethodicalpole, and the apprehension, on a level other than scientific, of our belonging o the whole of what is," RICOEUR, “Explanation
and Understanding,* 143,

10 RICOEUR, *What is & Text? Explanation and Understanding,® 122,
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as contributing toward an enrichment of the interpretation of Juan de la Cruz's Cdntico. In a sccond step the
phenomenological approach of Roger Duvivier was presented since Duvivier's phenomenological approach
1o the Céntico is but one move away from the hermeneutical approach which I am developing in this
digsertation. I suggested that a further step can already be taken by using the phenomenological approach to
move into the hermeneutical approach to interpret Juan de la Cruz's Cdntico. The step from the
phenomenological approach which asks the question "What aspects of reality 'appear’ in the text?" to the
hermencutical approach which asks the question, "What does the text mean for the reading subject today?" is
suggested by Paul Ricoeur’s dialectic of explanation and understanding.

I also suggested that it is the hermeneutical approach based on Ricoeur's dialectic of
explanation and understanding which is capable of bringing into a productive coherence the multitude of
methodological contributions used to investigate the Cdntico to date, even if these methods occasionally find
themselves at odds with each other. The hermeneutical method also adds an integral role for the readerin the
constitution of the meaning of a text. The reader’s horizon of meaning impacts the actual meaning of a text
in the hermeneutical approach to textual interpretation.

All of the above is by way of introduction to move us into ﬂ;e hermeneutical interpretation
of Juan de la Cruz’s Cdntico. Having presented some of the basic ideas central to iextual interpretation in
Ricoeur’s thought in an introductory way, as well the way in which these ideas may impact our vicw of the
various methods in the interpretation of Juan’s Céntico, 1 will now begin to set forth the hermeneutical method
in much greater detail.

The possibility of the appropriation of a text based on the dialectic of explanation and
understanding comes under the umbrella of a larger hiermeneutical program outlined in Ricocur’s thought.
This program is detailed in Ricoeur’s notion of textual mimesis, The remainder of this dissertation adopts
Ricoeur’s notion of mimesis to explore the implications of a hermeneutical interpretation of Juan dela Cruz's
Céntico. 1will now begin the examination of Ricoeur’s notion of mimesis in order to launch us into this task

in a more complete way.




CHAPTER TWO

THE CONCEPT OF MIMESIS

1. Introduction

It is around the concept of mimesis which Ricoeur has constructed his theory of textual
hermeneutics.! The reason that it is a central concept in this dissertation has already been presented in the
Introduction. In this chapter I will continue to examine the theoretical basis of Ricoeur’s theory of mimesis.
1 will begin by showing how Ricoeur has adapted the concept of mimesis from its historical genesis. Ina
second section I will explore the implications of this theory of mimesis for the interpretation of the Cdntico.
However, many of the concepts in this presentation of Ricoeur’s theory of mimesis will be revisited throughout
the dissertation; each time I will go a bit further into the details of Ricoeur’s interpretation theory. The
{heoretical tools which Ricoeur presents for his theory of interpretation are multi-faceted and at times need
1o be examined again from yet a different perspective in their actual application for an interpretation of the
Céntico. This approach will gradually deepen the reader’s understanding of Ricoeur’s theory and its
implications in the interpretation of Juan’s Cdntico as the dissertation progrf;sses. In a third section I will
present Ricoeur’s concept of mimesis,, the first moment of the threefold hermeneutical arc consisting of

mimesis,, mimesis,, and mimesis,.

' For a presentation of the development of the notian of mimesis see: John D, BOYD, The Function of Mimesis end its Decling, (Cambridge: Harvard
University i’ress, 1965). Boyd presents end evaluates the single eritical notion of mitnesis in the context of its tradition. The study covers the erigin of the
coneept of mimesis in fifth-century Classical Greece with Pisto and Aristotle, to what he eites as the decline of its tradition in eighteenth-century England.
Far a more recent study which sees the coneept of mimesis very much alive in our own century see Karla L. SCHULTZ, Mimesis on the move: Theador
W. Adomeo's Concept of Imitation, (New York: Peter Lang, 1990). On mimetic theories see Alex PREMINGER, ¢d., Princeton Encyclopedia of Poetry
and Poetics (Princeton: Princeton University Press, 1974), 640-641 and Mihai SPARIOSU, Mimesis in Contemporary Theory, (Philadelphin and Amsterdam:
John Benjamins Publishing Co., 1984). For an anthelogy of the expression of mimesis in wWestern literature see  Erich AUERBACH, Mimesis:_ The
Representation of Reality in Western Literature, trans, W.R. Trask, (Princeton: Princeton University Press, 1953).




2. Mimesis in the Hermeneutics of Paul Ricoeur

As 1 mentioned in Chapter One, Socrates and Plato held that artistic expressions were
diminished reflections of reality. Socrates argues in the Phaedrus (274¢-277¢) that mimetic activity is a
diminished reflection of "original" being* Language, in particular, cannot provide true knowiedge but can
simply remind the reader of that which is known already. Language, therefore, cannot contribute "to the
creative development of new knowledge and insight" nor can it be transformative.” Plato believed that true
discourse was "written in the soul." Written texts, therefore, were viewed to be deficient with respect to the
knowledge already present in the soul.

However, Ricoeur, with Derrida and Gadamer, rejects these classical formulations of
mimesis, Ironically, the basis for such a rejection is found in the Phaedrus itself.’ Ricoeur also rejects the
purely phenomenological position which confines artistic reference "to the descriptive denomination of extra-
linguistic entities that are posited 'in themselves'."® Instead Ricoeur holds that a text is not a diminished
representation of reality, and further, it may be creative in a number of ways, but only through interpretation.’

The ultimate reference of the text is not given immediately, but must be creatively interpreted. By reference

3 This brief overview of the classical understanding of mimesis and its subsequent reformulation according to the theory of Ricocur arc summarized
from DICENSO, Hermeneutics and the Disclosure of Truth, 113-125,

3 RICOEUR, Time and Narrative, 1380,

4 DICENSO, Hermeneutics and the Disclosute of Truth, 117,

$ See DICENSC, Hermeneutics and the Disclosure of Truth, 119-120 for a presentation of Derrida's analysis of the Phacdrus which results in the
deconstruction of Plato’s own position. Dicenso summarizes: “Thus, even in one of the centeal texts that has operated historically a2 a source for the
condemnation of mimesis, the mimetic nature of language exhibits a creative and disclosive capacity to produce new meaning and insight, lLangusge frecs
itself rom the mind of the author, extending beyond his ot her intentions throughits capacity to speak freshly to historically changing loct of appropristlon.”
Ibid,, 120.

¢ DICENSO, Hermeneutics and the Disclosure of Truth, 116.

7 Interpretation releases us from the liabilities inherent it the notion of the "hermeneutic eircle," that is, we are merely in & circular relationship with
Juan's Céntico (we interpret the 1ext to find what we alresdy know). Ricoeur's theory of mimesis suggests thal ench interpretation becames unique within
the confines of aJife. Juan's symbolie pre-figuration {mimesis;) is linked to the reader by the taking up of human doing (mimesis,), not only human knowing,
As Ricoeur explains for us: “The first mimetic relation refers, in the case of an individua, to the scmantics of desire, which only includes those prennmative
features ntiached to the demand constitutive of humon desire, The third mimetic relotion is defined by the nerrative identity of an individual or people,
stemming from the endless rectification of a previous naretive by o subsequent ene, and from the chain of refigurations that results from this. In & word,
narrative identity is the poetic resolution of the hermeneutic circle,” RICOEUR, Time gnd Narrative, 3:248. Ricoeur holds that the act of reading is never
neutral. We are affceted by what we read: “The theory of reading has wamed us that the strategy of persuasion undertaken by the narrator is simed at
imposing on the reader & vision of the world that is never ethically neutral, but that rather implicitly or explicitly induces a new evaluation of the warld and
of the render as well" Tbid., 3:249,
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I am referring to the capacity of language to referto an extra-linguisticreality. Language, specifically written
languags, is therefore held to be productive.® Language has the capacity to bring about a mimesis, that i,
a representation of that which was not before. Ricoeur reconstructs this notion of mimesis from his reading
of Artistotle’s Poetics.’
Paul Ricoeur joins together the notions of muthos (plot) and mimesis (imitation) from
Aristotle to begin constructing his theory concerning the imitation of human action through written discourse.
Of singular importance is the fact that Ricoeur sees both these concepts as operations, not as structures.
Muthos is not simply defined as the end product, a "plot" in a Greek tragedy, but rather refers to the dynamic
organization of events into a plot, that is, emplotment.’® Mimesis, whether one translates it by "imitation”
or "representation," refers to the mimetic activity, "the active process of imitating or representing
something.""" This activity is what Ricoeur refers to as emplotment, Muthos and mimesis therefore come
together in a production: "Imitating or representing is a mimetic activity inasmuch as it produces something,
namely, the organization of events by emplotment."!
What is being re-presented through the poetic activity of muthos? Again from Aristotle,
Ricoeur answers this question: mimesis is the imitation or representation of human action. “Indeed the first
time that Aristotle has to give a definite correlate to what the 'imitators represent,’ he defines it as t' = 'nersons

engaged in action'."” The two terms muthos and mimesis are thus quasi-identified: "The action is the

¥ Ricocur adopts this position from Gadamer, Gadamer argues that *represcatation s an ontological event and belongs to the ontologicallevel of what
is represented, Throughbeing represented it experiences, as it were, an increase in being.” Hans-Georg GADAMER, Tmith and Method, trans. Garrett
Barden and John Cumming, (New York: Seabury, 1975), 228, quoted in DICENSO, Hermeneutics and the Disclosure of Truth, 121, “Representation
is not simply *added on' to presxistent entilies detzrminable as such but rather divulges aspects of things heretofore obscured.® Ibid,, 121,

¥ Ricocur starts his reflection with Aristolle’s Poctics but moves beyond Aristotle in the development of the details of his theory. In volume one of Time
and Narrative Ricoeur relates Aristotle’s and Augustine’s concept of time with the latter’s notion of mimesis to develop his own unique threefold theory of
mitnesis. However, Mary Gerharl points out in her baok review of Time and Narative thet "Neither Augustine nor Aristolls, ... atternpted to tie their
explanations of time (bk. 10 of the Confessions and the Physizs) to their own emplotment of time in namative (bks, 1-9 of the Confessions and the Poeties).*
Mary GERHART, *Time and Narrative,” Journal of Religion 69 (1989), 93,

® RICOEUR, Time and Narrotive, 1:33,

¥ RICOEUR, Time and Narrative, 1:33, "Imitation or representation, therefore, must be understood in the dynamic sense of making a representation,
of n transposition into representative works." Ibid, 1:33.

? RICOEUR, Time and Narrative, 1:34,

¥ RICOEUR, Time and Narrative, 1:35,



'construct' of that construction that the mimetic activity consists of."*

A consequence of the joining together of the two terms muthos and mimesis is the
subordination of the characters in a plot to the primacy of the "consideration of the action itself."'* It is this
hierarchical status which "seals the equivalence between the two expressions 'representation of action' and
'organization of the events'."'® Emplotment is an imitation of human acting, not an imitation of human
beings acting. Human action has a universal structure and, thus, the typical plot comes first; names arc added
later.” Emplotment rests first "on the connections internal to ... action and not on external accidents,"'®

In summary, the two terms muthos and mimesis are joined together in this brief formula:
the imitation of action is achieved through the dynamics of emplotment.”® The concept of mimesis as
representation of human action is thus the principal idea which Ricoeur extracts from Aristotle’s Poetics.
More precisely, Ricoeur defines mimesis as "the imitating or representing of action in the medium of metrical
language, hence as accompanied by rhythms (to which are added, in the case of tragedy, the prime example
{for Aristotle], spectacle and melody)."*

Ricoeur’s theory of mimesis will lead us to explore three mimetic moments of the Cdntico.
The first mimesis is the practical world of the author and the reader within which the inscription and the
interpretation of the Cdnfico occured/occurs. Ricoeur refers to this mimesis as mimesis;. Mimesis, presents
a generalized framework of human action which is common to the author of the Cdntico as well as the
contemporary reader. Human action has a conceptual, symbolic, and temporal framework which bridge our

world to the world of Juan de la Cruz. What is at stake in henmeneutics is the intimate connection between

Y RICOEUR, Time and Naorrative, 1:35.

¥ RICOEUR, Time ond Narrative, 1:37, Aristotle says “tragedy is not an imitation of men but of actions and of life. It is in action that huppiness ond
unhappiness are found, and the end we aim ot is a kind of activity, not a quality, .. What ismere, without action there could nol be & tragedy, but there could
be without charncterization” ARISTOTLE, Poetics, 50a 16-24, quoted in RICOEUR, Time and Narrative, 1:37,

1 RICOEUR, Time and Narrative, 1:37.

7 RICOEUR, Time and Narrative, 1:41,

9 RICOEUR, Time and Narrative, 1:41,
®

Aristotle, Poetics, 50al, quoted in RICOEUR, Time and Narrative, 1:34,

RICOEUR, Time and Namative, 1:33.
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different horizons of meaning brought together within these three fields which characterize human action
universally. It is our pre-understanding of Juan’s practical world which provides the trans-historical and trans-
cultural bridge for our current appropriation of the poem. Our pre-understanding of Juan’s world is a world
of action, i.e. a practical world,

It is the general structure of human action (mimesis,) which is the same for Juan and for us.
At the same time an examination of the historical details of Juan’s world allows the current reader to enter
into the text more consciously with respect to its Iiterary origins and historical context. Juan de Ja Cruz lived
in sixteenth-century Spain. This invites us to make apparent the coherence of his text with the norms of his
time. 1 will therefore describe the historical, eultural, and spiritual world of Juan de la Cruz.

Second, there is the actual composition of the poem shaped in this conceptual framework,
that is, the-mimesis of the creation of the work (mimesis,). This second component of mimesis calls for an
examination of the text of the Cdntico itself, But mimesis, as an activity, "does not reach its intended term
through the dynamism of the poetic text alone. It also requires a spectator or reader."® This leads Ricoeur
1o a discussion of the third moment of mimesis: the appropriation of the text (mimesis,). This could be
described as the mimesis of the reader of the text. The literary work is again taken up into the world of
human action from where it came, This third component of mimesis will lead to an exploration of how the
text of the Cdnfico continues to be a meaningful text for the reader in our own time.

Following this general definition of mimesis a number of precisions concerning it must now
be made. The first of these concems the following question: Is mimesis through artistic production a
weakened mirror of reality (mere imitation in the Platonic sense), or does mimetic activity represent a

strengthened version of reality (in the Aristotelian sense)?

2,1 Mimesis as an Intensification of Reality
Aristotle’s view of literature as mimesis surfaces the notien that the mimetic principle is

operative in the poet who imitates insofar as the poet makes. The opposite is also true. "The ultimate tension

# RICOEUR, Time and Norrative, 1:46,
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in poetry, then, of subject and object is really the dynamic cooperation of the ‘creative' with the 'given'."*
Following Kant and his concept of the "productive imagination," Ricocur acknowledges that human beings
zlone can intervene in the flow and flux of reality. Human beings can find spaces in reality which can be
entered in order to bring about a metamorphosis of reality through literary creations. As Ricoeur states: "If
we translate mimesis by 'representation’ (as do Dupont-Roc and Lailot}, we must not understand by this word
some redoubling of presence, as we could still do for Platonic mimesis, but rather the break that opens the
space for ficticn. Artisans who work with words produce not things but quasi-things; they invent the as-if.
And in this sense, the Aristotelian mimesis is the emblem of the shift [décrochage] that, to use our vocabulary
today, produces the 'literariness' of the work of literature."”

On the side of Aristotle, Ricoeur sees mimetic activity as a uniquely human activity that does
not re-present reality in a weakened form, but rather, strengthens reality in its reconfiguration of human
action.” A significant feature of mimesis, then, "is that it is directed more at the coherence of the muthos
than at its particular story. Its making [faire] is immediately a universalizing 'making.' The whole problem
of narrative Verstehen [understanding] is contained here in principle. To make a plot is already to make the
intelligible spring from the accidental, the universal from the singular, the necéssary or the probable from the
episodic."® This access to the universal structure of human action through texts is a productive activity, that
is, it refigures the logical structure of human acting and its meaning.®® Through mimesis we create the

possibility of focusing on patterns of human existence not before encountered.

Z BOYD, The Function of Mimesis, 305,
¥ RICOEUR, Time and Numrative, 1:45

M sPlgtonic mimesis ... distances the work of ant by twice over from the ideal mode] which is its ultimote basis. Aristotle’s mimesis has just a single
space wherein it is unfolded--human making [faire], the arts of composition.” RICOEUR, Time and Narrative, 1:34. For Aristotle mimetic activity teaches
us something.

# RICOEUR, Time and Narmative, 1:41. Ricoeur finds his source here in Aristotle’s Poetics: °It is clear then from the foregoing remarks that the poet
should be 2 maker of plots more than a maker of verse, in that he is a poet by virtue of his imitation and he imitaics actions, So even if on oceasion he tekes
real events es the subject of & poem, he is nane the less & poet, since nothing prevents some of the things thit have sctuslly happened from being of the son
that might probably or possibly happen, and it is in accordance with this that he is their poet.” Poetics, 51b627-32, quoted in RICOEUR, Time and Nurative,
1:42,

¥ G, F, Elsc points out that for Artistotle the poet is *The maker of what happened! Not the naker of sctuality of events bul of their logical strusture,
of their meaning: their having hap~.ned is accidental to their being zomposed” G.F, ELSE, Arisiotle’s Poctics: The Argument, (Cambridge: Havard
University Press, 1957), 321, quoted in RICOEUR, Time ond Narative, 1:240, n. 23.
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This stance concerning the "making” of poetic texts is in direct opposition to the position
most scholars hold toward Juan's Cdnfico. For example, Pacho, the leading commentator on the Cdntico,
holds that Juan's artistic intuition coincides with his mystical experience to produce poems which are only
"pale refiections" of his "personal experience."® Pacho says that these "shadows" and "images" which reflect
reality need to be explained in order to understand what Juan is saying, This explanation is given in the
commentary which Juan himself wrote on the Cdntico.”® According to Pacho we have been left with a
"compromised” position conceming Juan’s artistic making.”

The exact opposite of Pacho’s position is the central point in Ricoeur’s analysis. Ricoeur
holds that the point of entry into the possibility of the making and metamorphosis of reality is language.®
Written language, specifically, is a fuller expression of reality, not a "pale image" of reality. As Ricoeur
states: “If mimetic activity 'composes' action, it is what establishes what is necessary in composing it. It does
not see the universal, it makes it spring forth."* Written texts, therefore, probe and create a world that was
not before. This is to say that texts are creative productions; they are not mere reflections of reality, but rather
shape reality. The goal of mimesis is the organization of events that refigures reality in the "real domain,
covered by ethics, and the imaginary one, covered by poetics."* Muthos thu; transposes the practical world

of action through literary production which is taken up again by a spectator or reader in a new way. This

7 In commenting on Juan's artistic intuition coinciding with his mystical experience Pacho says: *Al tener que echar mano del lenguaje poético, como
del tinico instrumento que pernite captar pdlidos r2flefos de lo vitaiments intuido y divinalmente vivido, ¢l poeta erca un medio de expresién radicalmente
personal, alumbra un mundo de imagenes, formas, y semejanzas” Eulogio PACHO, »1 & estructurs literaris del < Céntico cspiritualy,* El Monte Carmelo
68 (1960), 394. (emphasiz mine) .

M »Consciente de su misién de maestro espiritual, luchando contra la incfabilided y venciendo su natural repugnancia vaelve un dia sobre susmaravillosas
canciones dispuesto a hacernos participantes de los recénditos tesoros espirituales allf [in the Céntico] escondidor. Nace el comentario.® PACHO, ‘La
estructura Jiterarin del «Céntico espiritual»,* 399, (emphasis mine)

# vE| problema bisico de ln expresién sentido por ¢l poeta nos coloca en situacibn comprometida, obligindonos a indagar su peasaricnto o través de
los =distates» imapinativas, a no ser que, coma en ¢l Cdntico, nos guie €l mismo, explanfindonos, por <términos vulgares y usados», el contenido
docirinal de su mensgje.” PACHO, "La estructura literarie de} « Cénlico espiritual»,* 394, (emphasis mine)

® Ricoeur relics on Husserl here as John van den Hengel explains: *In his last werks Husser] provides some hints about the operation whereby language
retumns to the experience that lies prior to language. Hussex] ealls the world of experience prior to language, Lebenswelt. This Lebenswelt is & reality that
is not immediately available. For him it cames into sight in the operation of language. .. Language erticulates and opens up the Lebenswelt, The link
between the reference of language to the extralinguistic reality is therefore not direct but indirect. ... For Ricoeur what lies prior to language is not a mute
or thingified reality, ... it is not merely an expérience vécu, but an experience that is 8 dynamie act, murrounded by language.” John VAN DEN HENGEL,
The Home of Meaning: The Hermeneuties of the Subject of Paul Ricoetr, (Washington: University Press of America, 1982), 56-57.

3 RICOEUR, Time and Narrative, 1:42,

2 pICORUR, Time and Namative, 1:46,
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approach to Juan’s Cdnfico opens the reader to the potential of the transformative-event that is the Cdntico.
However, as van den Hengel observes, "not every language is cqually capable of bringing

the Lebenswelt [Husserl’s "life-world"] to the surface. Neither scientific language nor the language of

description are devoid of ontological import, but they operate on a level of knowledge which attempts to
manipulate and control language."” In agreement with Husserl, Ricoeur sees poctic texts as being the
medium in and through which reality is refigured and brought into focus. Poetry is not a celebration of
language in itself, as many hold. Poetic language speaks of the world, but not of the worid of objects.™

Mimesis is operative within a world that is both given and simultancously created through
the selective activity of the poetic artist. In the core of its meaning, mimesis docs not refer to a repetitive
function of doing over again, or to immediate description; but rather it is a concept integral to human life that
seeks to select and name the participation of humanity in the creative dynamics of the decpest structures of
human existence.® “Like sculpture, poetry converts language into matter, worked for its own sake. This
solid object is not the representation of some thing, but an expression of [life] itself."*

The creative edge of this construction, the frontier through which the interface of artistic
production (logos) and life (bios) is situated, is the imaginative endeavour of the poet.  Through literary
mimesis new imaginative possibilities for life unfoid for the individual and the community in which that
individual lives. The disclosure of a world through the non-ostensive references of a literary veork, creates
new possibilities in the life of the reader.

In a sense then, Ricoeur’s valuing of the mimetic function in the tradition of Aristotle’s

Poetics can be seen as a recovery of the struggle to name the correlation that exists between texts, particularly

¥ YAN DEW HENGEL, Home of Meaning, 57.

% Tt is 10 be noted here that Ricocur adopts a very wide notion of poctry. In fact, Ricocur speaks more of the "poctic function” or "poetic discourse,®
Poctic discourse (whether narrative fiction, lyricism, or the essay) “suspendsa first-order referential function, whether it s & question of direct reference
10 familiar objects of perception or of indizect reference to physical entities.” Paul RICOEUR, "Naming God," Unlon Seminary Quanerly Review 34, no.4
(1979}, 218. Ricocur holds that poetic texts refer to the world in their own wey, that is, throughmewphorical reference as we wh see below, “This thesls
covers every nondescriptveuse of language, and therefore every poctic text, whether it be lyrical or parmative.” Ibid., Time and Narrative, 1:80.

% RICOEUR, Time and Narrative, 1:34.

% RICOEUR, Rule of Metaphor, 224.
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poctic texts, and the existentialrealm. A second question, therefore, surfaces in Ricoeur’s analysis of mimesis:
how does literary production, in its mimetic activity, bring about this heightened sense of reality in the
existential sphere? Ricocur finds a response to this question in his reflection on the characteristics and

function of metaphor and poetic reference.

2.2 The Tools of Mimesis: Metaphor and Poetic Reference

I will now introduce the use of metaphor and the concept of poetic reference in Ricoeur’s
theory of mimesis. Dicenso states: "Ricoeur’s reconstruction of the concept of nimesis provides the
conceptual framework for understanding language as creatively disclosive of Being rather than simply as
providing significations of things in the preexistent forms."’ But how is language able to point beyond itself
1o disclose reality (or Being, as Dicenso states)? Ricoeur deveiops the ihesis that the function of language
is ultimately not "limited to the celebration of language for its own sake."® If artistic doing is a mimesis
of human action, and this artistic doing is to have an impact on human exjstence, it must point beyond itself,
that is, it must reference reality beyond itself.

The concept of reference is thus introduced into the discussion. Ricoeur addresses the
problem of the relationship between language and reality by reconstructing the concept of reference. Ricoeur
holds that it is especially through metaphor that reference to previously undisclosed levels of reality takes
place. This valuing of the creative dimension of metaphor is important for an interpretation of Juan’s poem.

Juan de la Cruz's Cdntico is replete with metaphors to the point where one commentator,

Jean Baruzi, has said that the poem is so innovative that it is closed and inaccesibleto meaning.”® However,

M DICENSO, Hermeneutics and the Disclosure of Truth, 125-126.

¥ RICOEUR, Time and Narrative, 1. See also RICOEUR, Rule of Metaphor, 216-256 where Ricoeur develops & theory of text that is built on the
theory of metaphor. Here Ricocur explains that it is not only metaphors which redescribe reality but that fictional works also do so. This is done by the
canstruction of the world-of-the-text through the interaction of the text-world and the reader. The literal tmeaning of the text is thus suspended in faveur
of its netual referent. These notions are explored in greater detail in the following chapter of this dissertotion,

¥ Commenting on Juan's three major poems Jean Baruzi says: "Plus profondément, los padmes de ln «Noche» ct dz la «Llamad, d'une pait, le
podme du «Cintico & autre part, ne nous offrent pas in méme inaccessibilité. Les strophes de la «Nochea ¢t de la <Llamax nous sont inacessibles
avant tout parce qu'elles déerivent une expérience ineffable; mais le podme du < Cénticow nous est doublement clos, T s¢ dérobe, et par 'expérience qu'il
résume, el par I"état d'inspiration divine, qu'en langage & la fois déchaind et hiératique, Jean de }o Croix y voudrait perpétuer. Et certes, les poémes de la
«Nochew etdela «Llama ne sont pas, pour Jean de In Croix, étrangers & 1"éiat &'inspiration divine. Mais, lorsqu'il regarde: son «¢ Cénticos, c'est cet
élat qui retient sa réverie.” BARUZL Probleme do I'expétience mystigue, 359. (emphasis ming)
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according to Ricoeur’s theory, it is this richness of metaphor in Juan's Cdnfico that provides us with an
appropriate text for a hermeneutical analysis. It is the use of metaphor within the Cdnfice that opens up the
possibility of access to other levels of reality. Ricoeur’s reformulation of mimesis brings to the surface the
suspension of the direct referential claims of metaphor in order to access non-ostensive reality. How is this
done?

The metaphor, in the act of language, produces "a new semantic pertinence by mcans of an
impertinent attribution."* Metaphors resist the ordinary use of language and reveal resemblances where, at
first, no resemblance may be perceived. Ricoeur bases this concept of metaphor on Kant's notien of the
"productive imagination."*! "The productive imagination at work in the metapherical process is thus our
competence for producing new logical species by predicative assimilation, in spite of the resistance of our
current categorizations of language."? Metaphors, through their deconstruction of the literal sensc of words,
create new meaning.

Poetics texts, through the use of metaphor, speak of the world and have a particular ability
to construct new meaning and lay open previously unknown aspects of reality.” Description of the world
includes not only "descriptive reference but also nondescriptive references, these of poetic diction."* But
in order to link the redescription of reality on the poetic level with the ontolegical level, Ricocur metaphorizes
the verb "to be."*® Ricoeur suggests that "seeing-as" (accomplished by the work of metaphor) be given full
ontological meaning. "Seeing-as" is thus correlated with "being-as." This is the referential work of metaphor.

A similar kind of process occurs with narrative. “With narrative, the scmantic innovation

RICOEUR, Time and Narrative, :ix.
4 RICOEUR, Time and Narative, 1x.

4 RICOEUR, Time and Narrative, 1.

“ Through the use of metaphor in poetry new fevels of reality surface: “Metaphorical reference, ... consists in the fact that the cffacement of
deseriptive reference--an cffacement that, a3 a first approximation, makes Janguage refer to jiself--is revealed to be, in 8 second approximation, the negative
condilion for freeing a mote radical power of reference to those aspects of our being-in-the-worldthat cannot be talked abow dircetly.” RICOEUR, Time
and Narmative, 1:80.

4 RICOEUR, Time and Narrative, 1:80.

4 RICOEUR, Time and Napative, 1:40.
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lies in the inventing of another work of synthesis—aplot. By means of the plot, goals, causes, and chance are
brought together within the temporal unity of a whole and complete action. It is this synthesis of the
heterogeneous that brings narrative close to metaphor."*® New possibilities for life on the existential level
are thus opened up through language. "Here a living metaphor, that is, a new pertinence in the predication,
there a feigned plot, that is, a new congruence in the organization of events."*” Narrative thus possesses a
mimetic quality in the possibility of refiguring reality through the action (the play) of the plot.*®

Both metaphor and narrative "belong to the same basic phenomenon of semantic
innovation."® Through semantic innovation in metaphor and narrative, reality is configured. This, in turn,
opens reality to refiguration in the existential sphere. Ricoeur says that the delineation betweer: poetic
composition (metaphorical utterance) and narrative (emplotment) is unstable, and Ricoeur concludes that there
exists "onc vast poetic sphere that includes metaphorical utierance and narrative discourse."*® Through
cmplotment the writer is able to re-configure "our confused, unformed, and at the limit mute temporal
experience."*!

The abolition in poetry of the direct reference "to objects that we can manipulate allows the
world of our originary rootedness to appear."”* To emphasize the poetic form of Juan’s Cdntico, therefore,
is 1o underline the significance of its literary form to convey meaning in a particular way. Different literary
forms have varying abilities to articulate and refigure temporal existence. What "announces itself" is, in each

case, "qualified by the form of the announcement."*® Poetry, because of its peculiar use of metaphorical

4 RICOEUR, Time_and Narrative, 1:ix.

“ RICOEUR, Time and Narrative, liix.
@ pecall; "Plot, soys Aristatle, is the mimésis of an sction.” RICOEUR, Time end Narrative, 1:xi.

¥ RICOEUR, Time and Narrative, 1iix,

# RICOEUR, Time and Namative, 1:xi.

% RICOEUR, Time and Namrstive, 1:xi.
% Paul RICOEUR, *Toward a Hermeneutc of the Idea of Revelation,” Hatyard Theological Review 70, no. 1-2 (January-April 1977), 26.

# RICOEUR, "Toward a Hermencutic of the Idea of Revelation,” 16.
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reference, is the medium, par excellence which has the ability to reshape human existence. Ricoeur holds a
special place for the role of "feelings" or "emotions" which surface in the reading of poetic texts.™

What Ricoeur calls feelings or emotions which surface inAthc wake of a poctic reading are
“precisely modalities of our relation to the world that are not exhausted in the description of objects. Basic
emotions such as fear, anger, joy, and sadness express ways of belonging to things as much as ways in which
we behave in relation to them; all the more reason why feelings, temperaments, moods, and Stimmungen,
expressed, shaped, and instructed by poetic language, should throw us into the midst of things."** Poclry's
unique referential capacity inserts us into our originary rootedness and bring us into worlds to which,
otherwise, we had no prior access. We come to belong to the world, in its decpest dimensions, through the
modality of poetic discourse. Feelings, therefore, are not merely subjective. Through them we participate in
the most integral aspects of human existence.

Poetic discourse, therefore, "refers to our many ways of belonging to the world before we
oppose ourselves to things understood as 'objects' that stand before a ‘subject.""** Ricocur suggests that we
have "becomeblind 1o these modalities of rootedness and befonging-to (appartenance) that precede the relation
of a subject to objects" since we have ratified, in an uncritical way, a certain concept of truth.*” Let us now

see how Ricoeur’s reformulation of mimesis benefits our interpretation of the Cdntico.

3, Value of Ricoeur’s Theory of Mimesis for Interpretation of the Cdntico

The written text serves as the intermediary among the three operations Ricoeur names

mimesis, ("referenceback to the familiar pre-understanding we have of the order of action”), mimesis, ("entry

# RICOEUR, "Naming Ged,” 218,
# RICOEUR, "Naming God," 2i8.
# RICOEUR, "Naming Ged,” 218,

5 RICOEUR, "Naming God," 218, 1 develop Ricocur's reformulation of the concept of truth in Chapter Four.
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in the realm of poetic composition"), and mimesis, ("a new configuration by means of this poetic refiguring
of the pre-understood order of action”).®® Mimesis, serves as the pivotal point, the mediating funcion,
between "the prefiguration of the practical field and its refiguration through the reception of the work."*
The reader "is that operator par excelience who takes up through doing something - the act of reading --
the unity of the traversal from mimesis, to mimesis; by way of mimesis,."*

In due course, each of the three operations of mimesis,, mimesis,, and mimesis,, will be
described in more detail. This dissertation asserts that each of these three hermenentical moments must be
explored in pursuing an adequate interpretation of Juan’s Canfico. As already shown in Chapter One, this
trajectory affects the appreciation of other methodological approaches to the Cdntico. However, it is hoped
that the pursuit of the full hermeneutical arc described by mimesis,, mimesis,, and mimesis; will enrich the
current understanding of Juan’s Cénfico and respond in a more helpful way to certain questions of
interpretation conceming this poem. Why is this so?

Ricoeur’s theory of mimesis helps us understand reality and the insertion and role of the
reflexive subject in that reality. Ricoeur’s theory reveals that it is throngh language, particularly poetic
language, that the individual shapes and refigures reality. Through Ricoeur’s reformulation of the concept of
mimesis it can be determined that Juan de la Cruz is not merely describing an already past experience, nor
a present experience, in his poem, the Cdntico. Rather, Ricoeur’s analysis of mimesis leads to the conclusion
that Juan, through his poetic work, actuaily shapes his experience and refigures the world.

This position shifts that held by most sanjuanist scholars who describe the Cdntico as an

autobiographical account of Juan's personal ascent to God, even though this ascent is seen as paradigmatic of

# RICOEUR, Time and Narrative, 1:xi,
¥ RICOEUR, Time and Nemative, 1:53.

© RICOEUR, Time and Narrative, 1:53, In summary, "we are following therefore the destiny of a prefigured time that becomes o refipured time through
the mediation of a configured time.* Ibid,, 1:54.
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the human journey.®' For example, Eulogio Pacho describes the Cantico in this way. He holds that even

though Juan describes a universal journey, the Cdnlico, even more, describes un sentido integramente

ersonal

However, in Ricoeur’s hermeneutical setting, description of the experiencethrough language
gives the experience, an experience that wouldn’t exist without Juan’s poetic inscription of it® In short,
through Ricoeur’s concept of mimesis we sce that Juan’s poem is not the poctic description of an already
known shaped into language, but is a new configuration of reality. This configuration then becomes
votentially availabic for tha reader in some other time and culture. As Ricoeur says: "Narration preserves
the meaning that is behind us so that we can have meaning before us. There is always more order in what
we narrate than in what we have actually lived; and this narrative excess (sureroir) of order, coherence and
unity, is a prime example of the creative power of narration,"®*

The role of Janguage is thus also shifted in a consideration of Ricoeur’s theory of mimesis
in the context of the interpretation of the Cdnfico. The written Cdntico is not an impoverishment of Juan’s
virginal mystical experience, as if writing is a poor copy of the experience. For Ricocur writing is

"productive." Writing is seen as an enrichment of Juan’s mystical experience which makes possible future

8 For example, Mix Huot de Longehamp deseribes the challenge of the mystic in this viay: *La mystique entraine une science, unc science d' observatlen
qui se nowrTit de émoignages sur des fait. Elle est susceptible de progres dans la mesure ol I'observation se foit plus cxocte, les moignages plus précis
et plus sbondants,” LONGCHAMP, Lectures de Jean de lo Croix, 416. Georges Tavard similarly sees Juon's wrilings os his poctic expression of sublime
experience: "John of the Cross does not prapese any neat theory on the degrees of spiritual life. He does not even proposc o theory at all. He deseribes
and interprets an experience.” TAVARD, Poetry and Contemplation, 132, in as much as I can agree with Tavard that Junn is not setting out a "neat theory®
of spiritual development, it is difficult to accept his position that Juan is mercly describing and interpreting an experience, Something else is happening in
the composition of the Cdatice. This position will become ¢lear in the progression el my thesis. Antonic . DE NICOLAS, St John of the Cross:_Alchemist
of the Ssul, with a Forward by Seyyed Hossein Nasr, (New York: Paragon Houae, 1989) holds a similar view to that of Tavard, After ciling scversl verses
of the Cdntico he says: *But the mystic, San Juan de la Cruz, is nol concerned with esthetics as the primary intention of his poetry. Esthetics is  huppy
outcome, indirectly achieved, of a larger intention, the deseription in poetic form of his inner experience,” Ibid, 68,

& *Por mis que Is escala amorosa en su gradual elocvacitn describa cronalégicamente €l desarrollo de lo perfeccién comiin utodas las nlmas, e} ejercicio
del amor rimado en las sublimes estrofas de nuestra égloga divina tiene un sentido integrantente personal; e3 retralo ficl del proprio fray Juen de la Cruz:
historia fidedigna de sus requickros amerosas con «t¢l Esposo Cristo ». Podemos rotular el pocma eon significacién autobiogrifica como < Cenciones que
tratan del ejercicio de amar entre ¢! alma de fray Juon ¥ el Esposo Cristo». No puede haber duda, ¢l Céntico cs relato vivo y personalisima: semblanza
limpida ¥ cautivadora de) arrebatado espirite un Sonto.” (emphasis mine) Eulogio de 1a V. del Carmen [PACHOY, “La Clave exegetica del ‘Cintico
espiritual’," Ephemerides Cormeliticas 9 (1958), 314

& » An end is put once and for all to the Cartesian and Fichtean--ond 1o an extent Husserlian--ideal of the subject’s iransparence to itself. To undersiand
oneself is 1o understand onesclf as one confronts the text and o receive from it the conditions for a self other than that which first undertakes the reading.
Neither of the two subjectivities, neither that of the suthor nor that of the reader, is thus primary in the sense of an originary presence of the self 1o itsell®
RICOEUR, "On Interpretation,” in From Text to Action, 17,

% paul RICOEUR, "The Creativity of Languege,” in A Ricoeur Reader: Reflection and Imaginstion, ¢d. Mario J. Valdés, Theory/Culture 2 (Toronto:
University of Toronto Press, 1991}, 468.
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meaning-events that similarly would not have been possible otherwise. The written Cadntico is, therefore, not
composed of the "inert material of language" as Pacho would have us believe.® Rather, the text of the
Cdntico is a dynamic text that is open to new interpretations.

Within the threefold concept of mimesis, Juan de la Cruz’s commentary on his own poem
becomes the first incidence of reader-text appropriation in Ricoeur’s analysis. Juan's own commentary opens
up some aspects of the poetic work, but does not, and cannot, exhaust the meaning of Juan’s poem. Juan’s
commentary on his own poem must then be seen as one-sided and incomplete. Ricoeur’s concept of mimesis
leaves the poetic text capable of continuing its work of refiguring reality in new ways through being taken up
again in other historical periods thiough the unfolding of the "world-of-the-text," Ricoeur’s central concept
in his hermeneutical program. Therefore, through Ricoeur’s concept of mimesis, we discover that the text of
the Céntico is "open" for readers in today’s world, as it has been experienced as an "open"” text for countless
readers in the past four hundred years.

Ricoeur’s theory of mimesis has structured this dissertation in its chapter divisions and
shaped the methodology as I have already presented it. The chapter divisions within this dissertation flow
from Ricoeur’s threefold mimesis mentioned above. He has aptly named these three moments of mimetic
activity; mimesis, (prefiguration of the text), mimesis, (configuration of the text), and mimesis; (refiguration
of the text). Each of these three moments of mimesis will be explained in greater detail prior to each part of
the dissertation that deals with that particular moment of mimesis and its confrontatien with methodological
considerations in the interpretation of Juan's Cédnfico. The first hermeneutical moment, mimesis,, or what
Ricoeur has called elsewhere the "prefiguration” of the text, is the first part of the hermencutical arc which

I will now examine,

# »in ninguna de sus obras aparcce con tanto relieve ¢l dominio del pensamiento sobre Lo forma expresiva como en ¢} Cdntico espiritnal. Represeata
dentro de su aval literario € triunfo de 1a idea sobre Ia palabra, de I forma mental sobre lo materis inerte del lenguaje,” PACHO, "La Clave exepetica del
‘Chptico espiritaal,” 308,
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4. Mimesis,

Literary productions are rooted ir the historical world, a particular cultural and political
setting. They are bom within the experience of that meaningful world of which the author is a pan.
However, Ricoeur suggests, "poets find not only an implicit categorization of the practical ficld in their
cultural stock but also a first narrative organization [mise en forme]."* It is to this world to which mimesis,
refers, that is, the world of action within which both the author and the reader live.” The conceptual
framework for human action is what today’s reader shares with Juan de la Cruz. Ricoeur’s theory suggests
that Juan's prefigurative world provided organizational principles for his poetic doing but these principles arc
common to the contemporary reader.

These organizational principles are themselves hermeneutical in nature.®* This is to say that
Juan’s world has already been linguistically informed and hence is itself mimetic. As Ricoeur says: "The
human person is part of the practical world of ‘doing' before an author writes about 'doing'."® Thercfore,
the contemporary reader does not share Juan’s cultural world but he or she does share Juan’s world of human
action.

" The features of this

Ricoeur refers to this moment of mimesis as "pre-understanding,
“pre-understanding,” or what Ricoeur also refers to as "practical understanding,” are described, rather than
deduced.” Within the concept of mimesis, Ricoeur creates an inventory of the resources of human action,

that s, the resources with which poetics transposes human action and suffering into a literary work (mimesis,).

¥ RICOEUR, Time and Narrative, 1:47.

¢ This presentation of mimesis, is based on RICOEUR, Time and Narrative, 1:54-64,

8 DICENSO, Hermeneutics and the Disclosure of Truth, 128,

& *Tp understand a story is 4 understand both the Janguage of ‘doing something’ and the cultural tradition from which procceds the typalogy of pluts.”
RICOEUR, Time and Narrative, 1:57,

™ »Whatever the innovative force of poetic composition within the field of our temporal experience may be, the compasition of the plot is grounded
in a pre-understanding of the world of action, its meaningful structures, its symbolic resources, ond its temporal character. These {eutures are deseribed rather
than deduced.” RICOEUR, Time and Narative, 1:54,

7 RICOEUR, Time and Narative, 1:54. Ricoeur goes on to say that this does not mean that the deseription is a closed one. Any description of some
past reality, even the distant past, is not static. New insights and perspectives may revesl funther accuracics in the descriptive order.
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Mimesis,, therefore, refers to the conceptual and symbolic tools available to the author for the inscription of
human action into a literary work. It is the conceptual and symbolic features of human action, therefore,
which I want to present in the first hermeneutical moment in my interpretation of Juan's Cdnfico.

In his theory, Ricoeur sets forth three features of the pre-understanding of a text. Firt, if
cmplotment is an imitation of action, action (specifically human acting) must possess some meaningful
universal structure which can be described prior to the inscription of a text. Second, if imitating is
meaningful, one must be able to identify the symbolic mediations of action which convey this meaning, Third,
these symbolic representations of action also sustain the temporal elements which allow action to be narrated.
Each of these three features of mimesis,, that is, the structural, the symbolic, and the temporal will now be

described separately.

4.1 The Structure of Human Acting

Ricoeur suggests that human action has a universal structure which is common to all people
when he distinguishes human action from mere physical movement: human action implies motivation and
particular goals, it has meaning that can be conveyed.” We can describe human activity and contextualize
it. This is to say that human action is accompanied by circumstances, effects, or consequences, by which one
can explain why somebedy did something.™ Since something was done by someone, human action also
implies actors, the who of who did what. The universal structures of human action can thus be made
intelligible through response to these various queries.

Ricoeur refers to the inquiries posed by these questions of what?, why?, who?, how?, with
whom?, or against whom? of any human action as the "practical understanding" of human action. The
referenceto any one of the parametersinfers the inclusion of all the others. Although we can understand what
human action is about within this practical, conceptual sphere, Ricoeur also speaks of understanding human

action within the confines of “narrative understanding." Human action can be composed.

™ RICOEUR. Time and Narrative, 1:55,

M RICOEUR, Time and Narrative, 1:55,
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However, "narrative understanding” of human action is different; it can be linked to the
practical understanding of human action through the use of two words: "It is a relation of presupposition and
of transformation."™ Literary composition of human action presupposes a familiarity with the common terms
used to describe the practical understanding of human action mentioned above. However, "namative is not
limited to making use of our familiarity with the conceptual network of action. Narmative adds discursive
features to our conceptual network of action that distinguishes this network from a simple sequence of action
sentences."™ These additions do not belong to the conceptual network described in the who?, why?, what?
and so on of practical understanding, Rather they belong to the syntactic order which engendersliterary works
whether they are historical or fictional. When action is composed, it is not merely in response 10 the questions
of Who?, Why, What? and =0 on. "Consequently, narrative understanding is not limited to pre-supposing a
familiarity with the conceptual network constitutive of the semantics of action."”

Although there is a need to be informed at the practical level conceming the direction and
motivation of human action, there is another dynamic taking place within the articulation of human action
through language. Literary “articulations of action are bearers of more precisely temporal clements, from
which proceed more directly the very capacity of action to be narrated and perhaps the need to narrate it."”
Through the telling of "doing,” a text is formed from what previously were disparate parts and therefore the
human experience of action takes on form through language.

Briefly then, the relationship between "narrativeunderstanding" and "practicalunderstanding”
can be summed up as follows: "In passing from the paradigmatic order of action 10 the syntagmatic order of
narrative, the terms of the semantics of action acquire integration and actuality. Actuality, becausetlie terms,
which had only a virtual signification in the paradigmatic order, that is, a pure capacity to be used, receive

an actual [effective] signification thanks to the sequential interconncctions the plot confers on the agents, their

M RICOEUR, Time and Narrative, 1:55. (cmnphasis mine)
™ RICOEUR, Time and Namative, 1:56.
% RICOEUR, Time and Namrative, 1:56.

7 RICOEUR, Time and Narrative, 1:54.
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deeds, and their sufferings. Integration, because terms as heterogeneous as agents, motives, and circumstances
are rendered compatible and work together in actual temporal wholes."”™ Language is therefore subject to
the common structures of human acting as well as the human experience of temporality in which literary
production takes place.

What we become aware of here is that there is no original story. Literary creations arc "a
redefining of what is alrcady defined, a reinterpretation of what is already interpreted."” This "makes
possible a human solidarity through retrieval of a common past."® Through the common experience of
language the human conununity mediates what it means to live practically in the world within a common
heritage: "There is no lived reality, no human or social reality, that is not already represenfed in some sense.
Therefore, the referent of narration, namely human action, is never raw or immediate reality but an action that
has been symbolized and resymbolized over and over again."® Our human condition of being-in-the-world
is expressed using the practical resources available to us in literary structures which ore common to the
universal experience of human acting.¥  Therefore, "practical understanding” refers to the semantics of
human acting shared by all people in all times. Human action has a conceptual structure where agents and
circumstances, goals and consequences, are shared in the common human condition. To live in the world is
already mimetic: human doing interprets reality. As James Dicenso says, "representation per se refers to a
being-in-the-world that is culturally and linguistically formed and hence is itself mimetic."® Juan's
cxistential reality has already been shaped and informed by the linguistic doing of many people that have gone

before him. The contributions of mimesis, and mimesis, already contribute to Juan’s mimetic activity in

mimesis;.

™ RICOEUR, Time and Narrative, 1:56-57,

® fizven M. CLARK, Paul Ricoeur, Crities of the Twentieth Century (Londen: Routledge, 1990), 154,

® CLARK, Paul Ricocur, 154,

1 pgul RICOEUR. Dintogues with Contemporary Continesstal Thinkers, ed. Richard Keamnsy, (Manchester: Manchester University Press, 1984}, 234,
quoted in CLARK, Paul Ricoeur, 165,

£ RICOEUR. Time and Nurative, 1:52,55.

B DICENSO, Hermeneutics and the Disclosure of Truth, 122,




Y]

However, Juan’s virtual experiences of being-in-the-world take on a particular shape within

Juan’s own poetic work, that is, they receive "actual signification” and undergo “transformation” through his
poetic doing, the focus of mimesis,. Juan’s poetic doing is a taking up of the pre-narrative resources availabic
10 him within his own time. These are the cultural resources of his day. These resources form part of the

prelinguistic structure of Juan’s Cdntico.

4.2 Symbolic Structures of Human Acting

The second feature of mimesis, abides specifically "in the symbolic resources of the practical
field."* Every culture is drenched in its own symbolic heritage, its signs, and its rules. Human action can
be symbolically communicated through the use of these cultural symbols, signs, and rules which are pervasive
in every civilization,” When Ricoeur speaks of this symbolic communication or mediation, he is referring
to cultural symbols that underlie human action and that "constitute its first signification, before autonomous
symibolic wheles dependent upon speaking or writing become detached from the practical level ¥

Here Ricoeur draws on verstehen sociology such as that of Clifford Geeriz in The
Interpretation of Cultures.”” Geertz describes culture as "an historically transmitted pattern of meanings
embodied in symbols, a system of inherited conceptions expressed in symbolic forms by means of which men
communicate, perpetuate, and develop their knowledge about and attitudes toward life. ... sacred symbols
function to synthesize a people’s ethos--the tone, character, and quality of their life, its moral and acsthetic
style and mood-and their world view--the picture they have of the way things in sheer actuality are, their most

comprehensive ideas of order."® Symbols therefore serve to articulate the cxperience of the human

¥ RICOEUR, Time and Narrative, 1:57.

% RICOEUR, Time and Nurrative, 1:57.

% RICOEUR, Time ond Narrative, 1:57. In this way Ricoeur distinguishes “sn implicit or immunent symbolism, in opposition to un explicit or
autonomous one.* Tbid, 1:57,

¥ RICOEUR, Time and Nortative, 1:57.

B Clifford GEERTZ, The Interpretation of Cultures: Selected Esaays, (Now York: Busic Dooks, 1973), 9, Ricoeur opts for the definition of symbal
closest to that of E, Cassirer in his Philosophie des formes svmboliques, (Paris: Edition de Minuiy, 1972), Ricoeur summarizes Cassirer's definition in his
article "Poétique et symbolique® in Initiation & Ia pratique de la théslogie: Tome T Introduction, ed, Bernard Lauret and Frangois Refould (Paris: Cerf, 1962),
37.6]. Using Cassiver's definition Ricoeur says symbols are *des structures de ['expérience humaine dotées d*un statut culturel e\ capuble de refier (religio)
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community, without which that experience would remzin blind and incommunicable.* This symbolism, frem
its pre-conceptual Icvel, is brought to the conceptual level in language.”® Symbols li¢c on the frontier and
mediate between the deepest structures of human reality (bios) and linguistic code (logos).

This symbolic mediation manifests itself in the form of a structured symbolic system.”
individual symbols cannot be totally isolated from within the matrix of symbolic representations temporally
operative in the culture. "A symbolic system thus fumnishes a descriptive context for particular actions."”
But beyond the descriptive order, symbols are also "cultural processes that articulate experience."® Ricoeur
thus speaks of action as a sort of “quasi-text” since the symbols which are taken up in human action are
already once removed from the human experience from which they rose, but they are also already interpretants
of human action and behaviours.*® Therefore, symbolism at this pre-conceptual level provides the initial
availability of conferring "readability" or "meaning" on action.”

The symbolic dimension of life therefore represents normative dimensions of being-in-the-

world®® To undersiand narrated human action, that is, to glean intelligibility from its symbols and its

images, is at the same time “to light up our wn situation or, if you will, to interpolate among the predicates

enire eux les membres de la communmté qui reconnaissent des symboles comme les régles de leur conduite.* RICOEUR, Initiation, 1:38.

R RICOEUR, Initintion, 1:37.

%+ Ic stade oral, on peut voir le symbelisme se condenser dans des activités verbales sutonomes et parfaiterent identifinbles. Les symboles dont
nous alloss maintenant parler répendent & cette double considération: d*une part, le sémitisme analogique ¥ est clairement discernable; dautre part, il
s'incame dans des actes de Jangage bien définis que I'éeriture n'a pas cu de § zine & fixer, méme 5'ils ont cu une longue existence orale avant que des scribes
de profession les inscrivent sur un support durable et leur donnent une existeuce textuelle. Ce symbolisme explicite, distinet, est le symbolisme proprement
dit” RICOEUR, Initiation, 1:44.

% RICOEUR, Time and Narrative, 1:58,

7 RICOEUR, Time and Narrative, 1:58,

" RINOEUR, Time and Naative, 1:57. Ricoeur, again, follows Cassirer in this description of symbois and symbolie systems.

“ RICOEUR, Time and Narrative, 1:58,

® Ricocur goes on lo suggest symbols also "introduce the idsa of a rule” in the sensc that symbols capture and convey nommative behavzours, Here
Ricoeur follows Peter Winch who emphasizes this feature of symbols by characterizing meaningful action a5 ‘rule-gaverned behavior'” RICOEUF, Time
and Narvative, 1:58. Ricoeur develops this idea in his article "The Modsl of the Text: Memninpful Action Considered as a Text,” in RICOEUF, Froin Text
to Action, 144-167.

% RICOEUR, "The Model of the Text: Meaningful Action Considered as a Text,” 149
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of our situation all the significations that make a Welr of our Umwelr."" “While the latter represents an
‘environment' in a naturalistic sense fthe ostensive references of dialogue}, the former gives expression to the
encompassing cultural contexts that shape human existence."™ Through this characteristic of mimesis,, we
value the symbolic resources (whether implicit or explicit) operative within the cultural traditions which Juan
de 1a Cruz intherited. Juan inherited a stock of issues which were the symbols and themes of the cuilurai cthos
predominant during his time. Cultural worlds exist before individuals and provide the context for the
"referential structures through which discourse functions meaningfully."”® Jjuan drew on these resources and
shaped them in a unique way through his poetic making. Recognizing this will lead us to explore the symbolic
climate of Juan’s time in Chapter Three. In particular I will highlight certain symbols and themes of the

western mystical tradition, It was within this symbolic tradition that the Cdntico ook shape.

4.3 The Temporal Elements of Human Acting

The mimesis of humnan action is not limited to an understanding of the conceptual framework
of action or its symbolic mediations as they have just been described. A third feature is included in the pre-
understanding of human action, that is, the "temporal elements onto which narmative time grafts its
configurations."'® I[nasmuch as there are structures of human action that call for narration, so too arc there
temporal structures that reguire narrative embodiment.

Ricoeur does not linger on what he terms the "all too evident” correlation between a
particular action and its reference to some past, present, or future experience. Rather he quickly moves on

10 the "exchange that real action makes appear befween the temporal dimensions."® Here Ricocur uses

¥ RICOEUR, “The Mode] of the Text: Meaningful Action Considered as & Text,” 149,

" DICENSQ, Hermepentics and the Disclosure of Truth, 128,

¥ DICENSC, Hermeneutics and the Pisclosuse of Truth, 128,

I® RICOEUR, Time and Narrative, 1:59,

1! RICOEUR, Time and Narrative, 1:60, (emphasis mine)
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Augustine’s concept of the threefold sense of the present.' "By saying that there is not a future time, a
past time, and a present time, but a threefold present, a present of future things, a present of past things, and
a present of present things, Augustine set us on the path of an investigation into the most primitive temporal
structure of action."® Ricoeur thus proposes that human action has a prefigurative, temporal level which
must be acknowledged before its narrative configuration. Routine daily acting "orders the present of the
future, the present of the past, and the present of the present in terms of one another."’® This becomes clear
in the everyday use of language and action which reckons with the human experience of time,'®

With Heidegger in Being_and Time, Ricoeur sees the human relationship to time as that

"within which" human action takes place. This concept of within-time-ness (Innerzeitigheif) Ricoeur sees as

the best characterization of the temporality of human action.'® This desubstantialization of time Ricoeur

10?7

cites, with Heidegger, as the "temporal constitution of Care [Soree]. Human within-time-ness is

described as a "basic characteristic of Care, our being thrown among things, which tends to make our

1108

description of temporality dependent on the description of the things about which we care. The "now"

% Ricoeur develops this idea from Book 11 of Augustine's Confessions.

o RICOEUR, Time and Marrative, 1:60.

% RICOEUR, Time and Narative, 1:60.

1 RICOEUR, Time and Nomative, 1:62. *Within-lime-ness or being-"within'-time deploys features ireducible to the representation of linear time.
Being.'within'-ime is oiready something other than measuring the intervals between limit-instants. Being-‘within'-time is abave all o reckon with time and,
as o consequence of this, to caleulate, 1t is because we do reckon with time and do make cofculations thot we must have recourse to measuring, not vice
versa. It must be possible, therefore, Lo give an exintential description of this ‘reckoning with' before the measuring it calls for. Here expressions such as
‘have the time 10," ‘take the time to," ‘o lose lime,’ etc, are very revenling. A similiar thing can be said about the grammatical network of the verbal tenses
und the highly ramified network of temperal adverbs: then, afler, Jater, carlier, since, until, so long os, during, all the while that, now that, cte. All these
expressions with their extreme sublety and fine differcntiations, are criented toward the datable and the public character of the time of preoccupation. ...
A day is not an abstract meastrs; it is a length that corresponds to our Care and the warld in which it is "time to' do something, where 'now’ signifies now
that ... 1t is the time of works and 2ays." Jbid,, 1:62-63,

% RICOEUR, Time and Narrative, 1:61,

197 RICOEUR, Time and Narrative, 1:61, Heidegger's philosophical anthropology in Being and Time is organized around the concept of Sorge (Care).
In Sorge, Heidegger, suggests Dascin (Human Being) discovers itselfs "Because he knows that he will die, Dasein takes post ssion, like no other thing does,
of the course of his persanal destiny, cven before it is in foct realized. Consequently, when Heidegger speaks of Dusein as Being-toward-death (Seln-zum-
Tode) he signals the finite self-possession which characterizes the free being who in projecting himself unfolds the reality of his own destiny.” Thomas
LANGAN, The Meaning of Heidegger: A Critical Study of an Existentinl Phenomenolagy, (New York: Colombia University Press, 1958), 32;  "The true
Self, the caring Self, the Dusein who understands himself in the structural whole of his Being as temporulity, realizes itself as conscience (Gewissheif),
Conscir: ~¢ suggests a nole of awareness, the kind of awareness that is bom of a steady gaze directed at things as they are. ... Conscience understood thus
fundameninlly is not a voice calling from outside, but a still and resolute address of the authratic Dasein to himself. This call {Ruyf) is the voice of core
(Sorge)” Ihid, 35

W RICOEUR, Time and Narrative, 1:62 Ordinary language philosophers (Ausin and others) describe the content of everyday language os "those
expressicns that are most eppropriate to what is properly human in our expericnce.” bid., 1:62.
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proper to the time of Care, that is, the time of preoccupation, is significantly different from the "now” of an
abstract moment.'” Juan de la Cruz was not indifferently linked to the world about him, He was actively
involved with his immediate religious community, the Carmelite order, and socicty at large. As we will sec
in his biographical sketch, he held particular responsibilities within these various spheres.  The "now" proper
to the time of Juan's Careis the "now" of doing shared with other human beings who similarly "do." Within-
time-ness is thus irreducible to the representation of linear time, that is, a collapse of time in a linear
succession of "nows,"!*

The importance of this analysis of the structure of temporality is revealed in this relationship
of narrative to Heidegger’'s concept of within-time-ness."!! The temporality of human action is not so much
that we do things sequentially, from beginning to end: rather, what makes human action temporal is that
human actions are shared in Care. In human action we are inseried within-time which results in the
constitution of the self. Heidegger’s concept of Care is an ontological category which refers to how the
individual stands over and against the world in terms of preoccupations. When we usc adverbs around time
and action they are indicative that there is a linking of action to Care, i.e., human action is never neutral.’?

All action has a temporal immersion because it is an expre§§iun of, or rooted in, Care. The
poet, as well as the reader of the Cdntico, takes up his or her doing as a function of Care, and relates to the

world through the experience of within-time-ness manifest by the poetic doing. It is this experience the

contemporary reader, as well as the reader of the Cdntico down through the centuries, has in common with

% RICOEUR, Time and Narvative, 1:63. Ricoeur emphasizes Heidegger's point that *Saying 'now is the discursive articulation of a making presen:
which temporalizes itself in 8 unity with a retentive awaiting.” Martin HEIDEGGER, Being and Time, wans. John Macquarrie and Edward Robinson, (New
York: Harper, 1962), 460, quoted in RICOEUR, Time and Narrative, 1:63, Ricocur further quotes Heidegger on this issue: *The making-present which
interprets itself--in other words, that which has been interpreted and is addressed in the ‘now'--is what we call time’* HEIDEGGER, Being and Time, 460,
quoted in RICOEUR, Time and Narrative, 1:63,

U sBeing'within'-time is already something other than measuring the intervals between limit-instants.” RICOEUR, Time and Narrative, 1:62. The
human capacity to put fixed periods on the experiencs of time reveals a dynami: relatianship with the encounter of in-time-ncss that called for -alculatons
which resulted in the langunge of the measuring of this dynamic in the first instance. The initin] measurements of the experience of time are found in the
experitnce of the cosmic order itself: the natwral rhythm of the change of day and night, the passing of seasons, the rising and setting of the sun, and so
on. This primary reference to natural measures of time are essentinl to safeguard time from slipping into mere abstraction und lose its existential quality.
See RICOEUR, Time and Narrative, 1:63.

W «Narative configurations {of time] and the most claborated forms of temparality corresponding Lo them share the same foundation of within-time-
ness.” RICOEUR, Time and Narrative, 1:64,

12 RICOEUR, Time and Namative, 1:62-63.
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Juan de la Cruz. Time, in Ricoeur’s analysis, does not separate us from Juan de la Cruz, but locates
contemporary human experience within common preoccupations despite the temporal and cultural disparity
between sixteenth-century Spain and the twentieth-century Global Village. Through Care, the human
community enters into a common experience of with-in-time-ness that refigures temporal distance. For
Ricoeur, this dialectic is brought into sharp focus through the inscription of time in language.'??

The question may now be asked: Where does an examination of the characteristics of
mimesis,, lead us with respect to our methodological trajectory? Since we recognize that Juan de la Cruz
necessarily drew from his practical everyday living to shape the Céntico, we can reflect on Juan's poetic work
to enter into the world of possibilities for human life shaped by that work. An examination of the historical
world within which Juan wrote will allow the current readerto enter into this dynamic more consciously. This
world includes his own family life, his cultural milieu, the socio-political-economicreality of sixteenth-century
Spain, Juan's literary sources, as well the church to which Juan belonged. Various individuals, such as the
great Teresa of Avila, shaped Juan’s life profoundly. Juan, immersed in his own Lebenswelt, brought that
experience to language in his Cdntico. 'We are therefore led into the historical and cultural world of Juan,

Based on the foregoing reflection we may also ask: What is the originary precccupation or
Care of Juan's life? How does Juan de la Cruz or his Céntico stand within time? What characterizes him?
These questions can only be responded to during the investigations pursued in the following chapter.
However, we can say for now that Juan de la Cruz stands before us as, among other things, a theologian, a
pastoral worker, an administrator, and a writer. In a particular way tradition has characterized Juan’s

preoccupation within-time-ness as "mystical."

W o is well known, Heidegger reserves the term temporality (Zeiflichkeif) for the most originary form and the most suthentic experience of time, thot
is, the dialectic of coming 1o be, having been, and making present. In this dialectic, time is catirely desubstnntinlized. The words ‘future,’ 'past,’ and ‘present’
disappear, and time itself figures as the exploded unity of the three lemporal extases. This dialectic is the temporat constitution of Care.® RICOEUR, Time
and Narrative, 1:61.
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5. Conclusion

Ricoeur’s theory of mimesis has revealed its treasures in this presentation, It suggests that
poetic doing imitates human action to be taken up again in some future time. Poctic mimesis is not a mere
reflection of reality but is productive of authentic human cxistence. The language of the Cdntico takes on a
new role within this context. Through poetic language there is an intensification of reality which is
constructed in a particular way, particularly through the use of metaphor. Therefore, Juan’s Céntico, within
Ricoenr’s theory of mimesis, cannot be seen as a stumbling attempt to express Juan's personal experience.
This insight frees Juan’s Cédntico to be a transformative text in the life of another human being, Juan's
construction of reality becomes available fFom the text in the act of appropriation. Ricoeur’s theory, therefore,
includes a role for the author, the text, and the reader in the interpretation of Juan’s Cdntice. The Cdntico
cannot be interpreted as a text isolated from the experience of the reader.

Ricoeur’s theory of mimesis, demonstrates that human action has a universal prenarrative
structure which is imitated throungh narrative productivity."’® Human action has been shown to have a
semantic logic, is rooted in a culture’s symbolic systems, and deals with tjle temporality of the everyday
experience of life. "Upon this preunderstanding, common to both poets and their readers, emplotment is
constructed, and, with it, textual and literary mimetics."''* Configuration, or re-presentation of human
action, can thus take place through emplotment (the making of a text): the pivotal point of analysis which
joins time and narrative in Ricoeur's analyss.

In this study I am therefore examining how human action is emploted in Juan’s Cdntico only
10 be taken up again by the reader in a new way as he or she follows the "directedness” of the text. However,
before 1 begin an analysis of the second moment of mimesis (that of the text), let us turn 1o an examination

of the prefigurative world within which the Cdntico took shape. In the following chapter, I will review the

14 o] iterature would be incomprehensible if it did not give a canfiguration to what was already & figure in human sction.” RICOEU, Time and
Narrative, 1:64.

1% RICOEUR, Time and Narative, 1:64,
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major events in Juan’s life and describe the religious, political, and social climate of sixteenth-century Spain,
These realities form the backdrop against which he wrote the Cdntico. All these fields of resources form the

prefigurative world of Juan’s Cdntico.




CHAPTER THREE

MIMESIS, AND JUAN'S CONCEPTUAL AND SYMBOLIC WORLD

1. Introduction

Through sensitivity to the various elements of Juan’s cultural and ecclesial heritage we are
brought into the wider context of Juan’s world within which the Cdntico took shape. Through this description
we become anchored in that world. There are three main areas which I will examine in order 10 present the
conceptual and symbolic resources which were availableto Juan de la Cruz in the composition of the Cdnrico.
The first of these is a general introduction to the historical milieu of Juan, its political, sociological,
intellectual, and religious characteristics. The second area is an examination of Juan’s own life and the
development of the Cdnfico within that life. Here we will examine the unfolding of the various texs of the
Cdntico as well as their commentaries. The third area is a presentation of the western mystical tradition from
within which Juan wrote. Juan's contribution and uniqueness within that tradition will be our focal point here,

Each of these three fields of resources will now be presented.

2. The Historical Milicu of Juan de Ia Cruz

Juan de la Cruz (1542-1591) lived during the dawn of the modern age in Europe.' It was

! See Louis BOUYER, Dom Jean Leciercq, and Dom Frangois Vandenbroucke, A History of Chyistian Spirituality: 11 The Spirituality of the Middle
Apes, trans, The Benedictines of Holme Eden Abbey, Carlisle (London: Bums & Oates, 1968), 532-543 for o resume of the main political and religicus
currents of Juan’s time. Ancther excellent summary with extensive bibliographical references which focuses more exclusively on the religious currenls is:
Melquiades ANDRES [MARTIN), *Pensamiento teologico y vivencie religiosa en lareforma espafiola (1400.1600)," in Historiu de la [glesia en Expofia 1.2,
La Iglesia en 1a Espafia de los siglos XV v XV, ed. Ricardo Garcin-Villoslada, Biblioleea do Autores Cristionos Seric maior 21 (Madrid: Editorial Catdlice,
1580), 269-361, See especially Ihid., “La espiritualided espaiiola en los siglos XV y XVI: Movimicntes y disputas,” 327.36]. Probably the most camplete
study of theological and spirituat currents during Juan's sixteenth-century Spain is Melquindes ANDRES [MARTIN], La teologin espafiol en £l siglo XVI,
2 vols., Biblioteca de Autores Cristianocs Serie major 13 & 14 (Madrid: Editorial Catblica, 1976-77). Fora presentation of the main ciements from this work
see his orticle: Thid., "La Tealogia espasiola en ef sigla XV1* Revista Espafioln de Teologfa 52 (1992), 129-153. A succinct summary of the main curreats
in sixteenth-century Spanish theelogy is given by Andrés Martin in GARCIA-VILLOSLADA, ¢d., Historin de lo Iglesia on Expafia 11].2.% 269-280. A less
detailed presentation which focuses on the Carmelile movements during this time is Kicran KAVANAUGH, "Spenish Sixteenth Century: Cermel and
Surrounding Movements,” in Christian Spirituslity l: Post-Reformation and Modem, ed. Louis Dupré and Don E. Saliers, World Spintuality: An
Encyclopedic History of the Religious Quest 18 (New York: Crossroad, 1989), 69-92. A detailed and somewhat exhoustive study which presents a
sociologica!, politicat, eultural, as well s a geopraphical and cconomical description of Juan's Spain can be found in Femund BRAUDEL, The Mediterranesn
end the World in the Age of Philip IT, 2 vols,, trans. from French by Sifn Reynolds (London: Colling, 1972).
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a time of unparalieled importance for Spain on the world scene.? The political and material prosperity of the
Tberian Peninsula had been guaranteed by the marriage of Ferdinand of Aragon and Isabella of Castile in 1469
which united the whole of Spain.’ With the discovery and conquest of the New World in 1492, new and
immeasurable riches came flowing into Spain’s many ports. However, many Spaniards remained untouched
by this new found wealth, and dire poverty was widespread.
In response to this situation Juan worked as an orderly in the Hospital de las Bubas in
Medina when he was still a young adolescent.® This hospital would have been for the very poor suffering
from contagious discases. However, this did not deter young Juan and it was a great source of personal
growth for him. "Being close to the destitute taught Juan the real values of life; ... he did not see the patients
as the objects of apostolic zeal. He saw them first and foremost as people.™
Juan would .'<o have felt the repercussions of the expulsion from Spain of the lzst of the
Muslims, located in the city of Granada. This event also took place in 1492 and resulted in relative peace and

apparent religious unity for the first time in nearly eight hundred years.® This "apparent unity" came,

? The prominence of the literary reputation of Spain at this time deserves special pote, *Under Charles V and Philip it was the wealthiest Jand in Europe
and was the centre of the political movements which governed the civilized world. There was everything to stimulote the development of a national literature
which should guide the thoughts of mankind, even as the arms of Spain dominated both hemispheres, ‘The ability of the race was unquestionable, the standard
of culture was high, the longunge had been developed into a copious and flexible vehicle for the expression of thought, ... . It was the golden age of Spanish
Yiterature.* Henry Charles LEA, Chapters from the Religious Historv of Spain Connected With the Inguisition, reprint of 1890 edition, Rescarch & Source
Work Series 245; Sclected Essay, Histery and Social Science 31 (New York: Burt Franklin, 1967), 140.

3 Femand Braudel describes this development in his very extensive werk on this period in Spain. Fora brief description of the sccomplishments of this
union and the contributions of Charles V and Philip II who followed Ferdinand in the line of the Cathelic Kings of Spain see BRAUDEL, Mediterranean
and the Mediterrancan World, 2:669-681.

4 Ias Bubas, Jiterally mesning "the tumours,” was the popular name of the hospital. The official name of the hospital was Nuestra Sefiora de la
Conecepeién, This job was offered to him by the administratar of the Hospilal Don Alonsa Alvarez de Toledo. Don Alonso Alvarcz was struck by Juan’s
sensitivity to others and so knew he would be a good candidate for the job. However, Tuan's family was also in need of financial support, end so Juan gladly
nccepled o position that would help all the members of his family, See HARDY, Search for Nothing, 13-14, passim. The impression this expericnce lefl
on Jumn is described for us by Hardy: “The physical, psychalogical and social suffering of the patients impressed young Juan de Yepes in the adolescent,
formative years during which he lived and worked there” Ibid., 14. Juan was to intensely exercise his skills and care for the sick once again as an adult
during the cotarro universal or influenza while he lived in the south of Spain in the town of Baeza in 1580, ‘This epidemic “killed his mother and lef} Teresa
{of Avila] in o state of prostration from which she never fully recovred.” BRENAN, St John of the Cross: His Life and Poetry, 47. During this scourge
Juat cared for the monks in his own charge, cooking and cleaning, changing their beds and caring for them in whatever ways he could despite his already
very busy schedule as Rector of the new Carmelite College in Bacza,

$ HARDY, Search for Nothing, 15,

* The peace and the unity was "relative’ and "oppareat® since the persecution wrought by the Sponish Inquisition ook aheavy toll on the church as well
ns the state, causing destruction and division, (see page §2) Regretfuily, the positive contributions of the Mohommedan culture were not aivays recognized
by the church or state, For instance, it was the Muslims who had preserved the writings of Aristotle for the West, Aristotle had ceased to be studicd in the
Roman Empire since 529 when Justinian ¢losed the schools of Athens. And thus it was the Muslims who were to be the guardions of Aristotelian philosophy
for the blossoming of scolasticixm afier the tum of the millennium, It was the influx of Muslims to the Iberian Peninsula in 711, although threatening the
very existence of Catholicism in that part of the wotld, which brought the superior Mohammedan culture with them. Therefors, because of the Muslims,
Aristotelian philosophy had begun to flourish in twelfth-century Mosdem Spain, From Spain, through translations made under the direetion of the Archbishop
of Toleds, this Greco-Arab philasophical and scientific culture + - - - ~rough the Catholic intellectual world. During the time of Juan de la Cruz the Muslim
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however, at a great cost. Muslims and Jews alike were forced to renounce their religious beliefs in favour of
catholicism, or face expulsion. However, despite these political tactics, the rich cultural heritage which the
Jews and Muslims left behind was still very much in evidence during Juan’s own time.’

The truth of the matter is that the first European Renaissance did not begin in Italy in the
sixteenth century, but in the twelfth century in Spain. Within Spain the place where Juan was most prodigious
in his writing was Andalusia.® This was the meeting place for a rich diversity of cultures and spiritualitics
of the East and of the Mediterranean which contributed toward a great cultural richness.” Superior
architectural designs, a--ueduct systems, medical, and astronomical advances were all firmly entrenched in
Juan’s Spain.

Intellectually, Spain was the bright light in Evropean academic endcavours, founding many
new universities during this time,'® ThelUniversity of Salamanca, at which Juan himsell studied, boasied

an impressive selection of scholars unrivalled by those in either France or Italy. ' But even before his arrival

heritage and culture was still very strong. See Philip HUGHES, The Church in the Warld the Church Made: From Augustine fo Aquinus, History of the
Church 2 (London: Sheed & Ward, 1961), 323.325.

? Bruno de Jésus Marie reconstruets the predominantly Muslim setting of sixieenth-century Greneda, See BRUNO DE JESUS MARIE, Saint Jean de
la Croix, 244-260, The most prominent Arabian philosopher of Musulman Spain, Averro¥s, was born in Cordobain 1126 and influenced European thealogical
schoals throughout the Middle Ages and the Renaissance. He propesed that the end 1o mysticism was union with God by tmeans of contemplntion, » theme
whith ean be readily discemed in Juan's own writings. See Henri POURRAT, History of Christion Spirityality, trans, from French by W.H. Mitchell, Jacques
Attwater, and Danald Attwater of La spirjtualité cheétienns, London: Bums, Oates & Washboume, 1955, 3:81. Miguel Asin Pnlucios hns studicd the
influences of this Muslim heritage on Juan's writings, see Miguel Asin PALACIOS, *Un précurseur hispano-musulman de saint Jean de la Croix,” Ftudes
Carmélitaines 1 (1932), 113:167. In this article Palacjos studies the dectrinal parallels conceming renouncement in the writings of Junn de la Cruz and the
muslim mystigue Ibn *Abbid de Ronda (11394). Palacios argues that the mystics of sixteenth-century Spain were o direct result of the Islamic Mystics, the
Sufis and Sadilies. This thesis was based on comparative linguistic studies to which he devoted his life, One need enly tour the Jewish Quurter of Seville
to get a feel for the influence of the Jewish presence in that town which persists even to today.

! The contrasts of the countrysice in Andalusin ore striking. At places there are vast planes which arc nearly barren and desert like. In other pluces
there are rolling hills and mountainous terrain. 1t was within the confines of this landscape that Juan wrote his Cdntico, Foran interesting reflection on how
the geographical seiting might affect an individunl's spiritunlity see: Belden C. LANE, “Fierce Landscapes and the Indifference of God,® The Christiun
Century 16, no. 29 (1989), 907-910.

® POURRAT, Christian Spirituality, 3:80-85,

© For o chronalogical list of the various faculties of theology which were estnblished in aver fourty cities throughaut Spain from 1206-1693 see
ANDRES [MARTIN), "Penzamiento teologico,” 270. However, Spain’s central position in academic endeavours was nol to retain its prominence. By the
end of the sevenleenth centary *the nation which had seemed destined to supremacy alike in the world of letters and of arms had shrunk urtil in both spherea
there were none so poor as 1o do it reverence,” LEA, Relipious Historv of Spain, 188, Lea atiributes this decline in Jarge part to the severe and absolute
censorship exercised by the Spanish Inquisition. Sce Tbid,, 187-211, where Lea discusses the influence of this censorship particularly on the academic life
of the Spanish intellectuals.

1! The University of Selamanca had existed since 1242 and had 8,000 students in the sixteenth century, 1t was divided into twenty-five colleges und
fifty religious communities had students studying there. Domini de Soto (1454-1560), Francisco deVitora {1492 or 1493-1546) end Melchior Cano (1 509-60)
were among the greatest theologians of the day. Sce BOUYER, A Historv of Christien Spirituality, 2:533. Prominent in the Cermelite order were the
theologians John Baconthorp and Michael of Bologna, see CRISOGONO, Vida v obras, 75.
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at Salamanca, Juan would have been well versed in Greek, Latin and Rhetoric due to his four years of
intensive study at the Jesuit college in Medina del Campo."* Juan was the recipient of the diversity and
originality of these highly stimulating intellectual environments. Despite a renewal of Asistotelian
scholasticism Juan was introduced to various schools of thought, and, even more significantly, he was exposed
to the right to, and value of, original thinking."

The foundation of the many colleges and universities during Juan’s time provided the basis
for the unification of theology and the growing influence of humanism in sixteenth-century Spain.'* There
was a prowing awareness that theology was not just an abstract knowing of God through Revelation, but that
humanity participated in the life of God personally, and the ideal of that life was union with God."” Creation
and the human person were scen as fundamentally good, and thns Christian humanism did not focus upon the

sinful nature of humanity, but rather focused upon the redemption of that humanity in the world.'

12 For n brief description of life and studies at the Colegio de Medina del Campo see CRISOGONQ, Vidn v obras, 34-48,

V' This renewal in scholastic theology coincided with reforms launched by the Council of Trent. Sce Hubert JEDIN, A Historv of the Council of Trent,
2 vols,, trans. from German by Don Emest Graf (Lendon: Thomas Nelson & Sons Ltd., 1957), 1:400, Atthe famed University of Salamanca Peter Lombard's
Libri sententiarum was replaced by the Summa thegleriae of Thomas Aguinas around 1526. See ANDRES [MARTfN]. "Pensamiento teologico,” 275,
However, scolasticism was not the only theology being used. Theology in the time of Juan was involved in a search for truth, and it was willing to use
whatever methods available 1o ottain it. Andrés Martin describes the academic approach at the University of Alcalh: "Cada profesor explicaba a su titular,
sin obligacién de olarse o su pensamicnto. Incluse podia refutarlo. El amer a la verdad configuré de raiz a muchas persones de Ja generacidn de los
descubrimicatos e hizo de cllos criticos independicntes. El tedlogo no estd obligada 2 seguir 2 pingin autor, salvo a la reveloeidn, .. Entre 1500 y 1580,
¢l teblogo espaiiol se distingue por su personalidad de criterio, por atender més al valor de las razones que & la persona que las dice” Ibid, 284 Fera
deseription of the method in theology employed by Melchor Cano during Juan's time ot the University of Salamanca see Ibid., 284.289. This method
essentinlly reverses the method used by Thomas Aquinas. As Cano says: * Antes de i no se atendia tode 1o debido a los argumentos de fe; los problemas
\eolbgicos sc tratuban casi con argumentos de razén. Yo he cambiado el orden de Sento Tomds (Ordinem ... divi Thomae immutavi). En la Suma contra
los gentiles €l ponc primero las razones y después los testimonias. Pero yo siempre, desde el principio, ensefié primero lo que definia la fe, y después lo
gue mestroba [o razén, Melchor CANO, De locis theolopicis, 1.12 ¢.10, quoted in Ibid., 287.

¥ for a description of the historical moment in which Juan lived which emphasises this humanistic influence see: Baldomero JIMENEZ DUQUE, En
Tomo o San Juan de la Cruz, Collecién Remanse, Section IV, § (Barcelona: Juan Flars, 1960}, 15-31. Andrés Martin also points out the importancs of
\he unification of theology and humanism during Juan's tme. In speaking about majer religious figares of the fifieenth and sixtecnth centuries he says:
*Ellos crearon tniversidodes, colegios mayares y menores y les infundieron una recio base humanista, unicndo con estrechos lazos humanisme y teologia,
Gracias a ellas s¢ ascgurd la orientazibn crstiana de nuestra rencimicnito ¥ los teblogos se convirticron en escritores correclos al menos; @ veees, incluso
en eximios lotinistas, helenistas y hebraistas, En clios se armeniza ¢l conocimiento de las lenguas sagradas, 1a apertuta y bisqueda de la verdad, la confianza
¢n la copoeidud crendora del hombre.* ANDRES iMARTiN], * Pensamiente teclogice,” 272, Further on Andrés Martin deseribes the timits of the influence
of hurnanism, cspecially that espoused by Erasmus, on the theology and spirituality of sixteenth-century Spain. See Ibid,, 350-353. See also POURRAT,
Christian Spirituality, 3:49-62 fora description of the influence of the movement of Christian humanism during Jean's time. The important study of Marcel
BATAILLON, Erosme et 'Esparne:Recherches sur I*histoire spintuelle du XVI sitcle, (Peis: E. Droz, 1937) demonstrales the influence of Duich
humanism in Spain during the sixteenth century. Rafnel M.* DE HORNEDO has cutlined the effects of humanism in Juan's wrilings in his article "El
Humanismo de San Junn de o Cruz” Razén v Fe 129 (1944), 133-150. Secalso Louis COGNET, "Mysticisme et Humanisme,” in Histoire de la Spiritualité
Chrétienne 111 La Spiritualité Modeme, (Paris; Aubier, 1966), 39-70.

¥ POURRAT, Christion Spiritunlity, 3:55-56.

18 n{. BREMOND, Histeire littéraire du sentiment relieieux en France: I L'Humanisme dévot, (Paris: 1916), 10-12, quoted in POURRAT, Christian
Spirituglity, 3:61, Christian humanizm was a widespread movement acrass Europe. The principal Christian humanists in the fifleenth and sixteenth centuries
are: in the Rhincland, Cardinal Nicholas de Cusa; in Italy, Pico della Mirandola and Cardinal Sadolet; in England, Saint Thomas More; in France, Lefévre
of Etamples; in Germany, Ernsmus of Rotterdam, Ibig., 49. Ernsmus was read in Spain, for example, by gnatius of Loyola. Ibid,, 51,
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In their religious life the people of sixteenth-century Spain lived in various and, at times,
diverse settings.'” On the one hand there were the numerous religious Orders, including the monasteries of
the contemplatives like the Cistercians and Carthusians, There were the popular and frequent public devotions
1o the Blessed Virgin, and the celebrated pilgrimage to St. James of Compostela.’ Included in latc medieval
devotions was the centrality of the passion of Christ and the cult of the saints. By the time of Juan de la Cruz,
due to the very forward looking Alfonso X, Spain had available to it a translation of the Bible in the
vernacular.'® On the other hand there were the military Orders such as the Mercedarizns and the Trinitarians
whose mission it was to negotiate the ransom of prisoners with the Muslims.* In conwast 1o the brilliance
of Alfonso X there was the "spectacle of the papacy at Avignon" and a general mediocrity of the clergy.™
Before and during Juan's time various Councils and individuals made many attempts at

reform of the church, The Spanish Inquisition, known to be the fiercest and most severe, was established in

7 For an overview of the spiritual movements active in Juan’s time see: ENRIQUE DEL SAGRADO CORAZON, *Espugne -- 11l L'Age d'COr:
Courants Spirituels et Sources,” in Dictionnaire de Spiritualité, vol, 4%, (Paris: Beauchesne: 1961), col. 1146-1159. Andrés Martin swias up the muny diverse
mavements in spiriteality: "Con ¢l siglo XV1 sc afianza una nusva espiritualidad de espectro amplisima, con lenguuje nproximativo y temas muchas veces
frenterizos. De aqui dimanan tensiones, confusién e inseguridad. Ofrezco un pequefio indice de temas conflictivos: la llamadn universal u lo perfeceitn
cristiana, sacada de Jos conventos por nuestros misticos desde ¢! afia 1500 y abierta a todos los bautizados, sin distincion de estado y sexo; lu insislencia en
¢l puro espiritu; la citica mordaz de las obras exteenas, de los ritos y de las ceremonias; ¢l desprecio de la oracién voeal y ln recomenducion permancnte
de ln interioridad; la valoracién de la experiencia frente n la ciencin; el amor como ley suprema cristiong, que lleva a los alumbrades o desprecior fus leyes
eclesidsticas y divinas y s desentenderse de las demés obres del cristiano; la estima de Jos mistices por la propia experiencia ¥ lu afirmocién de mnir mis
de lo que conacen. Asi, ¢ amor €5 un nuevo tema de friccion en el termeno de lo espintualidad, de Ja antroprlagin y de Ia metafisica del conocimicnto.”
ANDRES [MARTIN], "Pensamiento teolegico,” 320.

8 BOUYER, A History of Christian Spirituality, 2:533. For a summary of the main clements of Jote medieval devotion see Richurd KIECKHEFER,
"Major Currents in Lale Medieval Dzvetion,” in Jill Raitt et ol., =ds., Christian Spiritualitv: i High Middle Apes and Reformation, World Spiriteality 17
(New York: Crossrcad, 1987), 75-108, Kieckhefer notes that virtually all the manifesiations of popular devotion at this time became problematic in the
sixteenth century e ecially as they were eritiqued by Luther and his followers, Careline Walker Bynum says of the high Middle Ages: “The dominunt nete
of picty is optimism and a sense of momentum toward a loving God, Concentration on the cucharistand on Christ"s sufTering tn the Passion, which increnses
in thirteenth- and fourteenth-century devolions, is not primarily @ stress an the sacrifice needsd to brdge the enormous gap between us in our sin and Ged
in his glory; it is rather an identification with the fact that Christ is what we are. Moreover, both the imaginative identification with Chrial's humanity, which
is 50 stressed by tate medieval preachers and devetional writers, and the inereased theologica) emphasis on creation and incumation are answers to the mujor
heresies of the twelfth to fourteenth centuries,” Caroline WALKER BYNUM, Jesus os Mother: Studies in_the Spintunlity of the High Middle Ages,
(Berkeley: University of Catifornia Press, 1982), 130,

1# The Spanish translation of the Bible had been ovailsble since 1252 under his Jeudership. However, during Juan's time the reading of the Bible in
the vernacular had been prohibited due to the edict of the Grand Inquisitor of the Spanish Inquisition Juan de Valdés in 1551, Seec BENEDICTINE OF
STANBROOK ABBEY, Medizval Mystical Tradition and Saint Johp of the Cross, (London: Bums & Oates, 1954), 19, For a deseription of the political
development and prohibitions conceming the Bible see, LEA, Religious Historv of Spain, 44-56. Lea tells the stary of Teresa of Avilu's refusal of u novice
due to the novice's desire to bring her own Bible 1o the convent. Ibid,, 49,

¥ RBOUYER, A Historv of Christian Spirituality, 2:533.

3 ROUYER, A Historv of Christian Spirituality, 2:534  An interesting description of the excesaes in the sixteenth century of the elergy in Custile is
given in Henry Charles LEA, A History of the Inquisition of Spain, 4 vols, (New York: Macmillan, 1906-1508), 1:10-11. Lea points aut thut efforts ut
church roform were somewhat ineffective and eventually it fell to Isabel and Ferdinand "to corzect jts mare flagrant scondals.” However, in reference o the
church, Lea further states: "While powerless to reform itself it yet had infiuence enough to cducate the people up to its standurd of orthodoxy in the ruthless
persecution of all whom it pleased to designote as enemies of Christ” Ibid,, 11,
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November of 1478 during the reign of Ferdinand and Isabelia. 1t was a permanent institation conferred with
sweeping and, at times, harsh powers in everything concerning matters of the fith.™ In reality, the severity
of the Inquisition in Spain was tu ensure political unity through religious conformity. Political unity was scen
as threatened by the Jews, Muslims, and by the Protestant Reformation spreading across Europe.

The Inguisition also attacked the alumbrados who had appeared in Toledo by 1512 and had
spread throughout Spain.® Anyone who showed signs of religious fervour or departed from accepted patterns
of orthodox teachings or behaviours was suspected of Hluminism and was in danger of being denounced to
the Inquisition, Some of the beatas, with whom Juan journeved as a spiritual director while
Rectnr of the College in Baeza, were suspected of participation in the Alumbrado movement.** Thosc who
followed the reforms initiated by Erasmus earlier in the fifieenth century were also persceuted by the

Inquisition in the later part of the century.™ The 1618 edition of the works of Juan had passages suppressed

2 See LEA, "The Influence of Censorship,” in Religious History of Spain, 187-211, In fact, the Inquisition took its toll on olf arcas of life in Spain
since the Church was still so closely tied to the State. bid, 139, Lea suggests the censorship of the Inquisition conuibuted toward o great decline in the
Spanish culture. *The triumph of Church and State was complele aver a dociie people, Lo whom were closed the avenues of intelligence which were hringing
new life and light to al ather Christian nations. The deadly blight of enforeed orthodox uniformity settled down upon the land und Spanish genius sought
safety in stumber which lasted for two centuries. Ibid, 209. A Dominican, Themas de Torquemada (11498) was one of its harshest Grand Inquisitars,
LEA, A History of the Inanjsition of Spain, 534, The tribunals of the Spanish Inquisition were not officially abelished until the beginning of the nincieenth
century with the Conslitution of Cadiz in 1812, For an excellent overview of the feunding of the Spunish Inquisition, its oryunization and its confrontation
with the Alumbrades and Lutheranism, see José Luis GONZALEZ NOVALIN, *La Inquisicién Espafiels,” in Historia de In Iglesin en Expuha [H:2.* Lo
Ielesia en la Espafia de los siglos XV v XVL ed. Ricardo Garcia-Villoslnda, Biblioteca de Autares Cristianos Serie maior 21 (Madiid: Editorin) Catblica,
1980), 107-268.

3 Relatively little is known about this popular mevement in Spain. However, like any ather religious movement, it did not suddenly nppear or disuppear.
Quite orthodox in its foundational pericd and most likel; spitited by the Devotio Moderna, it later radically departed from the traditiona! paths of spitituality
and fell into decline. Sce Ralph J. TAPIA, The Alumbradas of Toledo, (Park Falls, Wisconsin: TA. Weber & Sons, Inc, 1974). Sec ulso POURRAT,
Christign Spirituality, 3:108-113 for a description of the reaction of the Inguisition in confrontation with the Alumbrados. The response was ofles extreme.
For example: "Utged en by Melchior Cano, Fernanda de Valdés issued the famous Index of 1559 at Vellodoud. To the books already prohibiled in 1231
was added a long st of warks mostly written by suthors of irreproachable orthodoxy, Besides Carranza's boak, it included three works by Luis of Granadn,
one by Francis Borgia, one by John of Avila, and the spiritual writings of Jorge de Montemayor.™ Ibid., 109, Scealso: ANDRES [MARTIN], *Pensamicnto
weologico," 346-350; Ibid., *Alumbrados, Perfectistas y Quietistas,” in Historia de la teoloeia espafiolo: 11 Desde fines del 2izlo XV] hasts la actunlidnd,
Melquindes Andrés Marlinez et al., eds., Publicaciones de lo Fundaeion Universitaria Espafioln Monografias 38 (Madrid: Fundocién Universitaria Eapafialn,
1987), 2:1271.286; V. BELTRAN DE HEREDIA, “Los alumbrados de la dibeesis de Jaén,” in Revista Espufiols de Teolapia 9, no. 2 (1949), 161.222; 445-
488; Massimo FIRPO, Tro Alumbrados ¢ «¢ Spiritualis- : Studi su Juan de Valdes e il Valdesianesimi nella crisi religiosn del 500 Jaliana (Flerence: Leu
S, Olschki, 1990); ADOLFO DE LA MADRE DE DIOS and ROMAN DE LA INMACULADA, "Espogne -- Déviations Spirituelles et Inguisiuon,” in
Dictionnaire de Spiritualité, vol. 4% (Paris: Beauchesne, 1961 ), col. 1159-1167; José Consuntine NIETO, "The Alumbrados’ Movement and its Significance,”
in Juan_de Valdes and the Origins of the Spanish and Mtalian Reformation, (Genéve: Droz, 1970}, 56-60.

3 The beatas were a group of devout laywomen who practised rigorcus piety while living within the confines of their own homes, HARIDYY, Senrch
for Nothing, 84,

2 ‘The Erasmists in Spainh were commonly persecuted under the charge of Nluminism (conderaned in 1312 at the Council of Vienne) since Ernatnus held
in disfavour any regard for externa ceremonies. Erasmus was injlially reod on o popular level and, as well, had protectors in high places in the hierarchy
of the Catholic Church who supporied his writings, Among these were the dreaded Inquisiter General, Cardinel Alfonso Manrique, Archbishop of Seville
and the Primate of Spain, Alfanso Fonseca, Archbishop of Telede. Eventually Erasmus fell into disrepute and some of his books were put on the first Spenish
Index of 1551. This Index also forbid the reading of any version of the bible in Castilian or any other language, POURRAT, Christion Spirituality, 3:10%.
By 1640 Erasmus *had come to be classed with incorrigible heretics.” LEA, Relipious History of Spain, 35-44. See slso José Luis GONZALEZ NOVALIN,
*La Inquisicidn Espafiola* 162-174 for a discussion of the confrontation of Erasmists with the Spanish Inquisition.
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and added as a safcguard against misinterpretations or accusations of Illuminism.* However, despite these
cditorial precautions, Juan's works were still denounced before the Inquisition, although they were never
placed on the Index.

Therefore, despite the theological diversity and openness being taught in the universities,
ironically Juan de la Cruz lived in a time of religious intolerance in the political and ecclesial forums. After
cight hundred years of Moorish occupation, the ambition of national expansion, and the lust for the wealth of
the new world, religion was used to ensure political and economic success. However, Juan also lived during
a time of reform and there were many great religious reformers.

The reformers existed particularly among the Orders, which genuinely sought to change the
excesses of the "ecclesial state." The Franciscan, Cardinal Ximenez de Cisneros (1436-1517), confessor of
Queen Isabella, Provincial of the Franciscansin Castile, and Archbishop of Toledo, launched extensive reforms
of his territories.”” The Dominicans were reformed through the work of men such as Alvaro of Cordova
(1423-34). The reform of the Dominicans, at the theological level, continued into the sixteenth century as is
witnessed by the prominent Dominican scholars teaching at the University of Salamancawhile Juan was there.
The Franciscans carried on reforms on the level of popular spirituality.” The Franciscan, Francisco de Osuna
(c. 1492-1540), inspired Teresa of Avila in her own spiritual quest.* His positive ideas on recollection (no

pensar nada), and movement towards simplicity (atentoa sola Dios v contento}, that focus on God alone, seem

* KAVANAUGH, *Spanish Sixteenth Century; Carmel and Surrounding Movements,” $0.

7 These refom:s are deseribed in NIETO, Origins of the Spanish and Itslion Reformation, §2- 6, One uf Cianerus’ main contributions to religions e
of his day *vas the encauragement of translation of devotional writings from Latin into the vemacvlar so that the general population {targely uneducated}
could have access o this literature.

#* ANDRES {MARTIN], *Pensamicnto teolégico,” 277, ;ndrés Martin describes two levels of reform within this period. "La priwera estd caracterizada
por los movimientos de Jos observancins, Lo segunda responde, desde dentro de lus érdencs religiosas, a ln voluntad decidida de reforma de nuestros obispos
durante ¢l concilio de Trenta, del cual retornaron inzatixfechos.” Ioid, 278. This sepunda reformn was characterized by the movimiento desealzo, Many
individuats within religious Orders felt a deep need to be cmnsfermed and 10 retumn 10 the values of perfection, austerity, praver, and overa)l humility in life.
This interior disposition was exteriorly manifest by living withowt shoes. In books on Carmelite spirituality and history the impression js often given that
the Carmelites, and specifically Teresa of Avila and Juan de la Cruz, were singular in adepting the practice of the desealeez. Without diminishing the
importance of the Teresian Reform on bath the women's and men's sides which resulted in the descalzas and the descalzos, many other religious orders at
the : 1me time had adopted this practice. Neither Teresa nor Junn were criginal in taking on this tradition, Andrés Martin cites Juan de Guadalupe, O.EM.
as bemg the precurser of this movement, along with San Pedro de Aleéntare. Other orders which had adopted this practice, at leasd to o degree, included
the Trinitarians, the Mercedarians, and the Augustinians. See Ibid,, 278 and 356.

¥ Ocuna's famous six Alphobets, were read by Teresa. "The first and sixth of these treatises are devoted to the passion of Cheist; the second and fifth
to the ascetical life; ond the third and fourth to the mystical life. It is the Third Alphabet that Teresa of Avila seems to have meditated upon, perhaps as
carly as 1537." BOUYER, A History of Christian Spirituality, 2:536-37. Teresa states she read Osuna's Subida del Monte Sion with great esteem, Ibid.,
539




to foreshadow Juan's own famous nada.®®
Equally felt during Juan’s time were the reforms launched by the Bencdictine abbot of
Mentserrat, Garcia Ximenes de Cisneros (1455-1510).* Cisneros is indebted 1o the writers of the Devorio

moderna, such as John Mombaer and Gerard of Zutphen.™ Cisneros” well-known and widely read anthology,

Ejercitatario de Ia vida espiritual (1500), described the three classical ways of the spiritual tinerary: the
purgative, illuminative, and unitive ways to God. These are used to amive at a fourth way, that of
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contemplation.”® Cisneros’ Ejercitatorio de 1a vida espiritual and Ignatius of Loyola’s Ejercicios espirituales
(1522) are prime examples of the full growth of methodical prayer in the fiftecenth and sixteenth centurics.
Methods of prayer, such as those of Cisneros and Ignatius of Loyola, were based on the De triplici via of
Bonaventure which had become widespread during Juan’s time.™

The Devotio Moderra, which had developed in the Low Countries in the fouricenth century,
had also become the inspiration for Spanish piety during Juan’s days.”® Because of thiz movement the
exclusivity of spirituality for only those in the convents and cloisters had been broken down and the call to
holiness was extended to all Christians.®® The development of the printing press greatly accelerated the
distribution in books and manuals of this idea of the call to heliness for all people, regardless of what

cccupation the individual followed or to what level of society he or she belonged.

The popularity of the Devotio Moderna signalled a break between theology and mysticism,

¥ BOUYER, A Historv Christinn of Spirituality, 2:538.

N Garcin Ximenes de Cisneros was related to the famoeus Cardinal Ximencz mentioned on page 83,

% For n gencral overview of the Devatio Moderna ond further bibliographical references sce Otio GRUNDLER, “Devotio Maderna,® in
Christian Spiritualitv, Jill Raitt et ol, eds., 2:176-193. For an examination of the wrilings of some of its more influentral proponents such us those of the
founder, Geert Grote, see Devotio modema: Basic Writings, trans. and introduction John Van Engen with o Preface hy Heiko A, Obciman, (New York:
Paulist Press, 1986).

3 This book was simultancously published in Castitian and Latin in Montserrat in 1500, In fuct it is hardly oniginal in its scope but puts together writings
from many universally known authors such as Bonaventure, Hugh Balma, and Gerson, BOUYER, A History of Christiun Spititunlity, 540.

M For the development of this systemization of the spiritual life which had its origins in the Devetio Moderna see POURRAT, Chrastian Spirituality,
3:1.22.

3 The Devatio moderna was a tum to the past in = effort to capture the simplicity of the message of the Gospel in its emphasia an love. However,
it was distrustful of speculative mysticism and scholastic theology.

% Melquizdes Andrés Martin sees this call to holiness of all the baptized es *la manifestacién més importante” of theological reform of the duy. Sce
ANDRES MARTIN, "La Teologia espafiola en el Siglo XVL® 146,
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"Mystical cxperience was thought of not so much in terms of an experience of the data of Revelation in
themselves, as of an experiencein the framework of, and guaranteed by, these data. ... the spiritual life became
a fact of experience, valid as such--no longer the experience of a fact valid in itself."*” Paralleling the
renewal in academic circles, which involved the return to the carly Christian theological sources, was the loss
of confidence in speculative theology at the popular level. Proponents of the Devolio Moderna and its
subsequent movements preferred to trust in personal experienceand the observanceof methods in prayer which
had become the practice of the commoner. Personal holiness through the development of interior prayer and
recollection was seen as the basis of ecclesial reform.

However, reform of the ecclesial institution by that institution itself is most notable through
the initiatives launched by the Council of Trent (1545-1563). Its main concerns focused on the healing of the
confessional split in Germany (already irreversible and spreading throughout Europe), inner reform of the;
Church itself, and "establishment of peace so that a defense against the Ottomans could be elaborated."*®
The reforms launched by Trent w.;rc in the process of being implemented during Juan’s time. These reforms
included, for the first time, the establishment of formal episcopal seminaries for the training of priests. Most
certainly Juan would have benefitted from this very recent development. Pric.)r to this time it had been left
to each candidate for priesthood to acquire the necessary training for ordination.® As Jedin has pointed out,
*The new Catholic piety and mysticism, the revival of scholastic theology, the emergenceof positive theology,
and the art and culture of the baroque age depend upon the Council of Trent or at least are inconceivable
without it. It was no mere restoration of the Middle Ages; rather it brought so many new features to the

countenance of the Church that with it a new era of Church history begins."*

* BOUYER, A History of Christiun Spirituality, 543, The primacy of persanal experience over the intellectun] abstractions of scolasticism is alsa
described for us by Meiquiades Andrés Martin: “Otro tema conflictivo ¢s el de 1a valoracidn de ln experiencia, del sabos, del gusto, frente o la tcologia
escalisticn y los profesorcs universitarios, Nuestros misticos recomiendan caminos o vias vividos y experimentados por ellos, Sus obras no son iratados
de mistica, sino experiencias pucstas o fa Juz del dis. A Dios se puede ir por camine de entenditients o de amor. ... todos coinciden en que la mistica,
o ciencia de amor, estd por encitma de la escalistica, o cicnein del saber; que el amor penetra secretos que no alcanza el entendimiento; que ellos aman mis
de Yo que conocen; que esto lo saben por experiencia y que no lo entenderd €l que no [o pruebe.” ANDRES [MARTIN], "Pensamicnto teologico,” 334.

M Hubert JEDIN, "Council of Trent” in New Catholic Encyelopedia, vol. 14, (New York: MeGraw-Hill, 1967), 272,

® JEDIN, "Council aof Trent,” 275.

“ JEDIN, "Council of Trent,” 277,




86
Ii was this revitalized church, even if still decply troubled and divided. into whick Jumm was
born and in which he lived. The ambitious political agenda of the Spanish monarchy further fuclled the
turbulence of a church in deep division, vet the church continued to seck a new way to live the life toward
which it felt catied. At all Jevels of society and in the church there was a search for truth.*  For Teresa of
Avila. Juan de 1a Cruz’s mentor, this truth took the form of humility and the transparcncy of oneself before
the Divine. Before the truth of oneself in authentic love, one could discover « way 1o the reality of God.**
The spirit of searching and discovery led to a constant revision of idcas and methods which
resulted in an atmosphere of tremendous creativity in Spain. However, this scarch for truth and progress,
whether in the discovery of the "new" world through its geography and riches, or in the area of theology and
spirituality in its search for the authenticity of love, was not lincar and continual in an vaintermpted fashion,
The search for truth goes hand in hand with periods of disorientation and crisis as if on¢ were on a constant
journey, a pilgrimage.® The dynamism of this age therefore served to feed Juan’s deep longing for the
fullness of life in which his own mysticism was centred. Perhaps the spirituality of Juan’s day could thus be
summed up as “incamationalist."**
Humanity was created in the image and likeness of God (Genesis 1:26-30).  This was a
central symbol which inspired the faith life and theological systems of Juan's time.® In turn God had taken

on this same human flesh, and God was thus formed in the image of the human. Therefore, human virues

“ A great part of Spanish life at al) fevels was preoccupicd with this search for truth, °Se busca la verdod husta dar ¢on ella, hasta encontrurlu; se buscu
¢l Dosado, las fuentes de lajuventud, e} lugar del paraiso, la verdad intelectual, geogréficy, humana.* ANDRES MARTIN, "Lu Teologis espufiolu en ¢l Siglo
XVI" 137, Further on Andrés Martin says: *;Y qué cs la blisqueda de la verdad sina el deseo de cncontrarla? Junto s los buscadores de Ja verdnd cicntifica,
evéngelica, geogrifica, humana, proliferan los buscadores de paraisos nustrales, de pasos entre mares, dequijotes de diversaindole, de emuladeres de lulglesia
apostélica y de bas reglas prinitivas de su orden religioss. La historia sc puede concebir como deseo de entender, de poder, de poseer, de diafrutar, de
descubrir, de misionar... Espafia desde 1492 parece la gran feria del deseo en tica, mary casa reat, en la universidad, en lus drdences religiosas, en la vida
interior de muchas almas. Los hombres son sus voluntades; la voluntad, sus deseos.” Ibid,, 138,

2 ANDRES MARTIN, “La Teologia espafiolo en €l Siglo XV, 137.
o ANDRES MARTIN, "La Teologia espafiola en el Sigla XVL* 138,

# Andrés Martin uses the term encamacionista to deseribe the spirituality of the Golden Age of Spain. ANDRES |[MARTIN|, "Pensumiento teologice,”
333. Caroline Walker Bynum characterizes the period immediately prior 1o John of the Cross in the following terms: “The affective piety of the high Middle
Ages is based on en increasing sense of, first, humankind®s creation *in the image and likeness' of God and, sccond, the humanity of Christ us guarantee that
what we are is inextricably joined with divinity, Crention and incarnation are siressed more than stonement nnd judgment.” WALKER DYNUM, Jesus us
Mother, 130,

# ANDRES MARTIN, "La Teologia espafiola en el Siglo XVL° 133 and 152,
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and action must also be concrete, not mere intellectual abstractions or pictistic rituals of a select few. The call
10 holiness was secn as universal, The personal experience of all persons was valued. The responsibility of
building a vibrant and relevant church was the felt responsibility of all the baptized. Within this universal call

Juan grounded his own mystical writings, one of which was the Cantico.

3. The Life and Writings of Juan de Ia Cruz

For this study it is important to note that we are dealing with a man who was very much
inserted in the world just described above. Juan de la Cruz involved himself intimately in othur people’s lives
and continually gave of himself in the service of others. Juan was a contemplative, a mystic, it is true, but
onec who lived life fuily in all its dimensions.

In order to obtain a general picture of Juan’s life, the presentation below is divided into two
sections. The first is "A Chronological Portrait of Juan de la Cruz." This is a general chronological
description of the trajectory of Juan’s life including elements from his family life, his academic background,
and significant transition points. The second concerns "The Composition of the Cdntico." Of particular
interest concerning the composition of the Cdntico is the fact that both the poem and the commentary circulted

in the oral tradition before they were published.



-

1542 Birth of Juan de Yepes
v Alvarez in Fontiverss, the
third son of Gonzalo de Yepes
and Catalina Alvarez. Juan’s
father dies soon after his birth.

1547  Poverty forces the
family to move 1o Arévalo,

1551 Again, due to dire
poverty, the family moves, this
time to Medina del Campo.

c. 1552 Juan is boarded out at
an orphanage called the
Colegie de le Docirina.

c. 1557 He works at a
hospital for the poor: Nuestra
Sefiora de la Concepcion.

1559-63  He attends the
Colegio de la Compdiila de
Jesiis where he is exposed 1o
the humanist currents of
thought of the times.

1562 Foundation by Teresade
Avila of the first rcformed
convent at Avila,

1563 Juan joins the
Carmelites at Medina taking
the name Juan de Santo Matia.

3.1 A Chronological Portrait of Juan de la Cruz*®

1564-68 Juan  studies
philosophy and theology at the
University of Salamanca.

1567 Juan is ordained. He
meets Teresa dc Avila.

1568 Juan ends his studies
and returns 10 Adedina. He
goes with Teresa in August 1o
found the convent at
Valladolid, and in October to
Duruelo. Fray Juan de Santo
Matia changes his name to
Fray Juan de la Cruz.

1569 Foundation of the
Pastrana convent.

1571 Juan is appointed rector
to the new Discalced college
at Alcald de Henares.

1572 In May he spends a few
weeks at Pastrana lo cormrect
the excesses of the novice-
master. In September he goes
as confessor to the Calced
convent of the Encarnacién at
Avila, where Teresa s
prioress. He remains there for
five and a half years.

1573 Teresa leaves Avila.

1576 Founding of the first
Chapter of the Disealced
Carmiclites. Juan is present at

Almodovar, Ciudad Real.

1576 In January Juan is
kidnapped by the Calced priors
and imprisoned at Afedina, but
is released soon after.

1577 Juan is taken prisoner
by the Calced at Avila, this
time he is taken to Toledo.
He remains there until mid-
August 1578. 1t is while in
prison (1578) he composes
the first 31 stanzas of the
Cintico {CA4 1-31).

1578 In QOctober he is named
prior of the convent £/
Calvario near Jaen. Between
1578 and 1580 he writes the
Subida and the Noche Oscura.
Either this year or the next
Juan begins his  written
commentary on CA 1-31 and
continues this over the next
several years,

1579 Juan gocs o Bacza
where he founds the Discalced
College of Bacza and later
becomes rector.  Probably
sometime over the next two
years CA 32-34 arce written.

4 The principle dates and bisgraphica! information for this presentation have been tuken from the following sources: Federico RUIZ [SALVADOR],
cd., Dios habla en la noche: Vida palabra. ombiente de San Juan de la Cruz, (Madrid; Editorial de Espiritualidad, 1950, 376-379; BRENAN, “Principle
Dates in the Life of Sen Juen de fa Cruz,” in St John of the Cross: His Life and Poetry, 22B-230; CRISOGONQ, Vidn y obras; HARDY, Search For
Nothing; DE NICOLAS, Alchemist. Scholarship conterning precisicns around some of the dates and events in Juan de ka Cruz's life are suill being pursued,
An excellent article outlining some of the dates and areas now being questioned can be found in: José VICENTE RODRIGUEZ, *Lectura varia sanjuanists,®
Revista de Espiritualidad 52 (1993}, 285-323. The details concemning the redactionat history of the Céntico arc taken from: Bulogio PACHO, "Primcras
Ediciones del Céntico Espiritual,” Ephemetides Carmeliticae 18 (1967), 3-48; Ibid,, "Proceso Redaceional de] < Cdntlcoy," in Vinice, 13-40; Ibid,, Bus

escritos, 59-150 and 185.-228; THOMPSON, "The Origins of the Cdntico,” in

The Poet and the Mystic, 21-32.



Juan joumncys as a spiritual
guide with many of the
religious of Baeza as well as
the townspeople, including the
group of laywomen known as
beatas. Some of the people
Juan was directing would have
been  connected with  the
Alumbprado movement, putling
Juan personally at risk vis-d-
vis the Inquisition.

1580 Juan’s mother dies in
Meding during the Spanish
cpidemic known as the catarro

1581 In March Juan attends
the Chapter of the Separation
at Alcals. Juan becomes third
definitor and prior of Los
Mirtires at Granada, while
remaining for a while at Baeza
where he is rector of the
college. Juan is involved in
extensivetravel, visiting places
such as Baeza, Alcala de
Henares, Caravaca, Beas, and
Avila {where he sees Teresa
for the last time).

1582 A convent for nuns is
founded at Granada, Teresa
dies October 4. Sometime
during the next two years
Juan writes CA 35-39.

1583 At the Chapter of
Almodévar Juan is reelected
prior of the convent of
Granada.

1584 Cdntico A, poem and
commentary, are complete,
Over the next two years the
redaction of Cdntico A into
Cintico B takes place at

Granada.

1585 Juan founds a convent
for nuns at Mdlaga. In May
he attends the chapter of
Lisbon. Juan is appointed
second definitor while still
prior of Los Martires, In
October the chapter continues
at Pastrana. Juan is appointed
vicar-provincial of Andalucia.
This gives him nearly two
years of continuous travelling.
Amung the places he visits:
Grenada, Lisbon, Seville,
Malaga, Caravaca, Baeza,
Madrid, Pastrana.

1586 Juan founds a priory at
Cérdoba in May. In August
he falls setipusly ill with
pleurisy at Guadalcdzar,

1587 At the chapter of
Valladolid Juan ceases to be
definitor and vicar-provincial,
but he is reappointed prior of
Los Martires.

1588 In June, Juan attends the
first chapter-general of the
reform at Madrid. Juan is
appointed first definitor and a
consiliarig on the consulta. In
August he becomes prior of
Segovia.  He remains at
Segovia for nearly three years.

1591 At the chapter-general
held at AMadrid in June, Juan is
deprived of all his offices and
sent to La Peruela, near
Baeza. He arrives in August
and soon falls seriously ill. In
September Juan leaves for
Ubeda, where he dies on
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December 14,

1593 Juan's body is
transferred from Ubeda in the
south, to Segovia in the north.
In December the Congregation
of the Discaiced Carmelites is
made a separate order by a
bull of Clement VIIL

1618-19  First editions of
Juan’s Obras appear at Alcald
(1618) and Barcelona (1619),
without the Cintico.

1622 First appearance of the
Céntico in print (Paris: René
Gaultier’s French translation).
This edition uses the Cdntico
of thirty-nine stanzas without
editing.

1627 First Spanish edition of
the Cdntico published in
Brussels. This publication is
again of the thirty-nine stanza
Cantico only, also without
editing, and contains the
French translation with it
There are no other of Juan’s
works included.

1627 First appearance of CB
11 inserted in the edited
primitive Cdntico known as
Céntice A'. This "hybrid"
consisting of CA" and CB 11
appeared in the Italian
translation of Juan's four
major works in Rome. The
Madrid Spanish edition cited
below used CA' as well,



1630 First edition of Juan's
complete works published in
Madrid in  Spanish by
Jerénimo de San  José
(Ezquerra) who gives the
Cdntico the title Cantico
espiritual entre el alma y
Cristo su Esposo. This
slightly edited edition of the
primitive  Cdntico  (CA"
includes CB 11. It is a hybrid
of C4 and CB and becomes
the new and official standard
text of the Cdntico in all
translations until 1703 when it
is surplanted by the text of
Céntico B.

1675 Juan is beatified by
Clement X, with the papal
brief Spiritus Domini, Jan. 25.

1679 In Alba de Tormes the
first church is dedicated to
Juan de la Cruz.

1725 He is canonized by
Benedict X111

1912 The first critical edition
of Juan’s work is published in
Toledo.

1926 San Juan is declared a
doctor of the universal church
by Pius X1

1991 Celebration of 400th
anniversary of Juan de la
Cruz’s death.

1993 With a brief (breve)
entitled Inter praeclaros
poetas dated March 8 Pope
John Paul II names Juan de la
Cruz as patron of Spanish-
language poets.

3.2 The Composition of the Cdntico -- Poem and Commentary

Pl

Although the central focus of this dissertation is the actual text of the Cdntico, its erigin and

redaction are also of fundamental interest to the topic of this study. The historical fact that the original pocm

of thirty-one stanzas written in Toledo in 1578 did not have any stanzas added to it for over a year gives it

a particular hermeneutical interest. In total, Cdnfico 4 was written over a period of six years (1578-1584)

before being redacted into Cdntico B. This providss the initial criterion for suggesting the hermencutical

independence of Cdntico A and Cdntico B. Although the hermeneutical significance and analysis of these

developments will be the focus of our next Chapter, the historical relatedness of these two versions of the

Céntico will now be presented in more detail.
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The development of the poems Céntico A and B is presented in a first section, while in a
second section the development of the commentaries is presented. We are interested in the development of
the cornmentaries at this point since they help anchor us in the poem itself. Recall, it is Juan’s symbolic and

conceptual world, in all of its facets, which provides for us the hermencutical setting of the Cantico.

3.2.1 Development of the Poem

The previous section in this chapter situated the composition of the Cdntico in the overall
life of Juan de la Cruz. Further precisions now need to be made concemning the evolution of the poem of the
Céntico, This section will summarize the main turning points in the development of the poem.*” How this
historical information provides evidence for establishing the hermeneutical independence of Cantico 4 will
be dealt with in Chapter Four, as mentioned above. What can be said for now is that this historical
information points 1o the literary independence of each of the texts of the Cdantico. From the beginning, each
text of the Cdntico has been read as a dynamic text, a text which, even for the author, provided an ongoing
source of sclf-understanding. Let us now see how the Cdntico has emerged.

Although the earliest testimonies date from twenty-six years after Juan’s death, the evidence
is sufficiently reliable to provide certainty concerning the principal developments of the Cdnfico.* The first
of these developments is the initial composition of the Cdntico (what has come to be known as C4 1-31)
during Juan’s nine-month incarceration in the conventual prison in Toledo.” Magdalena del Espiritu Santo
{estifies to this in her 1630 correspondence, "Relacién de la vida del S. Juan de la Cruz," sent to Jerénimo de

San José, the historian of the Discalced Carmelites.”® Juan de Ia Cruz was seen by her to have left the prison

1 The main studies used to summerize these historical developments are the following: DUVIVIER, La genése du «Cantigue spiritual », 79-134 and
227.290: PACHO, Sus escritos, 99.139; 185.228; and 275-391; THOMPSON, The Poet and the Mystic, 21-55.

1 THOMPSON, The Poct and the Mystic, 24,

4 There is some conflicting evidence as to whether Juan aciually wrate down the verses before leaving prison. For instance, Fr. Juan de Santa Marin,
Jusn’s gaoler, in his own testimony does not mention giving Juan writing materials, Sec THOMPSON, The Poct and the Mysti, 27-28. However, the
evidence presented by Pacho strongly supports the actual inscription of the first thirty-one verses of the Cdntico in prison. See PACHO, Sus escritos, 142,
Sce also Ibid,, 112-122 and 14041 conceming the question of composition and inscription.

$ PACHO, Sus cseritos, 115,
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with a small book in which was written the cancidnes which began with Addnde te escondiste and ended with
Oh ninfas de Judea.”* We now know these words as the opening verses of the first and last stanzas of the
thirty-one stanza Cdntico.

What is remarkable is that from the confines of a dark and isclated cell, in the midst of
apparently completergjectionby his community and the almost total abscnce of cven the most basic necessitics
of life, Juan composed a poem speaking of freedom, beauty, blowing winds, and bright colours. Incontestable
is the fact that Juan’s Céntico cannot be divorced from his scvere prison experience which was exactly the
opposite of what the poem describes.” Somehow Juan brought together twe diametrically oppesed worids
into an inseparable whole. Juan’s poem indicates that he was immersed in a level of reality that included the
desperate experience of confinement, but, as well, the most authentic elements of human existence. However,
Juan was not to remain in prison for the rest of his life: he escaped from prison after ninc months. Tiiis
resulted in the circulation of the works Juan had composed while in prison.

Soon after Juan’s escape from prison, as the historian Jerénimo de san José confirms, Juan’s
writings spread rapidly in oral and written forms.®® Juan’s poems written in prison (not just the Cdntico)
had somehow captured the imagination of the men and women who came in contact with them, particularly
among the Descalzas of Teresa of Avila* They passed among the nuns orally, even from one convent to

the next. It is significant that, although no commentary had yet been written on the Cdntico, the stanzas were

% Madre Mogdalena del Espiritu Santo relates her eve.witness account to Jerénimo de san José in 1629 of Juan leaving the Toledan prison with the
original stanzas of the Cdntico completed: *Sacd el Santo Padre, cuando salib de In cdreel, un cusderno que estando en ella habja zxcrilo de unos romances
sobre e! Evangelio In principio erat verbum', ... y las canciones o liras que dicen, Adéndo te escondiste, hosta ln gue dice Oh ninfas de Judea ... Estc cuademo
que el Santo escribié cn Ja cdreel, le dejé en ch convento de Beas, y amime mandaron trasladarle algunas veees.* Biblicteca Nacional de Madrid, ma 12944,
132; cfr. Biblioteen Mistica Carmelitana 13, 323, quoted in PACHO, Sus eseritos, 115-116. Testimony by several others confirms this observation. As
Eulogio Pacho tells us: *Los testigos que hablan de los escritos redactndes en Taledo mencionan casi todos la poesfa del Cdntlcn espiritual, vun cuando
emplean expresiones diferentes para individualizarls, .. Reunicndo les aportaciones de los numerosos testimonios histéricos que sluden a las otras
composiciones pedemos rehacer acaso en su integridad et modesto repertotio toledano, Comprende, ademis del Cdntico, ¢l breve poema rotulado Cantar
del alma gue se huelga de conacer a Dios por fe ... ¥ los romances sobre ef Evangelio "in principio eral Verbum®” —acerca de la Santisima Trinidad-- ...
y sobre el Salmo Super flumina Babylonis.” Tbid,, 112-113, See also tbid,, 121-122.

2 inocencio de San Andrés in his disposition of Jan. §6, 1618 states: "Su caree] cra un htcco de una pared, el cual Jugor de la dicha circel este testigo
ha visto, adande le tuvieron apretado por espacio de nueve meses; la dicha céreel no tenia luz ninguna, ni & la tenia, sino cuando alguna vex le daban algan
candil para rezar sus Horas." Biblioteca Mistica Canmelitana 14, 66, quoated in PACHO, Sus escritos, 103-104, n. 6, See slsa PACHO, Sus escritos, §04-106,
notes 7-11 for further deseription of the jail and the conditions in which Juan lived while there.

$ JERONIMO DE SAN JOSE [EZQUERRA), Historin del venerable padre ¥r. Juan de la Cruz, primer descalzo curmelits, compuficro y canjutor de
santa Teresa de Jests en le fundacién de la Reforma, (Madrid: 1641}, 594, quoted in PACHO, Sus escritos, 185.

—_—

# *Muy de ordinario las trafan de boca en boca, hallando una celestinl suavidad y eficacia en sus palubras.” JERONIMO DE SAN JOSE [EZQUEKRRA,
Historia del venerable padre Fr. Juan de la Cruz, 594, quoted in PACHO, Sus eseri‘os, 185,
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meaningful to those who read and heard them, even in spite of their “incomprehensibility."** The diffusion
and notoricty of the Cdnfico continued when Juan accepted the role of spiritual director of the Descalzas at
Beas de Segura. Eulogio Pacho even suggests that the stanzas were sung in the visiting room where Juan
would have encountered the Descalzas for spiritual direction.” This suggestion, however, is not shared by
all commentators. Anselmo Donazar suggests that Juan's poctry would have lost much of its effecthad it been
sung.’” Whether the poetry was sung or not is uncertain, but it is known that many of the Descalzas at Beas
memorized the stanzas and used them for their personal edification.

While living in the convent of El Calvario, John frequentiy visited the nuns at Beas to
preach, give spiritual direction, and hear confessions. These visits continued, albeit with less frequency as time
passed, even after Juan had become rector of the college in Baezain 1579 and prior of the convent in Granada
in 1582.% The Cdnfico was often a subject of discussion during these visits.”” Therefore, before the poem
was completed, there evolved both an oral and written commentary on it. The nuns at Beas would

question Juan on the meaning of his sublime verses and Juan would enter into dialogue with them concerning

% »Lns gventajodas hijas de la Madre Teresa se percataren de Ja profundidad espiritual de aquellos versos endiosndos, por mis que, a pesar de sus buenos
descos, les resultaban casi ininteligibles.” PACHO, Sus eseritos, 186. "A los primeros leclares --monjas d¢ Toledo y de Beas-- las ingrividas estrofas les
resulizban ininteligibles alge esotérico. .. Sin eclaraciones personales del autar, [es] impesible penetrar en su rico meollo espiritual”  Ibid,, 206.

% In speaking of Juan in these encounters he says! *Perduran mucho tiempo In procucrda del traspaso espiritual, al ofr las coplas cantadas en el locutario,
ta intuicidn y el convencimiento de tratar con un alma espiritualmente extraordinario y sublimada.” PACHO, Sus escrites, 208, Jerdnimo de San José reports
the following story sbaut Junn singing: "San Juan de ln Cruz, una noche de Navidad, en Granada, arrebatado por £l amor al divine Nifio, se levantd impetuoso
y tomando su imagen cn los brazos comenzo a bailar mientras cantabar 'Mi dulee ¥ tiernp Jestis,/ Si amores me han de matar/ Agora tienen lugar',”
JERONIMO DE SAN JOSE [EZQUERRA], Historia del venerable padre Fr. Juan, 428, quoted in DUVIVIER, La penése du_« Cantigue spirituel», 115,
f. 1. Francisca de Ja Modre de Dios reports Juan singing the Cdntice in her Declarstion: ™Y que en la dicha prisién habia estado como nueve meses, y que
cra mucho el consuelo que tenia en aquella estrecha céreel, ... ¥ que particulanmente habia comenzado a cantar aguella cancién que dice: ‘;Adénde te
escondiste, Amado, /y me dejaste con gemido?” Biblioteca Nacional de Madrid, ms 12738, 437.{438]; cfr. Biblioteca Mistica Carmelitana 14, 173-4, quoted

in DUVIVIER, La genése du » Cantique spirjtuelw, 125, n, 1.

57 ansclmo Denagzar states that most poetry was sung in sixleenth.century Spuin, In speaking of Teresa of Avila he says: "Es curioss observar que el
movimiento espiritial gue lo Madre Teresa inaugura se mantiene con misica ¥ quien dice misica dice poesia, pues en aquellos tiempos la poesia casi siempre
ero cantada” Anselmo DONAZAR, Fray Juan de In Cruz: E) hombre de las ir. ulas extrafias, (Burges: Editorial Monte Carmelo, 1985), 49, Howewver, he
-ays Juan's poetry docs not fit inte this category for the following reasons: *Fray Juan de la Cruz sale dc las entrafios del pueble, como no; peronovaa
caqtar cn In cucrda del pueblo. Busca Ja poesfa cortesana, ¢l efecto entre los cultos. Juan de la Cruz no cants; cantar salmos por los caminos (como asepgura
algin contemporineo) no es cantar y, desde luego no escribe su pocsia para ser contadn. .. Si trotamos de poner en musica la poesia de Fray Juon de la
Cruz, veremos que se pierden los cfectos sibilantes y los consondnticos; ¢l efecto tonico que le puso desaparece.” Tbid,, 50. Duvivier is in agrecment with
this pesition: *Non seulement saint Jean de la Croix a composé les ¢ing strophes par écrit, mais il ne les chante ni ne les éeril, pas plus qu'il «ne les it
ou ne les dicte s, pour reprendre les termes de M. Orozeo.” DUVIVIER, Lo penése du « Cantique spitituel », 120,

% See PACHO, Sus cseritos, 192 for Lestimony of these snany visits. See also DUVIVIER, La penése du «Cantigue spirituc! s, 109,

% » A golpe de preguntas y respuestas va perfilindosc poce a poco un auténtico comentario de los ya famosas liras. De hecho, en Beas nacen los primeros
intentos de parafrascar doctrinalmente el poema del Cdntico.” PACHO, Sus escritos, 187, M. Magdalena affimms this conceming Juan's many visits to the
nuns at Beas: "Las declaraciones, algunas fus hizo cn Beas, respondiendo o pregunta que las religiosas le haclan, y otras estando en Granada,” Biblioteea
Mistica Carmelitana 10, 325, quoted in Ioid., 187,
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their interpretation. A similar dynamic ensued when Juan lived in Granada and visited the nuns of that town.

Starting in 1378 or 1379, Juan meost likely sketched out in om! and written form
commentaries on the passages. These commentaries were initiated by the questions of the nuns, The later
sections of the poem (the nine stanzas added at various stages after the original thirty-one stanzas written in
prison), would therefore have been written with the experience of a needed commentary in mind.  According
1o the testimony of Francisca de Ia Madre de Dios, in April 1018, it was during one of the visits to the nuns
of Beas, while Juan lived in Granada, that he wrote stauzas 35-39 of the Cantico.™

This places the composition of C4 35-9 between 1582 (when Juan left Baeza for Granada)
and 1584, when they appear in the definitive manuscript of Cantico 4 of Sanlicar de Barrameda.® In
contrast to the solitude and quiet of the Toledan cell where C4 1-31 took shape, it was during a period of
numerous apostolic commitments that Juan wrote these later five stanzas. When Juan was prior of the convent
at Granada the demands on his time would have been great. As well, he had many other commitmeuts: Juan
was spiritual director to the nuns in Beas de Segura and the local conveni; he was involved in formation in
his own community; he held offices of government in the Carmelite community which required him to travel
extensively; and he was even involved in various building projects for the convent at Granada.**

Whether Juan was in isolation or in the midst of many people, in dcprivation or in times of
relative plenty, he continued his work on the Cdntico. Thirty-six stanzas (C4 1-31 & CA 35-39) were writlen

in two periods at least four years apart and in very different settings, The first was written in the confines

® =y gsimismo, preguntindole un dia & esta tesligo en qué train In oracién, le dijo que en mirar la hermosura de Dios y holgarse de que fu tuviese; y
¢l Santo sc alegrd tanto de csle, que por algunos dizs decla coses muy levantadas, que admiraban, de lu hermosura de Dios; y asl, llevado de este amor, hiza
unas cinco canciones @ este tiempa sobre esto, que comienzan: 'Gotémonas, Amado, ¥ , Vimonos a ver &n W hermosura’ Biblioteea Nocionu! de Mudrid
ms. 12738, 428; efr. Biblioteca Mistica Carmelitana 14, 170, quoted in DUVIVIER. La genése du « Cantique Spirituel», 105, n, 3. This testimony wus
repeatcd in a letter to the historion, Jerénimo do San José, eloven years later in November of 1629. This dotation of the addition of €A 35-9 is thus generally
aceepted over the contradictory witness of Magdalena del Espirita Santo (Biblioteca Mistica Carmelitana 10, 325) who testifies to the existence of these verses
during Juan's time at Baeza, that is, sometime between 1579 and 1582, See DUVIVIFR, La genése du_« Cantique Spirituel», 105-112 for o discussion
on this matter.

S THOMPSON, The Poet and the Mystic, 29,

2 Eederico Ruiz Salvador relates this intense petiod of activity of Juan's life: "En Granada asistimos & la mayor explosion de vitalidad concentrndy
en la existencia de Juan de la Cruz. Venimos observando un crescendo continuo de madurez en diferentes planos: vocacion personal, tarcas de formucion,
responsabilidades de gobierno, creacién literaria, vigies... sus cuarenta afios de existenicin intensa y varinda aleanzan su culminacién desbordnnte cn cstos
seis afios del periodo granading (1582-1586). ... Fray Juan esti a punto de cumplir los 40 afios. En lo mejor de su ednd, se siente pletbrico, decidido,
Jispucsts a todo: contemplacién, gobiemo, direccién, negocios, soledad, construceién, fratemidad, vigjes interminables ... Y en medio de ests buradndy,
la ereacién de una obra mistics y Jiteraria de la maxima calidsd.” RUIZ [SALVADOCR], ed., Dios habls en la noche, 221-222.
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of prison, the second amidst the stark beauty of the countryside of Andalusia. However, there still remain four
stanzas (CA 32-4, and CB 11) which have not been accounted for.®

There is some disagreement as to when C4 32-4 was added to the original thirty-one stanzas.
While the historical information surrounding the composition of C4 35-9 is well documented, the
determination of when CA4 32-4 was added to the Céntico is almost a matter of speculation due to a lack of
information.® Duvivier suggests that this unit formed part of the addition of C4 35-9 and therefore C4 32-9
is a complete unit.”* Pacho proposes CA 324 was written independently, and at an earlier date, than that
of C4 35-9.% In the cnd, given the lack of manuscript evidence, Thompson suggests it is impossible to know
anything for certain about the composition and insertion of C4 32-4 into the primitive Céntico. Thompson
sugeests what can be said is that C4 32-4 must have been written after the original CA 1-31 had begun to be
disseminated and before CA 35-39 were added.” When a copy of all the stanzas in existence was made the
two units were most likely added together.*®

The wnit of CA 32-34 was thus written in an environment similar to that of CA4 35-39, most

® Pacho presents various picces of evidence that would alsa place the compesition of these verses during Juan's stoy in Granada. Sec PACHO, Sus
cacritos, 12633,

% In contrast to the anecdoles that give some evidence (even though conflicting) as te when C4 35-8 may have been written, no testimony surfaces giving
witness to the eomposition of C4 3234, Sec DUVIVIER, La genése du . Cantigue spiritueis>, 110

& ] 'acquis le plus sir et Je pluz important de la moisson du P. Eulogio me parall &ire |a concordance substantielle de 1'ensemble des faits réunis avec
latencur des trois strophes cn cause. Et pour moi, j*élargirais volontiers cette constation & latotalité des hvit dernigres strophes du Cantigue, trente-deuxiéme
i trente-neuvieme” DUVIVIER, Lo cenése du_«Cantique spirituel», 112-113, Duvivier then summarizes: *Nous pouvens considérer que le «groupe
des troisp et le «groupe des cing, probablement quelque peu distants sur le plan chronologique, ont une certaine parenté.”  Ibid., 115,

¢  Aunque no podames precisar ni la fecha exacta ni ol lugar, en fuerza de los documentos aducidos, debemas admitir que €] poema inicial de Toledo
fue ampliado por ¢l Santo en dos ocasiones con sendes grupos estrbficos, ;Cuil de edlos es ¢l primero? ... Desprovistas de segura informacién documental
podemos considerar scorde con su génesis hisidrica el orden lemética de las cancianes desde el momento en que el Cantico se presenta come obra conclusa
en 1584, En un momento dado, sin que sepamos ni el cudndo ni ¢l porgué, san Juan de lo Cruz acopla los dos grupos estrdficos a las estancias compuestas
en la circel y forma un tode poético de admirable armonia y de perfeeta unidad literaria.” PACHO, Sus eseritas, 204. For the textual and historical reasoning
behind this conclusion ses Ibid,, 188-198,

' "Therc is no manuseript evidence for a thirty-four-stanza Cantice except BNM MS B65, which gives C4 33, 32, and 34 s a sonnet of rather unusual
form in a corrupt text. So this interim stage between thirty-one and thirty-nine stanzas is not well enough attested except to be noted with interest. Alsome
point prabably in 1562.3 Cd 35-9 were added to @ poem which San Juan had already expanded to include C4 32-4. But when the time came to make a fair
copy of this longer poem and the prose commentaries which now pecompanied it, the eight additiona) stanzas seem to have been included together”

THOMPSON, The Poet and the Muslic, 30,

¥ No copies of the Cdntico in the handwriting of Juan de la Cruz ore in known existence, However, the Sanlbcor manuscript, bearing the date 1584,
must pepresent Cdntico 4 soon after the final cight verses were added. Its prime pesition among the six manuscripte of Cdntico A is not disputed. It contains
corrections and additions believed to be in the handwriting of Juan de la Cruz. For o discussien on this manuscript see Eulogic PACHO, *Un Manuscrito
Famoso del 'Céntico Espiritual’ -- Las notas def codice de Sanlicar de Barrameda y su valor critico,” El Monte Carmelo 62 (1954), 155-203. Silveric de
Sta. Teresn edited and published in 1926 a fototipoprifica (phetocopy) sdition of the Sanldear manuscript with notes in: Cétntico Espiritual v poesips de San
Juan de ln Cruz sepin el cédice de Sonlicar de Barrameda.
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likely while Juan was living in the convent of Los Martires in Granada. Whatever the exact sequence of
composition, what is certain is the fact that the composition of the Cdntico was dynamic and not static. This
is affirmed by the re-arrangement of the completed C4 and tite further addition of one more stanza to CB, that
of CB 11.

Cédntico B 11 did not appear in print until the Italian cdition of 1627 in Rome. The next
appearance was shortly after, in Madrid, in the Spanish edition of 1630. However, its cxistence is atiested to
in the oral tradition as far back as 1614 by Francisca de Jesis, a Discalced nun from Medina, who knew the
stanza by heart along with other sections of Juan’'s poetry.”” The Cdntico, both 4 and B, was therefore
known for over thirty-five years largely through the oral tradition, but also through the handwritten
manuscripts that had been duplicated and passed around before its official publication.

Asis noted above in "A Chronological Portrait of Juan," the first complete published Spanish
edition of Juan’s literary output appeared in 1630 in Madrid. With this publication, the cditor, Jerénimo de
San José (Ezquerra), gave the Céntico (CA") the title: Céntico espiritual entre el alma y Cristo su Esposo.™
The title was soon shortened to Cdntico espirifual in subsequent publications. This is the common title used
today to refer to Juan’s poem. As we will see below it is important to nou; that Juan’s own title on the

Sanlticar de Barrameda manuscript is different: Canciones entre el alma y el esposo.”

® In the beotification process of 1614 Francisca de Jesiis” testimony is recorded conceming the writings of Juen de lo Cruz: *Esto lestigo h tenido y
tiene gran consuclo cuando oye algunas cosas de los escritos del dicho venerable Padre que le causan grandisima lernura ¥ ozo eh su alma; cn capecial
cuando se le ofrece & Ja memoria y refiere algo de las Canciones que compuso del rate del almo con Dios, como de c3la que s¢ siguc que compuao entre
ls denés €] dicho venerable Padre, que esta tesligo de memoria y es en esta manera .. Jo cual hace gran efecto en esta lestigo que a hace derramar Migrimus
de devocién aunque indigna y pecadora® Vatican MS 2838 (S25).1. 29, quoted in PACHO, Sus eseritos, 336.337. The decluration says Franciscn de Jeals
recited by heart C4 8 ((Mns como perseveras, ...) and CB 11 (Descubre tu presencis, ...). See also PACHO, *Primerus ediciones del Céntice Espiritual,
3.48,

® For a brief discussion on the history of the title given by the historian Jerénime de San José see the edition of Juan's Cdntico edited by Eulogia Pacho:
Céntico espiritual: Primera redaccion v texto retocada, 12, n. 2. See also Ibid., 193.267 for more complete details conceming the titles of the various enrliest
editions of the Cantico. See also DUVIVIER, La genése du « Cantigue spirituel », xxxiti and MORALES, El Cénlico espiritunt de San Juan de fa Cruz,
€3.64. Canciones entre ¢l alma y el esposo is the title which appears at the top of the Sanlicar de Barrameda manuseript. The Sunlécer manuscript has
comrections to the text in the hand of Juan de la Cruz himself. It is therefore held to be the most suthoritative manuseript of CA.

7 PACHO, ed., Cintico espiritunl: Pritnera redaccion y textto retocado, 563,
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3.2.2 Development of the Commentary
The first indications that a commentary was developing on the stanzas of the poem come
from the witness of M. Magdalena del Espiritu cited above.™ Pacho suggests that even during the sessions
at the convent in Beas, the nuns may have taken notes which were possibly used later by Juan for his own
written commentary.” The nuns at Beas saw something extraordinary in the stanzas of the Cdntico and so
they requested Juan to explain them. Thus the first steps were taken toward a complete commentary on the
entire poei.
It is generally accepted that Juan did not write the stanzas with a commentary in mind.™
However, the nuns sensed something alive and dynamic within Juan’s Cantico, and they wanted to hear more.
Over a period of time Juan became invoived in a dialogue with the nuns conceming various stanzas and
sections of the poem. At times the nuns requested explanations of the stanzas from Juan, but also Juan, in
tumn, asked the nuns to explain the stanzas”” The nuns took notes on what they wanted to retain for
themselves. These notes, in the context of the dialogue between Juan and the nuns, were the beginnings of
the first commentary in its written form.” Over the years, starting in 1578, Juan himself wrote on the

stanzas and used the written commentary to instruct and guide various groups, including the Descalzos.”

T gee footnole number 59, See alsa Roger Duvivier's detailed prescntation of the historical emergence of the commentaries: DUVIVIER, "Premiéres
troces historiques,” in La genése du - Cantique Spirituel», 227-2386.

™ »Np aventurariamos muche suponiende gue algunas delos comentarios pasaren de la simple respuesta oral al papel, sea redactadas por ¢l mismo Santo,
sc transcritos de ofdo por las monjas, La interpretacién més obvia del testimenio referido 2sf lo insinia,” PACHO, Ses eseritos, 187.

M Eulogio Pacho says this clearly: *Se torna inadmisible suponer que la disposicién de las estrofas se basa en un esquetria doctrinal rigurasa establecido
apriosi,” PACHO, Sus escritos, 205, Donazar suggests that the beginning of the written cormentaries was the *fall® of the pacm. In commenting on the
influence populer folk songs may have had on Jugn and the nuns who heard his poetry he says: *Tengamos pot cierto que el santo las buscaba dende
precisamente estaban: en €l aire, en los Cancioneros. 1Admirshle intuicién de las monjas! Ellas vieron In profunda intencién de las canciones, pues cn sus
manos estuvieron antes de cacr desangradas (csa es 1a palobra) en fos comentarios,” DONAZAR, Fray Juen, 60, This point will be dealt with below in the
discussion on the relationship between the poem and the commentary.

® Yere is an excerpt from a letter of Francisca de la Madre de Dios, which spoke of this dynamic even during recreation periods with the nuns: "Para
afervorar y ensefiar el verdadero espiritu y ejercicio de virtudes, hacia algunas preguntas a las religiosas, y sobre las respuestas trataba de suerie que se
aprovechoba bien el liempo y quedaban enseftados.” Biblioteea Mistica Carmelitana 10, 326, quoted in PACHOQ, Sus eseritos, 209.

™ Luiogio Pocho refers to this process as o kind of "socratic dialogue.” See PACHO, "El Prologo ¥ la hermenéutica del *Céntico espiritual,” 26.

T »En Granada siguen lns mismas relaciones entre padre ¢ hijas espirituales. Es simple prolongacién del contacte establecido en la villa de Beas.*
PACHO, Sus eseritas, 224. See also Ibid., 211, Pacho outlines the various groups of verses which may have had commentarics written on them prior to
\he redaction of 1584 in Ibid., 211.218, However, it is very difficult to ascertain with certainty what exactly was in writlen form prior to 1584, Pacho
concludes: "A laf{in de cuentas, hemos de reconocer que no disponemos de suficiente documentacién para precisar las estrofas giosndes por separado, entes
de que ¢l Santo determinase ordenarlss en un todo orgénico.” Ibid, 218,
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The commentary is therefore a result of Juan's contact with many Carmelite communities, those in Toledo,
Beas, El Calvario, Baeza, and Granada, Eventually, at the request of one of the nuns at Beas, Madre Ana de
Jesiis, Juan put together the complete written commentary.™ At this time, in 1584, the poem of thirty-nine
stanzas was joined together with its completed commentary into an organic whole,

It is significant that the development of the commentary on C4 followed the same process
as the poem: its elaboration came slowly over a period of time and in various steps. The first commentary
was the animated dialogue Juan had with various individvals and groups. Brief writien commentarics on
particular sections followed the oral discussions. At one point however, the pieces were put togcther, and
written down as a whole, despite Juan’s uncertainty about such a venture,

In the Prologo of the commentary Juan de la Cruz aliudes to this resistance to write down
the meaning of the sublime stanzas.” Since these stanzas "were composed in a love flowing from abundant
mystical understanding," he suggests that each individual "may derive profit from them according to the mode
and capacity of one’s own spirit."®® Notwithstanding Juan's hesitation, the first commentary began to
circulate in handwritten copies in a manner Juan had not anticipated.** On some of these copics appeared
corrections and annotations until Juan eventually decided to make an entirely new redaction. Juan reordered
the stanzas of Cdntico A and enlarged the original commentary on it. Sometime between 1585-86, while Juan
lived in Granada, these changes resulted in what has come to be known as Cdntico B.

There are three principal differences between Cdntico 4 and Cdntico B** The first notable

7 Such was their friendship that Juan writes this acknowledgement inte the Prologo of the commentary, which in fact, is the only title Juan himzell gave
to the commentary: *Declaracitn de las concicnes, que tratan de el ejercicio de amor enire ¢} alma y €] esposo cristo; en la cun! se tocan y declaran nlguncs
puntas ¥ efecios de oracion, a peticidn de la Madre Ana de Jests, priora de los desenlzas en San José de Grannda. Afio de 1584 afios.” Prologa C4 (Rod.,
§61.) This *title” follows with the authentic signature of Fray Juan de la Cruz.

¥ *Estas Canciones compuesto en amor de abundante inteligencia misticn, ro se podrdn declarar al justo ni mi intento serd tal, sino s6lo dor alguna luz
en general .., porgue los dichos de amar ¢s mejor dejarlos en su anchura, para que cada uno de ellos se aproveche scgiin su modo y coudal de eapirity, que
obreviarlos a un sentido a que no se ecomode todo patadar,® C4 Prolege 2, (Rod,862).

¥ OB Prologue 2, (Kav,, 470

" pACHO, Sus escritos, 227.

£ These arc given in: PACHO, Sus escritos, 280, During the seventeenth century neither of these texts were those used by the general population.
In cireulntion at the time was a text which has come 1o be known as 4% This text contains minor revisions of the ariginal €A finalized in 1584, The
primary difference between CA and CA'is that CA' stops giving the Latin texts of seripture in C4 13, line 4 whareas in C4 of the Sanlicar manuscaipt (the
most authentic manuscript of Cdntico 4), these are given throughout, As noted in the chronological presentation on page 89 CA” was used for the Jtalian
and Spanish editions with the further addition of verse 11 taken from CB. This later redaction was en editorial insertion whereas the minor revisions are
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change is the addition of stanza 11 in Cdntico B with its corresponding commentary. This pushes back the
subscquent numbering of the stanzas and corresponding commentariesby one count. The second major change
is the reordering of the stanzas and their commentaries from 14/15 onward. The order of the stanzas in C4
and CB are identical from stanza 1 through 13. The third notable change is the addition in the commentary
of Cdntico B of some lengthier paragraphs that have no corresponding paragraphs in the commentary on
Céntico A. As well, the commentary of Cantico B has been extensively reworked. In both redactions the text
of the poem is almost identical, with some minor revisions, except for the mentioned addition of stanza 11
and the reordering of the stanzas. The result has been that the commentary on CB incorporates a lot of new

material, making the commentary on C4 only about three-quarters the length of that of CB®

4. Juan de Ia Cruz and the Western Mystical Tradition

As has been previously noted, Juan de 1a Cruz came on the scene during a time characterized

by change and renewal in the church as well as in society in general. Politics and religion were inseparable

known to be the work of Juan de lo Cruz. However, they are not significant enotigh ko be considered a new redaction of the work as is CB, Thirteen
manuscripts of this revised text {C.4") are known today, while only six manuscripts of the primitive C4 ore known. C4'with CB 11 began to circulate with
official sanction given by the Carmelite order with the Spanish publication of 1630 and retained its preeminence until 1703 when it was supplanted by P.
Andrés de Jests Mario’s edition of CB based on the Jaén manuseript. For a detailed account of the reasons behind the publications of the various editions
and the rather tardy publication of the first Spanish official edition of the Cdntico only in 1630 {the 1618-19 Spanish edition excluded the Cdntico, while
the French and Itatian editions appeared in 1622 and 1627 respeetively ), see Eulogio PACHO, "Primerns Ediciones del Céntico Espiritual,” in Ephemerides
Carmeliticne 15 {1967), 3-48. Scc also DUVIVIER, La genése du_« Cantique Spirituel », 239-290, Duvivier, for the most part, eites Pacho on this matter
but adds some interesting details including thoss from Jean Krynen's publication of 1948: Jean KRYNEN, Le Cantique spirituel de saint Jean de 1a Croix
commenté ¢t refondu au XVII® sidcle: Un repard sur [*histoire de "exépése du cantigue de Jaén, (Salamanca, Universidad de Salamenes, 1948). Duviver
sugpests, however, that the conspiracy not 1o publish Junn's works actually started while Juan was still Hving and did not begin with the various administrative
roles of Alonso de Jestis Marin who cvidently was against the publications, Sce DUVIVIER, Lo gentse du_«Cuntigue Spirituclw, 246-7.

Since 1912 the only two recognized texts are thase of C4 and CB, although the authenticity of CB was first seriously challenged by Dom
Chevallier in his article of 1922 Phillipe CHEVALLIER, "Le 'Cantique spirituel’ de saint Jean de la Croix a-t-il éé interpold?” Bulletin Hispanique 24
(1922), 307-342, He restates this position in Phillipe CHEVALLIER, Le *Cantigue spirituel® de saint Jean dc la Croix, (Bruges, Belgium: Desclée de
Brouwer & Cie, 1930), LXXXV-XCIV, However, in the light of modern textual criticism CA" is not sufficiently different 1o be considered a new redaction
and CB is considered lo be genuinely the work of Jumn de las Cruz. Dom Chevallier also later changed his positicn in his works posterior to 1938, These
changes are related in PACHO, Sus eacritos, 285 and 288. A detailed history of the development of the text of the Centico is presented in: PACHO, Enlogio,
El Céntico espititaal: Travectorin histbrica del texto, Bibliotheea Carmelitica, Series II: Studia, vol. 7, Rome: Desclée, 1967. Pacho presents a summary
of this position in; PACHO, Sus escritos, 283 fI. Sec also Eulogio Pacho's bibliographical summary: Eulogio PACHO, *La cuestién eritica del 'Cdntico
espiritual: Nota bibliogrifica,’ El Monte Carmele 65 (1957), 309-323.

Y THOMPSON, The Port and the Mystic, 34, Thompson presents in summary form the main arguments outlining the suthenticity of Cantico B in Ibid.,
33-59.
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during Juan’s time. Exploration and discovery at the political level, as well as reform and reorganization at
the ecclesial level, were the norms of the day in both of these camps. Yet Juan’s literary output did not find
its inspiration solely in the historical moment of his own life, nor in his own personal experience. Juan's
writings form part of a larger picture, that of the western mystical tradition.

The task at hand, then, is twofold: the first, to note that Juan necessarily was inserted into
the plethora of resources that were common to the development of the western mystical traditiom;* and the
second, to suggest how Juan contributed to this alrcady well-developed tradition and how he funther helped
shapeit. Three questions will guide the inquiry into both how Juan is inserted into a well established mystical
tradition and how he contributed to that tradition in a unique and original way: 1. What were Juan’s
“resources"?; 2. How did he use them?, 3. What is Juan’s original contribution to the western mystical
tradition?

The purpese in exploring the first two of these questions is not 1o produce an exhaustive
study. Ample information is already available on Juan's possible literary influences and sources.* Rather,
the intention is to note that although Juan has made a significant and original contribution to the western
mystical tradition (as well as to other mystical traditions),* he nonctheless forms part of a greater symbolic

reality which shaped that which he lived and wrote. Further to this we can begin to describe Juan's particular

¥ See especially the foundational work of Cuthbert BUTLER, Weslem Mysticism, (New York: £P. Dutten, 1924). Butker gives o summary of the
characteristics of the western mystical tradition as he reads them in Augustine, Gregory and Bemard: Toid., 179-192. See also Thomus KATSARQS and
Nathaniel Kaplan, The Western Mvstical Tradition: An Intellectun] History of Western Civilization, 2 vols., (New Hoven: Cellege & University Press, 196%),
Volume I of this latter work presents the histarical development of the Westemn mystical tradition from its early Greek beginnings to the Rennissance.
Although Juan de Ja Cruz is not mentioned, it sets the historical context within which his awn mysticiem developed. Also of interest conceming the
foundations of the western mystical tradition within which Juan lived is: Andrew LOUTH, *Patristic Mysticism and $1. John of the Cross," in The Origins
of the Christion Mystical Tradition: From Plato to Denys, (Oxford: Clarendon Press, 1961), 179-190.

¥ For o presentation of possible sources and literary influences on the Céintico (poem and commentary) sce especially: Dimaso ALONSO, iz biblica.
El 'Cantar de los Cantares',” in La pocsia de San Juan de la Cruz, 149-161 (Alonso also investigates in delail other literary sources in Juan); Helmut A,
HATZFELD, “Sobre la Prosa Sanjuanista en ¢! 'Céntico Espiritual’,” in Estudios liternrics sobre mistics espafiala, 3rd cdition, Biblioteca Roménica Hizptnica
1, Estudios ¥ ensayos 16 (Madrid: Gredos, 1976), 306-317 (Other chapters dealing with various symbolic and herary sources in Juan's writings are slao
of great value in Hatzfeld's work); R.A. HERRERA, Saint John of the Cross: Introdugtary Studies (Madrid: Editorial de Espiritualidad, 1968), 29-39
(Herrera presents a detniled discussion regarding the influences of Aquinas on Juan de la Cruz); and MORALES, E! " Cantico espiritusl® de san Juan de lo
Cruz. Twao foundational works which treat the question of sources in Juan's writings overall arc: BARUZL, Prabléme de U'expéricnce mystique, und
CRISOGONO DE JESUS SACRAMENTADO, Obra cientifica. For more extensive bibliographical references ot the question of sources and influences in
Juan's work sce: DUVIVIER, La genése du_«¢Cantigue spirituel s, 513-517 and Eulogio PACHO, Iniciacién & 8. Juan de la Cruz, Colleccién Kurmel 1)
(Burgos: Editorial Monte Camaclo, 1982), 262-286,

¥ See Swami ABHAYANANDA, History of Mysticism: The Unchanging Testament, (Fallsburg, New York: Atma Books, 1987}, 335.355, for some
suggestions as to how Juan reflects elements present in the mystical tradition of virious other religions.
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contribution to the western mystical tradition. The first two questions: "What were Juan's resources?” and

"How did he use them?” will be explored together in the following section.

4.1 Juan’s Literary Resources and their Use

Juan inherited the wealth of the classical texts of the Patristic writers, the Scholastics, the
mystics who preceded him, as well as other literary resources.”” Of prime importance is the frequent use of
scripture, the text upon which Christian orthodoxy and Juan’s own mystical experience is based.® However,
in the case of the Cantico of Juan de la Cruz, the most important single source is a particular scriptural text
which inspires its foundational symbolism, the biblical Song of Songs.”

Juan was not the first to be inspired by this text, nor was he the last.>® The Song of Songs,

7 Antonio T. de Nicalds suggests Juan's creations were sutonomous with respect to any exterior influence. This extreme pasition must be rejected.
He states: "San Juan de ln Cruz composed his poetry out of the development of a faculty unknown to them: he used pure imaginings, so that by creating
images out of nothing, rather than borrowing them from anything existing around him, a new world of scnsation, feeling, memory, and will was created and
it is this which is responsible for the power of his poery.” DE NICOLAS, Alchemist, 6. However, de Nicolds oppears to madify this position in his
suggestion that Juan borrowed *o number of symbols of Sufi erigin.* Ibid, xi. He further modifies this position in his discussion on the texts Juun uses
from both the old and the new testament, Tbid,, 22-23,

" For the role scripture plays in Juan's writings see: Bornabus AHERN, “The Usc of Scripture in the Spiritual Theology of St John of the Cross,”
Catholic Biblical Quarierly 14 (1952), 6-17; Francisco de BRANDLE, Biblia en San Juan de ln Cruz, Logos 39 (Madrid: Edjtorial de Espiritualidad, 1950};
Stunislaus FUMET, "Saint Jean de la Croix et Iz Bible," in Saint Jean de la Croix: Docteur de I'Eclise, (Lyon: 1942), 24-26; Felix GARCIA, "San Juan
de Ja Cruz y In Biblin," Revista de Espiritualidad 1 (July-December 1942), 372-388; Jean VILNET, Bible et mystique chez Saint Jean de Ja Croix, (Desclée
de Brouwer, 1949), expecially 34-61.

P Femande Pepin dedicates an entire work 10 the relationship of the Song to the Cdntico. See PEPIN, Noces de Feu. Pepin includes an extensive
bibliography: Ibid., xxi - xliii. These references deal with the various developments of the Seng of Songs as well as the Cdntico of San Juan de la Cruz.
In Part I, Chapler I, Pepin follows the development of the nuptial symbol from its Jewish roots s it is reflected in the 016 Testament, 1o how it is used by
certain New Testament writers. She then outlines its development in Origin, Gregory of Nyssa, and Benard of Clairvaux. Bemard of Clairvaux (1090-1153)
wrole eighty-six sermons on the Song of Songs yet his commentary on it was still incomplete, The cighty-six sermons composed over a peried of eighteen
years only covered to the beginning of the third chapter. Se.: Jean LECLERCQ, The Love of Leamning and the Desire for God: A Study of Monastie Culture,
trans. Catharine Misrahi, 2nd edition, (New York, Forcham University Press, 1974), 107, For a translation of Bernard's sermons see BERNARD OF
CLAIRVAUX, On the Song of Songs, trans, K. Walsh, (Shannen: LUP,, 1971). José Morales has also dedicated an entire velume 1o the link between the
Cdntico and the Song. Sce MORALES, El Céntico espiritual de San Juan de lo Cruz. Morales summarizes the relationship between these two in the
following way: "No obstante, lo que hemos comprobado es que, a pesar de esta dependencia, 1a lobor original de San Juan de la Cruz estd en la claboracién
de los temas biblicos hasta hacer que el Cdntico sea una entera recreacién poética.” Toid., 249, However, the original contribution of Juan's pocm may be
more then a simple “claboration of biblical themes” as Morales seems to suggest. The relationship of the Song mnd the Cdntice will be briefly exomined
from a hermeneutical perspective below in Chapter Four.

% Conceming the history of the imagery of the “spiritual marriage® Butler says: “The idea that Jesus Christ or the Divine Weord is the Bridegroom,
and the devout soul the Bride of the Canticle goes back 1o Origen, and became acclimatized in the West by the transistions of his Commentary on the
Canticle made by Jerome and Rufinus, It is found not infrequently in Augustine, and at least once in Gregory; but the idea is not emphasized or claboraied,
#s by Bernard. That consecrated virgins are the *spouses of Christ' is a very early Christian conception, found, cquivalently, in Cyprian (Ep. 4). Though
a natural siep, it is a step forward in allegory 1o look on the union of the soul with God in centemplation as & spiritusl marringe, ... . The first, .. to give
utterance to the realities of mystical experience in terms of sublimated human love was the austerely intellectunl Plotinus ... . Mystical writers in the West
from the time of St. Bernerd onwards usc the imagery of the 'spiritual marriage’ freely, and as a matter of course. 1 do not know that it was so definitely
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with its rich and highly affective nuptial symbolism, has its own particular place in the development of the
western mystical tradition,” as well as in the tradition of the Carmelite order.”™ Jean Leclercq says that the
Song of Songs "was the book which was most read, and most frequently commented in the medieva
cloister."”

Leclercq points out that the commentaries on the Song of Songs were written in a varicty
of ways. The Scholastic writers tended to allegorize the Bride with the collectivity of the Church, emphasizing
the revelation of divine truth and the presence of God in the world through the Incamation.®® This style of
commentary fumnished clear and concise doctrine addressed to the intelligence.”® "On the other hand, the
monastic commentary’s object is rather God’s relations with each soul, Christ’s presence in it, the spiritual
union realized through charity. ... Monastic commentary is addressed to the whole being; its aim is to touch
the heart rather than to instruct the mind."*
used by any writer before him, It is found, however, and in an accentuated form in his young contsmporary, Richard of St Victor (dicd ¢, 1173}, de quaruor
Gradibus violentae Caritatis (Migne, Patr. Lat excvi). It passed into the common stock of mystical writers in later times, notably B. John Ruysbroeck, St
John of the Crass, St Teresa.” BUTLER, Western Mysticism, 161, For a bricf yet excellent history of the myatical interpretation of the Song of Songs see;

William Ralph INGE, Christian Mysticism, Sth cdition, The Bampton Lectures 1989 (London: Methuen & Co., 1921), Appendix D Sec slso the foundationl
work of Evelyn UNDERHILL, Mvsticism, 1st edition 1911, (New York: EP. Dutton, 1961), 162 L., and 503 ff..

9! gee PEPIN, Noces de Feu, as well as P. PARENTE, "The Canticle of Canticles in Mystical Theclogy,” Catholic Biblical Quarterly 6 (1944), 142-

158,

% Gee D, ROMANUS RIOS, "The Canticle of Canticles Among the Early Discalced Carmelites,” Ephemerides Carmeliticae 2 (1948), 305-313. For
a brief but excellent overview of Caurmelite history and spirituality see Keith J. EGAN, “The Spitituality of the Carmelites,” in Christion Spiritunlity, ed, Jill
Raitt et al,, 2:50-62. To put Juan's lilerary output into some perspective conceming the Carmelite mystical tradition Kegan says: "The contemplative
orientation of Carmelite spirituality during the Middle Ages did not have, however, the strong mystical elements thot would be so pervasive in the writings
of Teresa of Jesus and John of the Cross. Interest in the specifically mystical was only accasional during this era.” Ibid., 53; "The literary activity of the
Carmelites did not get underway in carnest until the second quaster of the fourteenth century,” Thid,, 58. For a more extensive study sce: Joschim SMET,
The Carmelites: A History of the Brothers of Our Lady of Mount Cammel, 3 vols., (Darien, IL: Curmelite Spiritual Centre, 1975, 1976, 1982), Of purticular
interest in Smet's study is Volume I which covers the history of the Carmelite order in the post-tridentine period 1550-1600. For en nteresting study which
actively combines ths historical developments of the Order of Our Lady of Mount Carme! with popular Carmelite spirituality sec Titus BRANDSMA,
Carmelite Mysticism: _Historical Sketches, (Chicago: Carmelite Press, 1936), Criségono de Jesiis Sncramentado traces the development of Carmelite
mysticism from its origins into modern times in CRISOGONO DE JESUS SACRAMENTADO, L'Ecole Mystigue Cormélitaine, trans. D, Vallois-del Real
from the Spanish Lo escuela mistica commelitana, {Madrid: Editorial Menzajero: 1930), (Paris: Emmanuel Vitie, 1934).

% LECLERCQ, The Love of Learning, 106,
% LECLERCQ, The Love of Leaming, 107
¥ | ECLERCQ, The Love of Leamning, 107.

# LECLERCQ, The Love of Leaming, 107. Leclercq asks the question: "What is the significance of the interest that the medieval monks look in the
Canlicle of Canticles? To his own question he replics: "The Canticle is the poem of the pursuit which is the basis for the whole program of monastic life:
quarere Deunt, a pursuit which will reach its end only in etemity but which already obtains fulfillment here in an obscure possession; and the latter increuses
desire which is the form Jove takes here below. The Canticle is the dialogue between the bridegroom and the bride who are secking coch ather, calling to
each other, growing nearer 1o each other and who find they are separated just when they believe they are finally about to be united. ... The Centicle of
Canticles is 2 contemplative text: theoricus sermo, as St. Benard would say. It is not pastoral in noture; it does not teach morality, prescribe good works
to perform or precepts to observe; nor cven purvey exhortations to wisdom. But with its ardent language end its dialogue of praise, it was more attuned than
any other bock in Sacred Scripture to loving, disinterested contemplation” Ibid., 108.
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Juan’s text of the Cdnrico is more consistent with this monastic approach to the biblical text
of the Song of Songs.”” Generally speaking, scriptural exegesis occurred in the following manner: "First came
literal or historical exegesis, then the moral sense, the allegorical and finally the analogical or mystical."**
However, not all texts needed to be examined at each of these levels of exegesis, since sometimes one or more
level may not apply to a particular text. This left Juan free 1o use the scriptural texts as he saw fit. Based
on his own experience within the tradition Juan brought to life scriptural texts in a new way. In conclusion,
we can say that the use of the Song of Songs, by Juan and by others, "must be understood in the light of some
fiftcen hundred years of Jewish and Christian exegetical practice. ... From the Song came many of the images
used by the mystical tradition to describe the spiritual life: bride and bridegroom, lover and beloved, betrothal
and marriage, wound, spark, wine, and so on; and from it too comes that mixing of love sacred and profane
so characteristic of the language of mysticism."*

The question of what non-scriptural literary resources inspired Juan cannot be answered as
easily, or with the kind of precision which may be preferred. This is primarily due to the fact that Juan de
la Cruz rarely mentions by name any authors he cites.!” Juan had formally studied the Patristic and
Scholastic writings, the medieval mystics, and scripture during his time at Salamanca. After that time his
personal study and liturgical practice would have enriched those earlier beginnings.'” During that time and
subsequently, Juan memorized numerous fragments of various writings and worked them into his texts making

them his own. A richness of citations, similes, metaphors, images, and exhortations was readily available to

" Sce AHERN, "The Use of Seripture in the Spiritual Theology of 8t John of the Cross,” 6-17; Robert M. GRANT, The Bible in the Church, 4th
edition (c1948), (N.Y., Macmillan, 1960); and Gillion Rosemary EVANS, The Languape and Lopic of the Bible, (Cambridge: Camnbridge University Press,
1984).

" THOMPPSON, The Poet and the Mystic, 15,

% THOMPSON, The Post and the Mystic, 16,

1 In responding to the question of why Juan rarely cies his sources, or in only a general way, Max Milner says: "La critique des sources ne nots
permet pas encore de répondre, Et d'ailleurs ce n'est pas celo qui nous importe, Quelles que soient les oecasions de cette dvasion, saint Jean de la Croix
échappe oux futalités de son miliew el de son époque, il refuse la facilité; il retrouve dans une synthése plus vaste que celles de ses compatriotes des Eures
qui ont pensé et prié & des sidcles de distance et dans des milicux complétement différents du sien.” Max MILNER, Pogsie et vie mystique chez Saint Jean
de la Croix, with a Preface by Jean Baruz, La Vigne du Camme), (Paris: Seuil, 1951), 59,

®1 Recall Juan had ended his formal studies in 1568, He begins 1o write only about ten years loter. During this time he would have benefitted greatly
from further personal study as well as seriptural and other readings required by the Carmelite way of life. On this question sec especially Joachim SMET,
*The Spiritual and Intellectual Lifo of the Order,” in The Carmelites, 2:229-254 and SIMEON DE LA SAGRADA FAMILIA, "Fuentes doctrinales y literarias
de San Juan de la Cruz” El Monte Carmelo 69 (1961), 104,
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Juan, as was frequently the case for learned theologians of his day. As one anonymous writer tells us, Juan
is "at once original and waditional, and centain figures of speech and expressions had long become the common
property of all spiritual theologians. We find the same language century after century; ail the later writers
draw upon the earlier authorities."'® Juan's purpose was practical in nature, rather than academic, and he
saw no reason for giving his readers references for what he wrote,'™

Differing from his contemporariesin Spain and elsewhere in Europe, Juan does not cite series
of quotations, except in the case of Scripture.!* Without feeling a need to reference the non-scriptural texts

which he used, Juan simply wove sources together with his intuitive and creative mind making them into an
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original synthesis.'” However, even given this difficulty in precisely situating Juan within the literary

tradition, several key studies have located some of those authors whom Juan would most certainly have read
and whose ideas, images, and symbols he would have incorporated into his own writings.'® One of the most
eminent experts on Juan de la Cruz, E. Allison Peers, summarizes this matter in this way:

Though the precise extent of his debt to this Salamancan training in philosophy has not yet
been definitely assessed, the fact of its influence is evident to every reader. It gives
massiveness, harmony and unity to both the ascetic and the mystical works of St, John of
the Cross--that is 1o say, to all his scientific writing. Deeply, however, as St. John of the
Cross drew from the Schoolmen, he was also profoundly indebted to many other writers,
He was distinctly eclectic in his reading and quotes freely (though less than some of his
Spanish contemporaries) from the Fathers and from the medieval mystics, especially from
St. Thomas, St. Bonaventure, Hugh of St. Victor and the pseudo-Areopagite. All that he
quotes, however, he makes his own, with the result that his chapters are never a mass of

% BENEDICTINE OF STANBROOK ABBEY, Medimval mvstical tradition and Saint John of the Cross, 23.

193 The reason why Juan de la Cruz did not fully cite his sources can also be attribuled to, at least in part, the sudience for whom he was writing, On
the question "For whom did Juan de la Cruz write?" see: Edgar Allison PEERS, 5t John of the Cross and Other Lectures and Addresses, (London; Fuber
and Faber, 1946), 43-50, Conceming Juan's intended audience Peers asserts: "Primarily, he is, without the slightest doubt, addreasing a srmall group of
Carmelites.” Ibid,, 43,

14 BENEDICTINE OF STANBROOK ABBEY, Medicval mystical lradition and Saint John of the Cross, 23,

15 E, Allison Peers describes this dynamic in the following way: “We have not read St. John of the Cross for long before we find ourseives in the full
current of mystical tradition, It is not by means ¢ < or Jess literal quetations tha! the Saint produces this impression; he has studied his precursors so
thoroughly that he absorbs the substance of their¢ ¢:* ne and incorperates it 3o intimately in his own that it becomes flesh of his flesh.” E. Allison PEERS,
The Complete Works of Snint John of the Cross, {x._.cr of the Church, trans, and ed, E. Allison Peers from the eritical edition of Silverio de Banta Tercan,
3 volumes in one, 1st edition 1925, (Wheathampsticad, Eng.: Anthony Clarke, 1574), xxxiii.

198 Alang with those references given in footnole number 85 see in particular; SIMEON DE LA SAGRADA FAMILIA, “Fuentes doctrinales y literurios
de San Juan de la Cruz," 103-9,
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citations loosely strung together, as are those of many other Spanish mystics of his time.'”

Peers’ list is not exhaustive, but it is representative of what were most likely Juan’s non-
scriptural resources.'® For example, Crisdgono de Jests also argues that the German mystical school of the
fourteenth century would have had a strong influence on Juan.'® E. A. Peers strongly disagrees with this
position. '’

Beyond the use of scripture and various theological texts from the Patristic writers, there are
two other sources which most certainly would have influenced Juan although frequently they are not inciuded
in the list of Juan’s main literary resources. Perhaps this is so since their influence would have been more

indirect. These are, the Rule of the Order of Our Ladv of Mount Carmel approved by Innocent IV in

1247 and De institutione primorum_monachorum (1379 - 1391).""* The Rule would have regulated

¥ PEERS, The Complete Works of Saint John of the Cross, xxvii-xxviil. Peers gives his own assessment of probable non-seriptural scurces of Juan
de la Crazs "The Saint's chief non-seriptural sources seem to be St. Thomas, St. Augustine, and St Gregory. Apart probably from the pseudo-Dionysius,
I belicve that there is no proof of his having used any other writers, and such external evidence as exists supports internal evidence here.” PEERS, St John
of the Cross and Other Lectures and Addresses, 40-41, Jordan Aumann gives 8 slightly different list of those mithors whom John would have read, but
nonetheless both collaborate in their assessment that even though Juon drew greatly from his predecessors he did not merely copy them: *Having studied
ot Salamanea, St. John of the Cros was trained in Thomistic theology, but he also read the works of pseudo-Dionysius and St. Gregory the Great, However,
{he author that most influenced St. John seems to have been Tauler, although it is quite certain that he was familiar with the works of St. Bemnard,
Ruysbroeck, Cossian, the Victorines, Osuna, and, of course, St. Teresa of Avila. Nevertheless, John of the Cross was not a slavish imitator of others; his
works have n distinctive character all their own.*  Jordan AUMANN, Christian Spirjtuality in the Catholic Tradition, (San Francisco: Ignatius Press, 1985),
195-196. Aumann takes this information from CRISOSOGONO, Obra cientifica, 1:51. For the same idea expressed by anather Sanjuanist scholar who has
extensively studied Juan's poetry and prose see ICAZA, The Stylistic Relationship in the Céntico, 53. A well krouwn sanjuanist scholar who holds that the
waorldly* influences on Jusn's poeiry are cxaggeroled is José L. Morales, Commenting on the study by ALONSO, La poesia de san Juan de Ia Cruz, Morales
says {in ngreement with Lucinio del 85, Sacramenta): "Nosotros compartimos de tedo corazén Ja opinidn del escriter carmelita ¥ afiadiremos por nuesira
parte que el hober querido Démaso Alonso estudiar a San Juan de la Cruz <desde esta laderam- era ya, en si, plantear ¢l problema de su estudio sobre una
hase cquivocadn. Porque hay que advertir quc San Juan de la Cruz no tisne lJaderas, puesto que Jos misticas no tienen dimensiones horizontales, sino
verticales, Hay que estudiorlos desde dende se sitban: desde lo altura® MORALES, El Céntico espiritual de san Juan de 1s Cruz, 17,

W A more recent article which synthesizes Juan's literary sources and influences from a number of perspectives is: Cristébol CUEVAS, "Estudio
literario,” in Intreduccidn @ In lectura de San Juan de la Cruz, ed. A. Garcia Simén, (Valladolid, Junta de Castilla y Lebn Consejerfa de Cultura y Turisme,
1991}, 125-201. Sec especially Ibid., 127-148 which summaniz= Juan's work as a writer and presents how his intellectual formation contributed Loward his
literary work.

1 CRISOGONQ, Obra cientlfica, 40-45, quoted in PEERS, St Jokn of the Cross and Other Lectures and Addresses, 40. Fora detailed study affirming
Whe influence of the German mystical schoo! on Juan's writings see: Jean ORCIBAL, Saint Jean de la Croix et les mystigues rhéno-flamands, Présence du
Carmel 6 (Bruges: Desclée de Brouwer, 1%66).

1% PEERS, St John of the Cross and Other Lectures and Addresses, 40,

1 This first Ruie, granted under the approval of Atbert, Patrinrch of Jerusalem, was o revision of the original, Vitae Formulam of 1206-1214, which
hud guided the fledgling Carmelite eremiticzl community, Because of the involvement of Albert, it was {requentty known as the Rule of Saint Albert. The
Rule was adapted to suit amore mendicant lifestyle in 1247 under the approval of Innocent IV, Although it remained essentially the same, further mitigation
of the Rule was spproved by Eugene IV in 1432 in response 10 the requests of the Cammelites themselves, Keith J. EGAN, "The Spirituality of the
Carmelites* in Christian Spirituslity: II High Middle Apes and Reformetion, ed, Jill Reitt et al., World Spirituality 17 (New York: Crossroad, 1987), 51-54,
In part il was in response ta the already twice mitigated Rule of 1432 which Tereso of Avila had \munched her own reform and had enlisted the services of
Juan de la Cruz to aid her. Unaware of the already mitigated rule of 1247, Teresa believed her reform was 8 return to the regla primitiva of the earlicst
Carmelite foundations. For a description of some of the details of the Vitae Formulam and the Rule of Saint Albert see Domenico LOMBARDO, " Gli stratti
del testo e loro significato,® in La Regola del Carmelo ogei, ed. Bruno Secondin (Rome: Edizioni Institatum Carmelitanum, 1983), 151-156, The Latin text
of the Rule approved by Innocent IV in 1247 by the Bull Quae honorem Conditoris is availoble in Ibid,, 11-25 with its Italian translation. It is slso available
in its Latin form in Bruno SECONDIN, ed., La Regola del Carmelo: per una nuova interpretazione, Quaderni di “Presenza del Carmelo” 5 (Rome: Edizioni
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Juan’s general style of life: personal prayers, liturgical customs, use of material goods, and so on. Of singular
importance, however, was the modification of the Rule in 1281 that had approved both the contemplative life
and the involvement in pastoral ministry for the Carmelite community."’® This change in the Rule would
have removed potential barriers to the Carmelite mendicant stvle of life which would later allow Juan
invaluable freedom of contact with the world ontside the monastery walls.'"" This alse opened the way in
the fourteenth century for the Carmelites to launch a plan of studies for their members.!* This contact
further immersed Juan into the life of his conlemporaries as well as the socio-political climate of his day. It
cannot be said that Juan lived his life, not even the major part of it, clesed off from the society in which he
lived. Juan was rooted in the historical climate of his day on both sides of the monastic cloister. The De
institutione may have played an equally important role in Juan’'s life, even if in an indirect way as is the case
with the Rule.

Otger Steggink has called the De institutione primorum monacheium the "chief book of

spiritual reading in the Carmelite order" up until the seventeenth century.''® Keith Kegan claims that it was

this book, holding within it the memory of the eremitical solitude of the first Carmelites located near the

Institutum Carmelitanum, 1982), 46-67, also with the Italian translation.

M EGAN, *The Spirituality of the Carmelites,” 254, An English wanslation of De institutione primorum monachorum is Book of the Institution of the
First Monks, trans. B, Edwards (Boars Hill: Oxford, 1969).

W Crstsbel CUEVAS GARCEA, *San Juan de la Cruz y Lo transgresién de In norma expresiva,” in Acts det Congreso Internncional Sanjunnista,
Prepared by: Centro Internacional Teresiano-Sanjuanist de Avila (Valladolid: Junta de Castilla y Ledn, Consejerin de Cultura y Turismo, 1993), 1:58. Up
until this time there had been difficulty in accepting pastoral involvement outside the community by those who favoured a strictly contemplative lifestyle,

114 Given the mobility of Juan, and his invelvement in varjous apostalates, 1 wondcr if the observation of Colin P, Thompson is accurate. Concerning
the "secular” influences, literary and etherwise, on Junn’s life during his time at the Jesuit college ns a layman he says: “These formative years must have
left their mark on Juan, and they represent the enly period of his life when he was open to verious seculer influences. From the time he left Medins for
Salamanca, already s Carmelite noviee, his life was one of self-discipline and renunciation, end one must suppose that his exposure to secular fiterature would
have been minimal” (emphasis mine) THOMPSON, The Poet and the Mystie, 3. For an excelient summary of Juan's travels in the *secular” warld see
especially, RUIZ [SALVADOR], ed., Dios habla en la noche, Chapters $ and 10 summarize the voyages Juan made in the later part of his life. In towl
it is estimoted Juan travelled 25,000 kms., much of this on foot, Ibid., 254.

¥ CUEVAS GARCEA, "San Juan de la Cruz y lo transgresién de la normo expresiva,” S8,

8 See Otper STEGGINK, Lareformadel Carnmelo espafiol: La visita eonbnica del general Rubee v su encuentro con Santn Teresa (1566-1567), (Rome:
Institutum Carmelitanum, 1965), 357 quoted in EGAN, "The Spirituality of the Carmelites,” in Christizn $pirituslity, ed. Jill Raitt et al,, 2:54. Egan gocs
on to say: “Modemn Carmelites have neglected this text, which is the first part of & four-part work from the lutc fourieenth century and which was almost
certninly composed by Philip Ribot, Catalonian Carmelite provineia!, Ribot passed off his work as a collection of carlier writings thut he merely cdited.
The purported author of the Institution is John XLIV, supposedly patriarch of Jerusalem, who allegedly wrote this text in Greek in 412, The fnstilution tells
of the founding of the Carmelite order by the prophet Elijah and of & faneiful history of the order in the pre- and carly Christien era” Ibid., 2:54.



107

medicval port of Haifa at the wadi "Ain es-Siah,'” that "laid the groundwork for the sixteenth-century
mysticism of Teresa and John." It was this book which intimated the identity of a subsequent Carmelite
mystical tradition, which, up to the time of John of the Cross and Teresa of Avila, had been developed
minimally.”’* The De institutione pertrays Carmelite spirituality

as a withdrawal from the usval preoccupations of life and an entering into solitude, as a

purification of the heart and finally as the reception of the gift of union with God in love.

The culmination of Carmelite life is experential union with God, according to the

Institution. This Carmelite journey one lives in the prophetic spirit of Elijah. These themes

of the Institution are both a manifestation of a spiritual doctrine about the personal

experience of God held up as an ideal for medieval Carmelites and are a prelude to post-

Reformation mystical doctrine of both the Teresian reform and the Touraine Reform, which

so creatively built on the spiritual doctrine of the Instifution.!'?

Further on Egan says:

There was ever present in Carmelite life an inspiration for an intense life of solitude and

prayer. Somewhere below the surface of Carmelite consciousness, there was always half-

forgotten and half-remembered the heritage of the simple lay penitents who had sought

solitude on Mount Carmel. This elusive memory, nonetheless, gave rise during the Middle

Ages to various albeit inconclusive, reforms. Eventually this remembering of the spirit of

the original Carmelites inspired the magnificent Teresian reform.'**

To determine whether in fact this "remembering” of the primitive Carmelite spirit as it was
reflected in the De institutione was one of the major influences on Juan’s mysticism, as is suggested by Kegan,
is not the purpose of this inquiry. Again, the purpose here is not to establish a definitive list of sources and
inspirations for Juan’s Cdntico, but rather it is to put the reader in touch with the elements of the symbolic
and conceptual world of Juan de 1a Cruz as it would have been reflected in the tradition that opened up his

personal mystical experience. Juan is indebted to the "accumulated tradition” rather than to specific sources

or authors per se. As Colin Thompson tells us: "It is the developing tradition, rather than individual authors

1t EGAN, *The Spirituality of the Cammelites,” 51, For n very detailed and quite faseinating history of the eremitical foundations of the original loy
penitents nt wadi 'Ain es-Sifih se Elias FRIEDMAN, The Lotin Hermits of Mount Carmel: A Study in Carmelite Origins, Instintum Historicum Teresianum,
Studin I (Rome: Teresianum, 1979).

M *The cantemplative orientation of Carmelite spirituality during the Middle Ages did not have, however, the strong mystical elements that would be
$0 pervasive in the writings of Teresa of Jests and John of the Cross. Interest in the specifically mystical was only occasional during this er.” EGAN, “The
Spirituality of the Carmelites,” 53,

u* EGAN, “The Spinituality of the Carmelites,” 56,

U8 EGAN, “The Spirituality of the Carmelites, 59.
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wizy

which needs to be appreciated. And so a brief look at some of the main themes of medieval mysticism

would readily situate the reflection within elements of Juan's symbolic and concepiual inheritance of the
western mystical tradition. This is the fifth area which I present in order to obtain a sense of Juan's symbolic

and conceptual environment.

Some of the main themes in late medicval mysticism of the western tradition which are

reflected in Juan’s work are the following:'*

1. The division of the spiritual life into three ways: purgation (for beginners), illumination
{for proficients), and union (for perfects), presenied by Juan in his opening argumento in the
commentary on the Cdntico. This division is already a very ancient one present in Origen
and Dionysius,

2. The seven degrees of love which Juan interprets from CB 26, This imagery was used
by Augustine, Bernard and the Victorines. "To these he adds his own analysis through the
dark nights, active and passive, of sense and spirit, original, though with many traditional
elements."'®

3. The distinction between contemplation and action, Origen, Augustine, Gregory, and
Bernard allegorized many scripture stories using this division. Osuna and Laredo use it as
well in their treatises,

4. The renunciation of self and every created thing for God. Thompson notes that this
theme has its roots in pre-Christian antiquity and it occurs in other faiths. "Bonaventure
links this with the Dionysian paradox: 'Forgetting all created things and liberated {rom them
thou shalt rise above thyself and beyond all creation to find thyself within the shaft of light
that flashes out from the divine, mysterious darkness."'** Chapter Five of the Institution
is reminiscent here. The mork is urged to "flee from familiarity with crowds" and "mourn
in solitude for your own sins and the sins of others."!*

5. The experience of urion with Ged at the end of the mystical journcy, "Clement of
Alexandria (2nd century) and Origen (3rd century) are both early witnesses to the Christian
tradition, with roots in Greek philosophy but under the discipline of Christian revelation.
Origen was the first writer to interpret the union symbolized in the Seng of Songs between
Bride and Bridegroom as between the Word of God (the Logos) and the individual soul--an
interpretation which was to become immensely influential "'*® Bemard of Clairveaux

2 THOMPSON, The Poct and the Mvatic, 9.

1 The Jpllowing summary is, in large part, taken from THOMPSON, The Poet and the Mystie, 1-20.
1% THOMPSON, The Poet and the Mustic, 10,

24 THOMPSON, The Paet and the Mystic, 10,

25 Book of the Institution of the First Monks, Chapter §, guoted in THOMPSON, The Poet and the Mystie, 17,

26 THOMPSON, The Poet and the Mystic, 12,
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adopted this interpretation in his sermons on the Song, which Juan in tum adopted.

6. The created order is disproportionate with God. Aquinas held this position as well.
"But he [Juan] is more thoroughgoing than Aquinas and insists that even the partial
knowledge of things immaterial gained through contemplation of the creation must be
negated in the dark nights."'™ "Yet it is surely important to recognize the philosophical
and theological debt of San Juan to Thomist thinkers, for it dictated the way in which he set
about analysing the expericncesreferred to in his prose commentaries and related him firmly
to the intcllectual outlook of Spanish Catholicism in the second half of the sixteenth

ccnnuy'uns

7. The use of metaphors and images. A few examples will serve as an indication of what

Juan had available to him: Juan’s favourite image “is that of the sun shining through glass

cither revealing the specks of dust which cannot otherwise be seen, or as a demonstration

of the same light that is in the sun streaming from it in rays without diminishing it. The

analogy of the river flowing into the sea is not confined to Christian writers, and the bird

pining for her mate, and the nightingale, have centuries of use behind them. The analogy

of fire burning and consaming the wood appears to come from Hugh of St. Victor, though

San Juan may have found it elsewhere, and a very beautiful example of it occurs in Luis de

Leon, Paradox and antithesis also played an important part in the language of mysticism,

full of notions of light and Jarimess, living and dying, pain that is pleasure, suffering that

iS joy‘ul29

These few examples do not exhaust the rich symbolic heritage Juan received. Neither have
they been a thorough indication of which authors may or may not have primarily influenced Juan. For our
purposes it is significant to know that Juan was writing within a rich cultural and religious symbolism. These
are the resources which Juan takes up into his own writings.
1 have briefly described these resources. They include: 1. scriptural sources, especially the

Song of Songs, 2. Patristic sources; 3. the Rule; 4. the De institutione; 5. mystical themes and symbols
prevalent during Juan’s day. Noticeably absent from this list is the resource Juan would have had in the
poputar folk-literature, songs, and poetry in common circulation at the time. Since this resource greatly
impacts the determination of the Cdnfico's Jiterary genre, a determination which belongs to the second

hermencutical moment, mimesis,, it is included in that discussion in Chapter Five.

Using a reflection of Colin Thompson I can, for now, summarize Juan’s involvement with

9 THOMPSON, The Poet and the Mystic, 14,

#* THOMPSON, The Poct end the Muvstic, 15,

“* THOMPSON, The Poct and the Mystic, 19-20.
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the symbolic systems of his day as follows:

San Juan has drawn on a vein of inherited wisdom running rich and deep for some fifteen
hundred vears. New authorities were constantly being added to the old ones, so that new
insights and ideas came to replenish the tradition. Where we might see different schools of
theology or mystical teaching, and note many changes and developments. San Juan and his
contemporaries saw one body of authoritative literature guarding the wuth from
contamination. Individual! authors were important as contributing members of this
distinguished tradition. The broad outlines of the mystical journey had been drawn, and
many details were already in place. This had given rise to a recognizable form of literature,
using the kind of techniques we have looked at. These are all present in San Juan, not
because he created a new kind of literature, but because he worked within a defined
tradition. To them he added what he himself had acquired from his Jesuit education and his
training at Salamanca, notably scholastic theology, a grounding in rhetoric, and a profound
love of the Bible. His last and most intimate source was his own extraordinary mystical
experience. What he could never have known was that with the blending of all these
ingredients he too in time would become one of the greatest of all the authoritics for those
who followed his footsteps in the soul’s ascent to God."™°

Clearly, then, Juan wrote within a well established tradition. But he simply did not repeat,
or merely organize this tradition in an original way. He had his own specific and original contribution to

make to it.”* A brief look at this contribution now follows.

4.2 Juan’s Contribution to the Westem Mystical Tradition

In the previous section it was emphasized that Juan composed within a dynamic and well
founded symbolic system which I have referred to as the western mystical tradition. However, Juan also
helped fashion that tradition in a new way. Rather than fall into oblivion, his writings went on to inspire and
be celebrated by countless generations following him.' What was Juan’s specific contribution to the

western mystical tradition? The suggestions here concerning Juan’s contribution are from the doctrinal

30 THOMPSON, The Poet and the Myslic, 20.
8L THOMPSON, The Poet and the Mystic, 11.

1 For example the celebrated Sainte Thérése de L'Enfant-Jésus and Charles de Foucguld werc inspired by Juan de la Cruz. See: Charles A,
BERNARD, “L'influence de saint Jean de la Croix sur Sainte Thérése de I'Enfant-Jésus," Rovue d'Ascétique et de Mystique 32 (1956), 69-80; Pierre
BLANCHARD, "Sainte Thérése de I"Enfant-Jésus fille de saint Jean de la Croix,* L Année Thealogique 8 (1947), 425-438; Ibid, “Le Pére de Foucauld,
fils de saint Jean de ta Croix," Carmel 1 (1959), 15.26; GREGORIO DE JESUS CRUCIFICADO, *Las noches sanjusnisias vividas por santa Tercsa del
Nifio Jestis,” Ephemerides Carmeliticac 11 (1960), 352-362.
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perspective.'® Further contributions to that tradition will be uncovered in the analysis below where I will
discuss the appropriation and reception of the Cdntico.

The presentation here will unfold in two sections. The first section deals with Juan’s
synthesis of themes, language, and method in his spiritual writings. The second section briefly deseribes the
uniqueness of Juan’s own contribution at the doctrinal level, that is, the doctrine of the passive and active
nights of the senses and spirit which emerged from the synthesis of the three areas. The dialectic of the active
and passive nights are a significant contribution to the western mystical tradition.

However, a text such as Juan’s Cdntico transcends its own era and remains meaningful for
successive generations because the text has a capacity to create a world which it projects "in front of itself."
This is the possible world which Ricoeur calls "the world in front of the text,"*** as opposed to the world
out of which the text came. This releases the time-boundedness of the text and allows it not merely to be
informative, but transformative.

I will now summarize Juan’s doctrinal contribution gleaned from his works as a whoie.

4.2.1 Juan’s Synthesis

In the beginning of the sixteenth century, as already stated, there was an incredible upheaval
and general reexamination of religious practices and structures at all levels. Renewal and reform were the
dominant calls of the day in the church as well as in society at large. Hubert Jedin has already pointed out
that with the Council of Trent a "new era of church history begins."** Concerning Juan de la Cruz, Hilda
Graef states: "With St. John of the Cross we have reached the heights of Western mystical theology; to

approach the seventeenth century will mean a descent from the rarefied air surrounding the heights of Mount

¥3 The innovations Juan brought 1o the western mystical tradition, ideally, belong to mimesis;, However, there is an initin? discussion of these in this
chapter since | am emphasizing that Juan wrote within o well established wradition. The fact that Jusn received and lived within a particular tradition is the
main point here.

14 RICOEUR, Hermenuetics and the Human Sciences, 140-142.

15 JEDIN, "Council of Trent,® 277,
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Carmel to the lesser peaks of the mystical landscape."*® Thus, within this environment of flux, change, and
renewal, there is @ culminating point within the westem mystical tradition which is centred around Juan de
la Cruz.

Several other authors describe Juan’s mysticism and his contribution in this way: Colin
Thompson in his insightful and concise study of Juan's place in the westem mystical tradition says: "San
Juan’s indebtedness to the theclogical and mystical literature and tradition of the West must be considered;
and he will then appear not as an isolated phenomenon but as a culminating point in an ancient and influential
tradition which has left its mark on the literature of the Golden Age."'” An anonymous writer describes
the culminating point of Juan’s writings in a slightly different way: "What he did do was to clear away the
long, often contradictory digressions and repetitions of the mediaevalists, separate the essential from the non-
essential, and in short do for mystical theology much of what St. Thomas Aquinas did for the subject in
general,"'*® E. Allison Peers emphasizes the same point: "Everything in his [Juan’s] writings is fully
matured; he has no juvenilia. The mediaeval mystics whom he uses are too often vague and undisciplined;
they need someone to select from them and unify them, to give them clarity and order, so that their treatment
of mystical theclogy may have the solidity and substance of scholastic theology. To have done this is one of
the achievements of St. John of the Cross."™*® Elsewhere Peers emphasizes Juan’s unique contribution: "So
far as my own reading goes, in fact, St. John of the Cross, considered as a mystic, has only two rivals in the
whole history of Christian literature, One of these is St. Augustine. ... The other is the fourteenth-century
Fleming Blessed John Ruysbroeck."!*®

Melquiades Andrés Martin suggests that Juan's unique contribution to the western mystical

139 Hilda Cheslotte GRAEF, The Storv of Mysticism, (Garden City, New York: Doubleday, 1965), 248, Graef conlinues: "Though the scventcenth
century still produced some attractive mystics and & certain amount of mystical theolagy, it, and cven more the cighteenth century of rationutism und
‘enlightenment,’ wes & period of decline. The originality and mystical drive of = Catherine of Siena or Teresn of Avila as well a3 the theelogical and
psychological penetration of a St. John of the Cross were no longer present in their successors.”  Ioid,, 249,

17 THOMPSON, The Patt and the Myatic, 2.
1% BENEDICTINE OF STANBROOK ABBEY, Medimval Mystical Tradition and Saint Jahn of the Cross, 24,
W PEERS, The Complete Works of Saint John of the Cross, xxxiii.

" Allicon E. PEERS, Spirit of Flame: A Study of St. John of the Cross, (London: Student Christian Movement Press, 1944), 95.
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tradition lies in his clarification of new concepts, style of language, and methodology in the changing spiritual
tradition.'*! Juan’s mysticism is seen as bringing together the new and, at times, divergent movements

reflected in thesc three areas of the tradition. Each of these areas will now be briefly presented scparately.

4.2.2 New Themes in Spirituality

Many of the new themes that were surfacing in religious practice during Juan’s time have
alrcady been mentioned. In large part these are related to the popularity of the Devotio Moderna and the rise
in methodical prayer during the sixteenth century. A brief summary of these would include the following:™
the universal call to perfection; a valuation of the interior spiritual life and a disvaluation of exterior works;
integration of the entire person into mystical life; a valuation of one’s personal existence and one’s own
conscience; a valuation of personal liberty, mediation of humanity and divinity in the person of Christ;
harmony of the active and contemplative lives; and the acceptance that knowledge can be attained through
love,

Juan integrated these current themes into his own synthesis.'® As Juan wove the symbolic
and conceptual heritage of a diversity of writers into his own original work, so did he weave these themes
together in a unique way. Juan de la Cruz and Teresa of Avila both worked within the tradition, and at the
same time broke away from it. They transformed and reordered much of the spiritual terrain of their day in

their spiritual writings and practices.'*!

1 Melquindes ANDRES MARTIN, *Teresay Juan de laCruz: Contribucién al proceso de clarificacion en la mistica espafiola,” Revista de Espiritualidad
36 (1977), 481,

W Thic summary s taken from ANDRES MARTIN, "Teresa y Juan de la Cruz: Proceso de clarifacién en lo mistica,” 481,

M3 For example, Cuthbert Butler, in his classic text, Western Mysticism, comments on Juan's unique appreciation of the active and contemplative waoys
to God ns Juan introduces them from the Eastern mystical tradition into the Western:  *[Juan] strikes another note, out of hermany with the trend of the
Western tradition, but akin to that of Cassian and the East. .., There is no need to pursue the subject through later writers: what has been adduced suffices
to delinente the great Western tradition on the comemplative life and the necessary admixture with it of the active life. In medem times this life has come
1o be called the ‘mixed life, and the ideal expressed by St. John of the Cross, the old Oriental conception, has tended 1o come inte general acceptance as the
idesl of the contemplative life,” BUTLER, Western Mysticism, 275-276.

4 *Ambos han sido declarados doctores de la Iglesia y todavia son clisicos en las tareas del espiritu. Ambos se formaron en la mistica del recogimicnio,
ambos partieron de ella, buscaron nuevas frmulas, rompieron o veees con las precedentes, las ordenaron y transformaron.” ANDRES MARTIN, "Teresa
y Juan de la Cruz: Proceso de clarifacién en la mistica,” 482.
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4.2.3 New Style of Language
Within the westemn mystical tradition, mystics tended not to use predominantly conceptual
or scientific language to express their experience. Instead they freely used symbalic language replete with
metaphors, comparisons, and similes. However, with the rise of the alumbrados and Protestantism there was
a need to more concretely systematize and clarify the language of mystical expression and popular picty.' "
With the Spanish Inquisition in full force, the threat of having one’s books put on the Index --or worse-- the
threat of personal condemnation and severe discipline, was very real. Authors needed to be clear and careful
in their writing since at times there was little difference between the practices of popular piety of Inan’s day,
and the doctrines being espoused by the rejected Alumbrade movement and Protestantism. Juan de la Cruz
had to tip-toe his way between the pitfalls of these two camps.'*
Paradoxically, Juan’s mysticism emerged from within the spiritual tradition of recogimiento
which had much in commeon with the alumbrados; the respect of quiet and tranquillity and the focus on a
methodical and interior life of prayer. However, the tradition of recogimiento and the alumbrados differcd
in some important aspects. For example, the alumbrados despised participation in a church community and
external works, and gave great importance to the extreme details of prayer. It was the severity of the practices
of the alumbrados which often resulted in Quietism and led to their condemnation.
Juan de la Cruz saw the importance of both an active and contemplative life within the
recogido tradition. This is witnessed to in his commentary on CB 29.'*" Without the acknowledgement of
143 *Existe ... un ¢laro proceso de clarificacion en simbolos, imdgenes, temas, lengunje, gue en muchos casos se convierte en proceso de esencializacifn.
.. Lenguaje ¢ ideas antropolégicas, metafisicas ¥ a vetes teoldpicas, constiluyen cumpos de rozamiento entre escoldsticos y misticos. ... El problemu de
1a clarificacién de ideas y lengunje se convirtié en eéntrico o mitnd del siglo XVT en relscién con la herejla protestante, como se deduce del proceso de
Carranza, del libro sobre la oracién de Juan de la Cruz (1555), de la censura de biblies, del indice de libras prohibidos de 1559, ANDRES MARTIN,
*Teresa ¥ Juan de in Cruz: Proceso de clarifacién en la mistice,” 482, Andrés Martin further suggests that it is in large part due to Teresa of Avila und Juon
de ia Cruz that this clarification process took place. In his description of sixteenth-century theological thought he says: A lo Jarge del sigle XV1es
claramente perceptible un procsso de clarificacién en Jos canceptos y en el lenguaje mistico, Gue alcanza cimas espectaculares en lns obras de Santa Teresa
y de San Juan de 1 Cruz. Las Moradas, la Subida del monte Carmela, y el Céntico son modela de cloridad, idealégicn ¥ formal, y distincién de los grados
de oracién, en la purificacién activa y pasiva de los sentides y patenciss ... . Con su experiencin mistica y su ciencia teolégica, San Juan de la Cruz respondié

précticaments, con su vida y obras escritas, & Ja teoria de Cano, Cuevas, Femando de Valdés y cuantos oponfan escoldatics y mistica como insociables.”
ANDRES {MARTIN], "Pensamiento teologico,” 321322,

16 *f o dos penios mis grandes en el campo de clarificacién de las ideas y lenguajc mistico 2on Santa Teresa, especialmente cn lo referente a los grados
de oracibn, y San Juan de la Cruz en lo Wocante a la sistemnatizacién del progreso en la purificacion y de la vida diving en el alma.* ANDRES MARTIN,
"Teresa ¥ Juan de la Cruz: Proceso de clarificacién en la misticn,” 482,

4T For an excellent history and a description of (he differcnces between recopidos and slumbrades see: ANDRES [MARTIN], La teologia espufiola
en el siglo XV 2:198-259.
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Juan's debt to the tradition of recogimiento, it is difficult to situate Juan within his own time."** It was upon

this tradition that Juan’s mysticism was based. This tradition emphasized personal, affective, and methodical

prayer through the practice of love which led to union with the Divine in this world. It emphasized the

inseparability and importance of the entire person: the bodily senses and the facuities, together with the soul.

It also acknowledged the need 10 know oneself as part of one’s journey to God. The alumbrados had been

condemned due to their extreme pursuit of these goals through Quietism. Quietism often separated the faithful
from any active participation in ecclesial life.'*®

However, despite Juan’s radical appreciation of the contemplative life, he never had any of

his books placed on the Index of the Inquisition. Juan stayed within the orthodoxy of the tradition of

recogimienta. Juan's ability to clarify and his ability to emphasize the best of the tradition while shaping it

through language in a unique yet orthodox way is evident here.

4.2.4 New Method in Description of the Mystical Journey

Juan was able to use his understanding of the spiritual journey as presented through the
structures of scholasticism. However, he used and adapted these strucmreé to write his poetry. His other
resources included scripture, tradition, and his personal experience.® Thercfore, Juan brought theory and
practice together into a single synthesis. Of particular interest here is his conception of the passive and active
nights of the senses and the spirit. His conception of the passive and active nights safeguards the

gratuitousness of God’s grace in our lives, but also leaves an active role for the individual to play in the

1 *] 3 vin del recogimiento produjo los primeros grandes misticos de nuestra edad de oro, influyé en San Juan de Avila, Santa Teresa y San Juan de
la Cruz y pervivié llenn de vitalidod haesta fines del siglo XVIL Sin conocerla debidamente es imposible la inteligencia de la espiritualidad espafiola dela
edod de oro, Ella constituye la mistica espafiola primariz y fundamental.” ANDRES [MARTEN, La teolopia espafioln en el siglo XVI, 2:198.

1% The possibility that Juan's doctrine of *acquired contemplation” is Quietist in nature is discussed in ROMAN DE LA INMACULADA, *Es quictista
la contemplacién ensefiadn por san Juan de la Cruz?," Revista de Espiritualidad &, no, 30-31 (1945), 127-155. Contrary to two suthors which he cites (Juan
de 1o Anunciacién and Gabriel de San José who identify "acquired contemplation® with “quictism” in Juan's corpus) Inmecuiada concludes: "San Juan de
1a Cruz, restourador insigne de la contemplacién adquirida, afirmativa y negetiva, no ticne ningan parentesco con el quictisma. Més adn, su doctrina pugna
con Ip quictista, porque lleva caracteres ireductibles, que nunca permitirdn fusionarlos.” Ibid, 155,

1 *Son Jusn de ln Croz puso luz en temas complicades con lengusje nuevo, aunando el método de intuicién experiencial del mistico con i tiguroso
andlisis conceptual del universitario.! ANDRES [MARTIN}, "Pensamiento teologico,” 358; *El santo Docter sistematizé una doctrina y uno experiencia,
armonizb en ellas In tradicidn y el sentido de progreso, respondid desde las entrafias de la teologin universitaria a los que disociaben escolistica y mistica
¥, por micde & posibles desvinciones, aconsejaban sisteméticzmuente caminos llanos, comunes y carreteros.”  Ihid,, 359.
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spiritual journey. This approach has often been viewed as Juan’s most significant contribution to the western

mystical tradition.

4.2.5 Juan’s Unique Dgoctrinal Contribution

Juan’s synthesis of concepts, language, and method coalesce in his crowning achicvement
within the western mystical tradition."®" That is, Juan's unique contribution to the western mystical tradition
at the doctrinal level was his ability to clearly present the natural movement of the union of the human person
with God in his presentation of the dialectic of the active and passive nights of the senses and the spirit,'*
With this synthesis he retained the theological and doctrinal richness of his scholastic training within the
security of his own personal experience.’®® Juan’s synthesis thus achieved theological precision without the
errors of Quietism or the alumbrados, or without abandoning the uniqueness of his own personal journcy or
the uniqueness of the journey of others. In Juan’s dialectic, involving the passive and active nights of the

senses and spirit, he joined together human experience and the experience of the Divine, while safeguarding

151 A study which is beyond the focus of this dissertation, but nonetheless related, would be to examine how Juan’s synthesis was (or was not) successful
in bringing back topether the approach to the spiritual Yife which “may be characterized as one of separation snd division® from the twelfth century onwards.
See Philip SHELDRAKE, Spirituality and History: Questions of Interpretation and Methed, (New York: Crossrond, 1992}, 40-44 for o discussion of the
various splits in spirituatity which resulted from the rise of scolasticism. ‘The three major divisions which he cites are the following: “There was, fint of
all, a division of spirituality from theolegy, of affectivity from knowledge. Secondly, there was e gradus) limitation of interest o interiority or subjeclive
spiritual experience. In other words, spirituality became separated from social praxis and ethics. And finally, ... there was & separation of spirituality from
liturgy, the personal from the communal, expressed mest graphically by a new attention to the structures of personal proyer and meditation.” Tbid., 44.

3 In discussing the progression of the purification of the soul Andrés Martin says: "Se trata de una dialéctica en dos tiempas: vaclo y lleno, renuncia
de si y poscsidn de Dios, tiempo ¥ contratiempo, Pero en ellas se afinma con fuerza incoercible la potencialidad de ia naturalesa humana, del hombre
concreto en su espiitu de empresa y de lucha” ANDRES MARTIN, *Tercsa y Juan de la Cruz: Proceso de clarificacion en ln mistica,” 490, (emphasis
mine) For an article focusing on the description of Juen's doctrine of *acquired contemplation” (operative within the sctive night of the senses and spirit)
see ADOLFO DE LA MADRE DE DIOS, "Estado y acto de conlemplacién la contemplacién adquirida, segin San Juan de la Cruz,” Revista de Espirituslidad
g, no. 3031 (1949), 96-126. An article which affirms the "noturalness” of mystical life and which refers frequently to Juan de la Cruz to affirm this position
is: CLAUDIO DE JESUS CRUCIFICADO, "Aclarando posiciones acerca del ‘concepto de mistica sobrenatural's Lo nsturaleza de ln vide mistica,” Revista
Espafiola de Teologta 9 (1945), 165-122, Theopposite positian is given in: Antonio ROYO MARIN, "EY cancepto de mistica sobrenatural,” Kevista Espafioln
de Teolopin 8 (1948), 59-75.

¥ Bnldemero Jiménez Duque affirms this strongly: "Porque en San Juan de la Cruz confluyen las antiguas corrtentes espirituales de uno mancra
ecléctica, original ¥ tnica. Por una parte los clementos son tradicionales, vicjos como ¢l mundo y como ¢l cristiznismo. .. por otra parte Sen Juan de |a
Cruz ha sabido hacer un preparado suyisimo; aquells s de Ia mano propia de San Juan de la Cruz: Huy un sabor personal que, agraduble, trosciende, [lay
unaimpresién de madurez, de cosa lograda, casi definitiva. Pero, todo ello esté ascgurando quc ¢l fondo es el fondo clisico, tradicional, cristians, un esquems
preconcebido, trabajado después con agilidad y con soltura de forma y de expresién. Viejoy nuevo.” Baldomero JIMENEZ DUQUE, *La perfeccibn cristiana
y San Juan de la Cruz," Revista Espaiiola de Teolopin 9, no, 2 (1949), 442
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the transcendence and the immanence of God."** Melquiades Andrés Martin suggests nobody during Juan's
time, or since, has surpassed Juan’s synthesis in this regard.'*

According to Andrés Martin the most original part of the dialectic of the active and passive
nights of the senses and spirit is the following: the human person is not only purified of one’s faults but the
very roots of those faults are purified.'® This takes place during the passive nights of the senses and spirit.
The human persen is "transformed" into Divine life resulting in the passive contemplation described in the
commentary on the Cdntico.'”  Andrés Martin cites this schema as the most complete synthesis of the
western mystical tradition in its description of the soul’s transformation and union with God, a tradition, as

we saw above, which has been part of the Christian and pre-Christian literature for millennia.

1% The literature on this subject is extensive. Following are a few references which deal with the theological and escetical description of the progression
of union with God as Jusn reflects it in his dialectic of the passive and active nights of the senses and spirit: Bede FROST, Saint Saint John of the Cross
1542.1591: An Introduction to his Philesaphv, Theology and Spirituatity, (London: Hodder & Stwoughton, 1937); FEROME DE LA MERE DE DIEU, La
Doetrine du Carme) d”sprés Saint Jean de Ja Croix, 2 vels, (Vienne: Carmel de Vienne, 1959-1961); RUIZ SALVADOR, Introduccién a San Juan de la
Cruz: El escritor, los eseritos, el sistema; EULOGIO DE SAN JUAN DE LA CRUZ, La transformacién total del alma en Dios segiin San Juan de I Cruz,
Extract from docloral dissertation presented in the Faculty of Theology at the Pontifical University of Salamanca, Madrid: Editarjal de Espiritualidad, 1963;
A more contemporary and psychelogical reading of these movements can be found in: WELCH, When Gods Die, 70-168.

1 ANDRES MARTIN, "Teresa y Juon de Ja Cruz: Proceso de clarificacién en la mistiea,” 489, "El santo sistematizd una doctring, armonizd en ella
¢l sentido de progreso ¥ respondib desde lo mas profundo de la teologia escoldstica a todes aquellos partidarios de Melchor Cano, Damingo Cuevas y
Femanado de Valdés que oponlan escoléstica y mistica como insaciables.” Tbid., 489, Juan, *Con su esfuerzo, con su experiencin y conla gracin de efabilidnd
recibida de Dios, ha construido una exigente mistica, encuadrada en una exigente escolfstica. Asi respondié al reto antimistico de Cano y de otros profesores
de la Unjversidad de Solemanca. Luis de Leén, Antolincz y otros siguicron camino diferente.” Ibid,, 491, Herein lies the paradox: Juan did not set out
to accomplish this singular feat in the develspment of western mysticism. Juan had & far simpler project in mind. As discussed previcusly, Juen’s wrilings
were geared in Jarge part toward the uneducated nuns gt Beas. Juan was not writing theary or setting out doctrine as a schalastic writer might, but rather
his effort was 1o bring 1¢ those whom he guided a practical experience and discovery of God within their world end 1o help them diseover themselves within
God's world. In Juan's diglectic the two worlds are in fact ene,

14 *Eg |n segunda pante de 1o obra maestra de San Junn de la Cruz, llamada tradicionalmente Noche oscura, que es lo mis original de su mistica. En
ella ¢t alma no es purificadn de sus faltes, sino de las raices de las mismas, que han resistido ¢l esfuerzo personal y 1a gracia ordinarin. Es la purificacién
pasiva de los sentidos y potencias o del esplritu.* ANDRES MARTIN, "Teresa y Juan de la Cruz: Proceso de clarificacidn en la mistics,” (1577), 490,
Claudio de Jests Crucificado says: "San Juan de la Cruz en mistica fué original con un grado que probablemente hasta ahora no ha sido superado ni siguiera
iguslado,” CLAUDIO DE JESUS CRUCIFICADO, *Criginalidad de la doctrina mistica de San Juan de la Cruz,” El Monte Carmelo 39 (1935), 354.355.
A succinct summary of Juan's other main doctrinol contributions and clarifications gathered from his various writings can be found in RUIZ [ SALVADORY,
¢d., Dios hobla en 1o noche, X1, As a preliminary Jist Ruiz Salvador presents these under the fellowing eight categories: 1, The revealed and hidden God;
2, Jesus, the Word made human; 3. The human person in tronsformation; 4. Faith, light in the night; 5. Communion of Love; 6. Prayer and
Contemnplation; 7. Beauty; 8. Word and silence,

' andrés Marln describes this "new state” as the introduction of divine life in the soul: "La contemplacién pasiva ¢s la plenitud del acto de fe, cima
de la desnudez y de la introduceién de o vida diving en el alma.” ANDRES MARTIN, “Teresa y Juan de la Cruz: Procesa de clarificacién en 1a mistica,”
490. The simplest schema of Juan's mystical progression, according to this doctrinal model, can therefore be summarized ‘n the following woy: 1. Active
purification of the senses and spirit. {the *work” of the individual); 2. This leads 1o active contemplation; 3. Passive pt.ification of the senses and spirit
{the "work® of God); 4. This leads to passive contemplation. "Pues bicn, este esquema de Jégica mistica: purificacion activa de los sentidos y potencias
> contemplacidn activa; purificacién pasiva de los sentide y potencias --> contemplacién pasiva ¢ infusa constituye en sf mizmo la cima més alta de ln
tematizacibn de 1o mistica; ia clarificacién méas maravillosa de los procesos de purificacién del alma y de su transformacién en Dios® Ibid., 450-4%1.
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5. Conclusion

With the perusal of the first moment of Ricoeur’s hermeneutical trajectory, I have described
the resources Juan had available to him in order to write the Céntico. 1 have done this at two levels. In
Chapter Two [ described the pre-narrative resources which Ricoeur defines as mimesis,. Within the concept
of mimesis, Ricoeur lists the resources of human action with which authors transpose being-in-the-world into
texts. Both Juan and the current reader of the Céntico share resources at this level. In the present chapter
1 have described Juan’s unique cultural and symbolic heritage. Awareness of these resources allow the
contemporary reader to enter more consicously into Juan’s text. These resources include the historical milien
of Juan, its political, sociological, intellectual and religious characteristics. They also include Juan’s own life
experience, his involvement in a diversity of ministries, and his personal commitment to the Carmelite way
of life, Owverall, Juan was inserted into the western mystical tradition, a tradition which he drew from, but
also shaped in a unique way. Within this tradition he had a plethora of literary resources available to him,
both scriptural and non-scriptural,

His particular contribution to the mystical tradition in the .‘west is his description of the
purification of the human soul through the active and passive nights of the senses and spirit. Juan’s original
contribution at this dogmatic level was publicly recognized when he was declared a Doctor of the universal
church by Pius XTI in 1926.!%

However, Juan’s doctrinal contribution to the western mystical tradition has resulted in his
work being interpreted from a largely ascetical-theological approach as was shown in Chapter One. This
approach, used by the majority of sanjuanist scholars, has tended to highlight a lincar progression of the
spiritual journey as they read it in the commentary on Juan’s Cdntico. This linear approach (usually
characterized by the threefold way of purgation, illumination, and union) does not sufficiently take into

consideration the uniqueness of the experience of the individual, nor does it take into consideration the role

158 Pope Pius X1 made this proclamation in his apostolic letter Die vicesima septima of August 26, 1926 (A.8.8,, vol. 8VIIL 380); <fr. De GUIBERT:
Documenta ecclesiastica christionae perfectionis studium spectantia, {Rome: 1931), quoted in Baldomero JIMENEZ DUQUE, *Problemas misticos en torno
8 Iz figurn de san Jusn de s Cruz,® Revista Espafiola de Teologia 1 (1941), 963,
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of the experience of the reader in the interpretive enterprise. The ascetical-theological approach has focused
on doctrine which is distilled from juan’s Cdntico, rather than the free movement of God’s grace in the life
of the person. Furthermore, the ascetical-theological approach implicitly distances God from humanity: the
focus of interpretation tends to be on absolute (¢.'matic) truth rather than the present truth of God alive in
the life of the individual and the community. These consequencesare inconsistent with Juan’s own approach
and method which, instead, foster a profound intimacy between the human and the divine. Without negating
Juan's theological clarifications at the doctrinal level of the western mystical tradition, I would like to suggest
another way of talking about Juan’s contribution to this tradition, a way that is more consistent with Juan's
personal approach and method. This approach could be described as the "hermeneutical approach.” It is this
approach which is being developed in this dissertation through the contextualization of Juan’'s Cdntico within
hermeneutical interpretive theory.

In short, I would like to suggest that Juan’s contribution to the western mystical tradition
is not exclusively the formation of doctrine that balances in harmony the subjective and objective movements
of the passive and active nights of the soul for which Juan is so famous. Juan's primary language was not
doctrinal - it was poetic. Its genre alone indicates that Juan had another imere‘st at heart. Juan’s contribution
also consists in the bringing of "a world" to the western mystical tradition through poetic discourse. This
"world" is a way of being-in-the-world which could not exist otherwise; a configuration of authentic human
existence which transcends the immanence and transcendence of God reflected in the active and passive nights.
Juan has achieved the projection of this "world" through the mimetic activity of his poetry. I have already
suggested how the creation and possibility of this world is described through Ricoeur’s concept of mimesis.

In particular I am examining the consequences of such a theory for the intetpretation of the Cadnlico.
The inscription of this text is the second of the three hermeneutical moments being developed within the
hermeneutical setting I am constructing for the Cdntico. Let us now tum to this second moment, known as
mimesis,. It is in the configuration of Juan’s Cdntico that we encounter a text which is more than a product

of its own historical rootedness, or its doctrinal precisions,



CHAPTER FOUR

MIMESIS, AND CONFIGURATION OF THE CANTICO

1. Intreduction

I will now present the second moment of mimesis as it is envisioned by Paul Ricoeur:
mimesis,, otherwise known as configuration or emplotment of a text. Mimesis, is the mediatory step which
takes the reader from mimesis, (prefiguration of the action), to mimesis, (appropriation of the action) via the
text itself. When the Cdnfico was written down it passed from its prefigured state to its configured state. 1t
is the dynamics involved when a text is written which Ricocur refers to as mimesis,. These dynamics affect
the way the Cdntico is interpreted. Ricoeur’s theory of mimesis continues to assist us to get at the meaning
of the text of the Cdntico which comes to us in its written form.

The presentation of mimesis, will take placein two sections. The {irst will deal directly with
the mediatory function of mimesis, and the tools available to achieve this goal. 1 will thus examine the main
characteristics of mimesis,. Of singular importance is the dialectic of "sedimentation and innovation" which
is operative in the configuration of a text. The relationship of Juan's Cdntico to the scriptural Song of Songs
will be explored as an example of this dialectic. A sccond section will introduce Ricoeur’s theory of text.
In this second section I will reflect on the characteristics of texts and the effect that the writing of discourse
has on the communicative function. Essentially, I will respond to the foliowing two questions: "What does
writing do?" and "What makes a written text different from oral discourse?" The results of this investigation
will be applied to methodological issues which need to be considered when interpreting the Cdntico. This
application will provide insights into the referential shifts which need to be considered when using a
hermeneutical approach to interpretation. In my conclusion of this chapter I will suggest that writing allows
meaning (understanding} to manifest itself through explanatory analysis. The distinction between explanation
and understanding suggests that there is a special role for exegesis and structural analysis in the interpretation
process but these do not, in themseives, bring the reader to an "understanding” of the text. It is the dialectic

of explanation and understanding, already introduced in Chapter One, which makes productive the various
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methodological approaches in the study and interpretation of the Céntico.

2. The Mediatory Function of Mimesis,

Of utmost importance is Ricoeur’s insistence on the mediatory value of a text. Written texts,
the product of mimesis,, mediate the operation that joins mimesis, to mimesis,.! Mimesis,, in its mediating
function, refers to the configuration of human action in poetic composition.® In our case we are considering
the text of Juan de la Cruz’s Cdntico. As already shown, preunderstanding (mimesis, ) refers to the first side
of the composed text which seriously considers the resources available 10 Juan for the inscription of his text.
From these resources the act of composing the Cantico makes "appear” Juan’s unique meaning-event. The
noema of reality are configured and "show" through inscription. Reality is configured through the composition
of the Cdntico such that Juan’s experience is objectificd and made available for others. Through the mediation
of the text, aspects of reality, hitherto unknown, become available.> Mimesis, thus refers to the making of
a literary structure which interprets and organizes the fieid of human action, opening up new possibilities for
human action and knowledge through interpretation.’ Mimesis, is therefore characterized by this mediating
function which makes available, in an objectifiable form, Juan’s unique experience of being-in-the-world.*

Specifically, then, what is mediated by the act of composition? Bricfly stated, mimesis,

mediates between the "opaque depths of living, acting, and suffering" of an author and the receiving of the

! RICOEUR, Time and Nomative, 1:65.

3 *This passage from the parsdigmatic to the syntagmalic constitutes the transition from mimesis, to mimesis,. Itis the work of the configuring activity."
RICOEUR, Time and Narrative, 1:66.

¥ As we will sce below, the first "reader® to benefit by the production of the text may be the author herself/himself.

* Care must be taken not Lo put a teo restrictive scnse on the word *knowledge® i this context, Knowledge in this context is meant to refer to the whole
range of human knowing end experience that includes sensitivity lo the rational as well as to the intuitive, 1o the affective as well es the cognitive,

¥ RICOEUR, Time and Narrative, 1:53. In short, what Paul Ricoeur is refeming to in mimesis; "is the concrete process by which the textoal
configuralion medintes between the prefiguration of the practical field [mimesis,] and its refiguration through the reception of the work [mimesis,]." Ibid,,
1:53.
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text by the reader.’ Mimesis, refers to the act of emploting human action into a written text. By the
production of a text, an author emplots the experience of being-in-the-world in a dynamic representational
form. This form is then available for analysis in various ways which, in the end, are productive of new
meaning.

The author’s composition of human action constructs a text that is a mimesis of a unique
interpretation of being-in-the-world. This, in turn, creates a form for an original meaning-event in the life of
another person. If the act of composition is author oriented, the product is reader oriented.

Juan, therefore, in constructing the Cdntico, configured a certain life-cxperienceinto a text.
However, the Cdntico is not just the expression of his own experience; it is more. Juan's Cdntico mediates
his lebenswelt, his experience of being-in-the-world which opens up the experience for others. Ricoeur's
theory distinguishes between the act of composition and the product which is the configuration of being-in-the-
world. The inscription of the Cdntico is that intermediary step that provides the reader with an open door into
an authentic human experience of being-in-the-world modelied in the Cantico.” The production of this "form
for human action beyond the text" depends on the literariness of the text. The written text itsclf is required
to appropriate Juan’s meaning-event in the realm of human action 1oday.

What I want to underline here is the importance of the text of Juan’s poem. It is the text
itself of the poem which is at work in mediating the production of future meaning-cvents in the reactualization
of the text through reading. But if it is the text itself which mediates Juan's unique expericnce of being-in-
the-world, the structure of the text itself should provide imponant indications as to the meaning of this
experience. In mimesis, the interest is not so much in the alleged creation process of the text of Juan's

Cdntico as the techniques by means of which a work is made communicablc.® Part of that communicability

¢ RICOEUR, Time and Narative, £:53. This cxpression of Ricaeur's emerges from his study of Freud's concept of the unconscious, See Paul
RICOEUR, Freud and Philosophv: Anh Essay on Interprelation, trans. Denis Savage (New Haven: Yale University Preas, 1970), especiatly Chapter 3: *Insunct
and Ides in the "Popers on Metapsychelogy',” 115-151.

? Recall thot empletment cai Ue deseribed es an act of judgement which intervenes in the flow and flux of reality in order W bring about un
intensification and a metamorphosis of it

' RICOEUR, "Between the Text and Its Readers,” 391, Ricoeur goes on to say; "These techniques cen be discerned in the work itsel. The result is
that the only type of author whase suthority is in question here is not the real author, the object of biography, but the implied author,” Joid., 391,
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is the originality of the specific literary techniques employed by Juan to construct the Cdntico. The work is
also made communicable through its rootedness in what is already familiar, that is, in the existant tradition.
However, what is already familiar is made, by mimesis., "unfamilar” in order to set the text to work in the
mediation of new meaning events for other people. It is this dialectic which calls forth the interpretive task.
Ricocur thus describes 2 relationship between tradition and innovations within that tradition which are set to
work in a text to produce new meaning. Now, I shall turn to an examination of this interplay of innovation

and tradition which effect the meaning event in a text.

2.1 The Dynamic Characteristics of Mimesis,: Schematization, Traditionality, and Innovation

Mimesis, semantically mediates the depths of human acting, thereby providing an open door
for an original meaning-event for the reader. We saw in the overall introduction on mimesis int Chapter Two
that emplotment is not a mere mirroring of the original meaning-cvent of the author, but rather it is a
production of an original meaning-event as well as a metamorphosis of it mediated through the text. The
originality of future meaning-events is thus based on the uniqueness of the text which mediates these possible
future meaning-cvents. No literary structure is absolutely identical to any other. Therefore, each act of
emplotment is founded on the interplay of known literary technique and creative innovation,

Throughout history, various literary genres have proven to be adequate frameworks within
which an author has emplotied the reality of being-in-the-world. Love ballads were popular with the
troubadours in medieval times, while the epic drama was used by Homer in antiquity. The literary genre is
therefore a significant key to the meaning of the text and must be identified in any adequate interpretation,
The genre clues the reader as te what a text might mean. For example, a poem is read differently than a

scientific report. However, an author is also free to innovate within the genre®

® =Innovation remains the opposite pale of tradition. There is always room for innovatien to the extent that whatever is produced in composing the poem
is, ultimately, always a singular work, this particular wark, The rules that together form a kind of grammar direct the compasition of new works-new before
becoming typical. Every work is an origina} production, a new being within the reatm of discourse.® RICOEUR, "Life: A Story in Search of a Narrator,”
430,
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Each author has a different style which gives a text a unique configuration even though the
genre of the text may be quite common in the literary tradition. It is here, in the style of an author, that the
originality of any one text shines forth." Within the genre tradition, an author innovates and creates a
slightly different schema of the meaning-event through his or her individual style. The unique style of an
author may provide important clues to the uniqueness of the meaning-event which is inscribed in the text,
Therefore, it is important to get at the objectivity of the Cdntico, that is, to do an adequate exegesis that takes
into consideration its structure, the images it uses, and other various literary techniques of the author which
constitute a unique writing style. All these provide the "landscape” for the potential meaning-eventin the life
of the reader:

Emplotment ... engenders a mixed intelligibility between what has been calied the point,
theme, or thought of a story, and the intuitive presentation of circumstances, characters,
episodes, and changes of fortune that make up the denouement. ... This schematism, in
turn, is constituted within a history that has all the characteristics of a tradition. Let us
understand by this term not the inert transmission of some already dead deposit of material
but the living transmission of an innovation always capable of being reactivatedby a return
to the most creative moments of poetic activity."

Schematization thus refers to the capacity to use the paradigms inherent within a particular
tradition to fashion a new liuguistic work. Traditionality refers to the ability to be able to recognize the work
as belonging to a particular tradition while contributing to it and shaping it in an original way through an
author’s particular style. Juan used the resources available to him within the western mystical tradition but
he did not merely copy them. Of particular note within this tradition is the longstanding interest in the Song
of Songs, a fundamental symbolic field which Juan draws from for his own Céntico.?

In the context of Ricoeur’s interpretation theory, Juan's Cdntico is not a mere reteliing of

that story from scripture or from within its various configurations present within the tradition. fuan did not

transmit "some already dead deposit of material” but, through poetic activity, reactivated the most critical and

10 «By producing discourse as such and such a work taking up such and such a genre, the composition cades assign to works of discourse that unique
configuration we call style. Thisshaping of the work concurs with the phenomenon of writing in extemalizing and objectilying the text into what ent literary
critie has called a *verbal icon’.” RICOEUR, *Toward a Hermeneutic of the idea of Revelation,” 23.

11 RICOEUR, Time and Narrative, 1:68,

1 Colin Thompsen gives an excellent summary of the connections between the Song ef Songs and the Céntico in THOMPSON, The Poet and the Mystie,
60-80, Even though he cites the Song as a major influence on Juan's own poem, he still holds the distinet ariginality of Juan's work.
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creative paradigms of the tradition while shaping them in a new way for that very tradition. Ricoeur cites this
reflective capacity as the central dialectic operative in building up a Jiterary tradition. He describes this as
an "interplay of innovation and sedimentation™:

In fact, a tradition is constituted by the interplay of *nnovation and sedimentation. To
sedimentation must be referred the paradigms that constitute the typology of emplotment.
These paradigms have issued from a sedimented history whose genesis has been covered
over. The sedimentation is produced on multiple levels, and this requires of us a broad
discenment in our use¢ of the term paradigmatic.”

These paradigms, themselves issuing from a previous innovation, furnish the rules for
subsequent experimentations within the narrative field. These rules change under the
pressure of new inventions, but they change slowly and even resist change, in virtue of the
very process of sedimentation. As for the other pole of tradition, innovation, its status is
correlative to that of sedimentation. There is always a place for innovation inasmuch as
what is produced, in the poiésis of the poem, is always, in the last analysis, a singular work,
this work."

The paradigms which Juan inherited, whether they were linguistic, conceptual, symbolic, or
otherwise, can be considered the "grammar" of what constituted a new and original work, even though his
Céntico rests within a well established and long-standing tradition.'” Although Juan's Cdntico bears great
resemblanceto the Song of Songs, a "previous innovation" which has furnished (in part at least) "the rules for
a subsequent experimentation," we can affirm that Juan’s Céntico is an original work that has been produced
within the tension of the two poles of sedimentation (those paradigms belonging to the tradition) and
innovation (a new configuration of those paradigms born in its semantic content). Ricoeur affirms this
dialectic in the following statement: "The labor of imagination is not born from nothing. It is bound in one
way or another to the tradition’s paradigms. But the range of solutions is vast. It is deployed between the

two poles of servile application and calculated deviation, passing through every degree of 'rule-governed

deformation”.™® 1 will use several examples to demonstrate the innovations which Juan brought in

Y RICOEUR, Time end Namative, 1:68.

U RICOEUR, Time and Narrstive, 1:69.

B *This is why the paradigms enly constitute the grammar that govems the composition of new works--new before becoming typical. In the same way
as the grammar of a language governs the production of well-formed sentences, whose number and content are unforeseeable, a work of art--a poem, play,
novel--is an original production, a new existence in the linguistic [fangagier] kingdom.” RICOEUR, Time and Narrative, 1:69.

" RICOEUR, Time smd Namstive, 1:69, Elsewiere Ricocur describes this in a similar way: "The emplotment process oscillates between servile
confarmity with respect to the narative tradition and rebellion with respect to any paradigm received from thet tradition.”  Ibid., 208.



configuring the Cdntico with respect to the Song.
The overall structure of the Cantico and the Song are very similiar.'” Both arc a colloquy

between esposa and esposo with a chorus of creatures which occasionally interject comments or are agked

questions. The parts spoken by each of the two main characters in the Cdntico and the Song vary in length
and are not always addressed to one another. The Song and the Cdntico both abruptly change tense and
context frequently. "Above all, both move around a focal point--the union of the lovers--rather than in linear
progression from their meeting to the consummation of their love."'® On the literary level the two texts share
a common vocabulary: they both use abundant images from nature and the animal-world. However, Juan
uses complete liberty in fashioning his own poem which shares so much with the Song. The following are
examples which demonstrate the intovations Juan undertook in the Cdntico with respect to the Song:

In CA 18 the Bride reports in the third person and a past tense what Song 7:12 and 8:2 refer
to the future and in direct speech: 'ibi dabo tibi ubera mea' and 'ibi me docebis' become 'alit
me dio su pecho' and 'alli me ensefi¢, as the soul looks back to her betrothal. The image
of Song 1:5 is altered in CA 19 from the Bride no longer tending her vineyard to the neglect
of her sheep. Although the pastoral is strongly characteristic of the Bible (Psalm 23; John
10:1-16), there is no need to dwell on its significance in sixteenth-century literature, And
although there are viticultural references elsewhere in the Cdntico (CA 16,25), here, for
some reason best known to himself, San Juan has chosen to alter the imagery. Further
examples are not hard to find. The Bridegroom's words in Song 4:9 arc given to the Bride
in CA 21-2. In Song 4:16, both north and south winds are summoned; CA 25 calls on the
‘cierzo muerto’ ... 10 cease and the south wind only to blow--more understandable perhaps
in Spain than in Palestine. ... In other places, his freedom in altering has a more directly
poetic fgnction: changes in vocabulary, omissions and amplifications, to aid scansion and
rthyme.

From the above examples the Cdntico’s rootedness in the Seng is clear. However, these
examples show that Juan took significant liberties with the scriptural text in writing his own pocm.
Nonetheless, Juan’s recourse to various resources, for example the Sorg or other texts, is assessed differently
by various scholars examining his work. This is evidencedby the recent comments by Antonio T. de Nicolds

who says, "San Juan de la Cruz composed his poetry out of ... pure imaginings, so that by creating images out

1 This summary of the similiarities and differences between the Cdntice and the Song is taken from THOMPSON, The Foct and the Myste, 60-68,
Thompsongives an cxcellent side by side comparison of passages which arc similiar in the two texis: Ibid., 62-63 as well as a side by side expose of words
used in common; Ibid, 64-65,

1 THOMPSON, The Poct and the Mystic, 61.

1 THOMPSON, The Poet and the Mystic, 67-68. Thompson continucato give more details concerning Juan's tnnovative use of the Song. Ibid., 681,
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of nothing, rather than borrowing them from anything existing around him, a new world of sensation, feeling,
memory, and will was created and it is this which is responsible for the power of his poetry."* A little
further on he underlines this point ¢ven more: "It might help to bear in mind ... that the project embarked
upon by San Juan de la Cruz was to remove from his body any taste for the sensation coming to him {from
the outside—to be sensitized exclusively from the inside out. His poetry and prose are the narrative of this
journey."® De Nicolds recognizes the newness of Juan’s contribution but does not appear to give due merit
to the resources which Juan had available to him for its composition, That Juan composed his poetry out of
"pure imaginings" or “out of nothing" is questionable.

Pikaza describes the Cdntico as a mere redaction of the Song of Songs and in fact says it
contains nothing new. Criségono’s perspective is also similar. He suggests that many verses of Juan’s
Cantico are nothing more than beautiful translations of those from the Song, and therefore he does not
undertake any detailed discussion of the Cdntico-Song relationship.® Damaso Alonso also does not pay as
much attention to the Cdnfico’s link to the Song as one might expect.™ Instead Alonso focuses on the
Cdntico’s origins in secular literary sources. José Morales undertook a more thorough examination of the
Cdntico-Song Telationship. Morales describes the relationship of the Song to the Cantico as one of "direct and
25

close influence” whereby many of the themes of the Seng are "recreated” in the Céntico.™ These are

nrecreated" in such a way that they are used by Juan to reflect the three stages of the different mystical states,

® DE NICOLAS, Alchemist, 6.

3 pE NICOLAS, Alchemist, 7. (emphasis mine)

2 «ppdemos decir, cn un cierto sentide, que ¢l Céntico empez siende una traduccién del Cant que SJCruz fue hacienda vida y recreando en su propia
entrofia de pocts. No quiso crear algo distinto; no intentd encantrar motivos nuevos, Revivié desde su memoria selectiva, sin libros de cansultn, los aspectos
mis salientes del Cant de I Escritura, expresando su camino de hombre perseguido en las palabras de un Céntico de amor. Xabier PIKAZA *Introduccién
) Céntica Espiritual: Anotaciones filoséfico-teoldgicas,” Cuademos Salmantines de Filosofia 18 (1991), 210. Strangely encugh Pikaza cites Colin P
Thompson az a source for this affirmation, Tbid., n. 29, 210, However, although Thompson very much affirms the rootedness of Juan's Céntizo in the Song,
his perspective conceming the Cdnfico - Song relationship is quite different than the one suggested by Pikaza

3 “Nfuchas estrofas del Cdntico espiritual no son mis que bellisima traduccién de versillos del epitalamio ... por ese, no hay poesin que tanto se parezea
2 1o hebrea come In de San Juon.® CRISOGONQ DE JESUS SACRAMENTADO, Obra cientifica, 2:31, quoted in THOMPSON, The Boet and the Mystic,
6l.

M AL ONSO, La poesia de Sar Tuan de 1a Cruz, 149-161.

3 *Resumicndo el punto central de este estudic podemos ver gue San Juan de la Cruz hnteereado genislmente muchos temas del Cantar de los Cantares.
La estructura, ¢l contexto y otras circunstancias en embos poemas, prucban la direeta y prixima influencin del Cantar biblico.” MORALES, El Cantico

eapiritual de San Juan de ls Cruz, 251,
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that is, the purgative, illuminative, and unitive states.** Pacho sees the Song as providing Juan de la Cruz
with a "medium of expression” for his personal "interior life" since the Song was written by another who had

27

an experience similar 1o Juan’s own.”’ However, in the end, Pacho suggests that during Juan’s supremo
trance de creacion poética, he had nothing before him but his personal mystical inspiration and vague literary
memories.,*®

Taking a different approach, Ferdinande Pepin spirituaiizes the profane love of the Song
through Juan’s adaptation of it in the Cdntico. She suggests that if the biblical poem remains the love poem
modelling all human love, Juan de la Cruz takes this nuptial symbolism to describe a transcendent love which
comes d’en-haut.®® She thus describes the Cdntico as an "echo” of the biblical Song.™

However, regarding the relationship between the Cdntico and the Song, Ricocur’s theory
more readily aligns with Colin P, Thompson’s comments: "Sometimes, he [Juan] takes a phrascand does littie
more than translate it or arrange it so that it will scan or rthyme. ... But more often, San Juan aliows himself

complete liberty. Not only does he integrate material from the Song with passages from sccular traditions,

he also makes considerable alterations to the Latin texts themselves, changing speaker, context, tense and

26 *gan Juan de la Cruz, que sc inspira frecucntemente en el Cantar biblico, rota de acomodarle cn sus partes a los tres diferentes estados misticos.
Ya vimos como toma las imfgenes de] matrimonio espiritual para el desposorio ¥ aun para ¢l enamoramiente, ¥ viceversa. Es decir, ol Santo usa dc los
Cantares como de los Salmos o de los Profetas o del Nuevo Testamento, tomando sus sentencias como de cualquier libre sagredo, ¥ porque vicnen bien a
la letra con su pensamiento,” MORALES, El Cantico espiritunl de Sen Juan de la Cruz, 245,

1 *E| Cantar de Jos Cantares y 1 Biblia en gencral es fuente poética para €l Smto en cusnto le sirve de medio de expresion de su vivencio interior,
en cuants soporie de otra experiencia enteramente similar ala suys, Elmaravilloso mundo de sbsorta belleza descrito en el Cdnfico espiritual no exun simple
wrenzade de belias imégenes pedides de prestado a las fuentes poética de la seculur tracién [sic] literarin, Segin declamos arribe, en e supremo trance de
creacibn poética, ¢l mistico Sen Juan de la Cruz no tiene delante modelo alguno, sufre la carga de la inspiracién y con clla se infiltran deavaldas
reminiscencias, aletargados recuerdos de In formocién literarin. En fin de cuentas, no hay mis que esto: < Su pensamiento poético trahaja creando y sucfis
recreando».” Eulogic PACHO, "El Prologe’ y [a hermenéutica del ‘Céntico espiritunl, El Monte Carmelo 66 (1958), £5-86.

# pACHO, "El "Prologe’ ¥ lu hermenéutica del 'Céntico espiritual’,” 86,

B =gj le podme biblique demeure le poéme d’amour sur lequel s¢ modileront toutes les amours humains, il garde cetie résonance spirituelle o Je nouvel
homme biblique, Jean de la Croix, trouve le pur itinéraire d'Elic. Sots les lermes omoureux du symbolisme nuptia), le potte carmélitain authentific ce qu'il
Eprouve ct interpréte le pofme biblique & lo lumiére de sa lumiére intérieure: I'expérience de Dieu qu'il fait en son Gme. L signification nouvelle du
symbolisme conjugal qui se lit au < Céatico espiriunl» continue Ja signification traditionnelle, mais reprise et polariséc dans un scns tranacendant pur I'amour
qui vient d"en-hout.” PEPIN, Noces de Feu, 406. Pepin describes Juan's use of the symbolism from the Song as o *transposition® und 8 "recreation:® “Nous
avons conclu de Ja plus grande facilité de Jean de la Croix & transposer et recréer le symbolisme nuptisl du ¢ Canticum Canticorum» dans ce domaine 4
la fois esthétique et mystique du ¢ Céntico espirituaim.® Ibid., 409. Further she adds: "Sensibilisé  tous ics €léments temreatres et divins, Jean de Lo Croix
absorbe la mystique essence du « Canticum Canticorum; il insére, dans le poéme qui de toute nécessité lui est inspiré, de nouvelles harmonigues au-deld
méme de I'ancienne méledie biblique, C'est ce que nous avons veulu lire au long du «Céntico espiritual»* Ibid, 411. Beesuse of this profondeur
mvstigue Pepin concludes that the Cdntico has o valeur supérieure over that of the Song. Ivid., 415,

* PEPIN, Noces de Feu, 412.
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meaning at will."*' Thompson’s comment describes the dynamics which were at work in the production of
the Cdntico based on tradition and linguistic elements from that tradition.

Ricoeur's hermeneutical framework, therefore, gives us a way to understand how the
Céntico is new even though it is heavily anchered in a previous literary tradition. Juan’s Cdntico is not a
mere copy of the Song (de Nicolds, Pikaza, and Criségono), nor is it a re-creation for doctrinal purposes
(Morales), nor a mirroring of his own interior experience (Pacho). Neither is the Cdnfico a mere
transformation of the Seng (Pepin).

Through innovation of the tradition (the dialectic of sedimentation and innovation) Juan’s
Céntico can be described as a new and original work. As we saw in Ricoeur’s reformulation of the concept
of mimesis, literary texts, particularly poetic texts, accesslevels of reality which, hitherto, were unknown. This
is the configuring work which suggests that the Céntico configures a different text-world than the Song as well
as reflects more than Juan's personal experience. Texts are productions, that is, they are productive of reality.
Asan mnovaﬁve text the Cdntico is a representative activity. This creativity of the Cantico will be more
extensively examined when I explore the consequences of "The Act of Writing" below. At this point I will
briefly summarize where we have arrived in describing the mediatory function of mimesis, with respect to
Juan’s Cdntico.

In this chapter I am developing the various characteristics of mimesis, which will help us
understand the textuality of Juan’s Céntico and its mediating function of a new meaning-event through the
neology of the text and its anchorage in the conceptual and symbolic fields of mimesis,, The main
characteristicof mimesis, is the production of a text capable of mediating future meaning-events. Of particular
significance in the mediation of meaning through the text will be the indications of creative innovation within
Juan’s literary tradition. As cne example we have examined its relationship to the Song of Sengs. However,
Juan's Céntico is an original work. Through innovation Juan used the sedimented paradigms of his day and
configured a new text. This is where we have come thus far.

Now that we have situated the Cdntico generally into that level of interpretation which

H THOMPSON, The Poet and the Muystic, 67.
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Ricoeur refers to as mimesis,, we must retum to an even more basic question: What specifically does writing
do? Or, to ask the same question in a different way: what are the repercussions of configuring a text such
as the Cdntico? A response to this question will deepen our appreciation of the textuality of Juan's Cdntico
and begin to expose us 1o the importance of the poetic form which Juan used to configure his life-world. 1
will then be in a position to move into section two where I will explore the expansion of meaning of the

configuring event through Ricoeur’s fourfold distanciation which takes place when orality is inscribed,

2.2 The Consequences of the Act of Emplotment™

What does the production of a text do? This is to ask: what are the repercussions of
configuring a text? Juan’s emplotment produced a specific schema which drew upon the resources available
within his literary tradition. Yet he manipulated these resources to configure a unique meaning-cvent in the
structure of the Cdntico, Ricoeur outlines three major consequences of this process of composing™® 1.
Individual action sequences are brought together to complete a text which configures a beginning, a middle,
and an end; 2. Disparate elements are configured to belong to, and build, the cohesiveness of this text; 3.
The experience and aporia of temporality are reckoned with through writing. Each of these will now be
briefly described with a comment concerning the overall text of Juan's Cdntico.

First, the operation of emplotment is a "mediation between the individual events or incidents
and a story taken as a whole."™ Singular events are transformed into a meaningful whole through the
dynamic of emplotment, Each event gets its definition and meaning from its contribution towards the
composition taken as a whole. "In short, emplotment is the operation that draws a configuration out of a
simple succession."” The various metaphors, symbols, and other literary devices all play a role interacting

with each other as a single network to mediate a new meaning event in the life of the reader.

* For an overall introduction and reference to the content of this section sce RICOEUR, "What is 8 Text?: Explanation and Understanding,” 105.124;
Tbid., Interpretation Theorv: Discourse and the Sumplus of Meaning, (Fort Werth: Texas Christian Press), 1974, 19-22.

» RICOEUR, Time and Narrative, 1:65-68.

3 RICOEUR, Time gnd Narrative, 1:65.

3 RICOEUR, Time and Narrative, 1:65,
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This function of emplotment allows us to affirm the singularity and cohesivenessof the entire
poem of the Cdntico. No individual action sequence or event within the text of the Cdntico can be viewed
as the evenl. The event of the poem is the entire creative production opened up by the poem.*® It is the
complete semantic content of the text, the interaction of the various characters, their activities, and the
individual sub-plots, which make up the configuring dynamic. Any singular exegetical study, such as a
thematic or a symbolic study, would be seen only as a needed step in a meore complete hermenentical
interpretation of the Cdnfico.

Second, "emplotment brings together factors as heterogeneous as agents, goals, means,
interactions, circumstances, [and] unexpected results.””’ Even apparent contradictions and reversals in the
Cdntico belong to the configuration of Juan’s meaning-event. What seems not to belong together in the text
is brought into a unified whole through emplotment.*® Ricoeur describes this characteristic of emplotment
as "concordant discordance.”® Everything belongs 1o the plot; there is nothing in the text which is
extraneous to it.

This second consequence of emplotment will be especiaily significant in our consideration

of the text of Cantico A, where there are apparent reversals and contradictions which led Juan de l1a Cruz to

* This production is the world of as if inscribed in the work. Ricocur describes it as the world-of-the-text which we will be examining in the next
section. Itcreates the literary noture of the text. *Artisans who work with words produce not things but quasi-things; they inventthe as-if. And in this sense,
the Aristotelizn mimesis is the emblem of the shift [décrachage] that, 1o use our vacabulary today, produces the 'literariness' of the wark of literature.”
RICOEUR, Time and Narrative, 1:45.

 RICOEUR, Time and Narrative, 1365,

M Ricoeur extcads this analysis of literature to his concept of history: "If we definz what counts as a plet brondly enough, even quantitative history
reenters its orbit, There is a plot whenever histary brings together a set of goals, matcrial causes, and chance., A plot is ‘a very human and very unscientific
mixture of material causes, ends, and chance events.  Chronological order is not essential to it. Inmy opinion, this definition is completely compatible with
the notion of the synthesis of the heterogeneous.® RICOEUR, Time and Narrative, 1:170. Here Ricoeur is appeating to Paul Veyne to support his perspective:
Prul VEYNE, Comment on éerit !'histoire, (Paris: Seuil, 1971), 46 . Ricoeur thus affirms the continuity between the concept of *story” and that of “history.”
Ricocur comments on this coherence with respect 1o the cpistemological break usually cited between story {*fiction") and history (“fact”): “If this narauive
continuity between story and history was little noticed inthe past, it was because the problems posed by the epistemological break between fiction and history,
or between myth ond history, tumed attention to the question of evidcnce, at the expense of the more fundamental question of whot accounts for the intevest
of n work of history. Tt is this intcrest that assures the continuity between history based on historiography and ordinary namation.” RICOEUR, Time and
Narrutive, 1:151, (emphasis mine)

* “This concept is developed in RICOEUR, Time and Namative, 1:42-45, Ricocur states: "Discordant concordance is intended still more directly by
the analysis of surprise. Aristotle characterizes it by an extraordinaty expression in pnacoluthic form, which is last in the English translation: ‘when they
come unexpectedly and yet oceur in & causal sequence in which one thing leads 1o anather {para 1&n doxan di' nlléla)’ ([ Poctics] 52a4). The ‘marvelous' things
(to thaumaston) (ibid.}--the height f the discordant--are those sirokes of chance that seem to arrive by design.* Ibid., 1:43,
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redact the Cdntico into what has come to be known as Cdntico B, By the third stanza. Juan himself
discovered that it was simply not possible to doctrinally cutline the progression of the spiritual life following
the text of Cdntico 4. However, a hermeneutical framework suggests a different appreciation of the
incongruencies of Cdntico A. Ricoeur’s hermeneutical approach to a text snggests that, ultimately, Juan’s
poem may not be strictly doctrinal in nature. Ricoeur’s theory of mimesis holds that aporia present in a text
are part of the metaphorical reference of the text. These incongruencies are thus put to work to mediate to
the reading subject meaning that is not strictly doctrinal in nature, Th;: Cdntico makes use of metaphorical
reference to speak of other levels of reality, not only the doctrinal.

The incongruencies of Cdntico A, in this perspective, are not seen as roadblocks to
understanding what the Cdnfico is about, but rather are the very vehicle which the text uses to mediate
meaning. This approach to the Cdnfico assists in opening up accessto new meaning within the Cdntico. Poelic
texts, through metaphorical reference, do not merely convey information but bring into focus through
interpretation new possibilities of being-in-the-world,

The issue of the relationship of Cdntice 4 to Cdntico B is also opened up in this approach
to the aporia of Cdntico 4. Within a hermeneutical framework Cdntico A4 cannot be assumed to be a "less
perfect” form of the Cdntico that eventually found its completion in Cdntico B. The significance and role of
both the Cdnticos must thus be questioned within a hermeneutical approach to the text. This will be part of
the work of Chapter Five, where we will examine in more detail both of these texts.

Third, emplotment reorients the human experience of temporality through the interweaving
of the cosmological (Aristotelian) and the phenomenological (Augustinian) experience of time.? Aristotic

measured time in a linear way throngh the natural rythmes of the cosmos, for example, the setting and rising

# Eulogio PACHO describes the tempora and logical disorder of Cdntico 4 in this way: " Hay rodeos, sinuosidudes, vueltas y revueltus, que entorpeeen
Ja marcha reguler del orden cronolégico. PACHO, "La Clove exegetica del 'Céntico espiritual,” 329,

4 Eulogio Pacho describes this discovery of Junn: *Pensando, sin duda, al rednctor ¢l prélogo que el orden de In poesia refleja con sufisiente rigor <l
progreso espiritual en alas del amor, el comentarisia {Juan] no encuentra de momento dificultad en combinar ambos clementas. Por cso po alude a cllos
explicitamente, convencido de que ¢l ritmo poético, cual tenue hilo que engarza unas con otras las estrofas, sirve también para ordenar en sistemitica unided
su respectiva declarncién doctrinal, La ilusién se descubre muy pronto. FACHO, *La Clave excgetica del 'Céntico espiritual,’ 329.

4 RICOEUR, Time and Namrative, 1:7-16; 1:66-68.
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of the sun. Aristotle thus clearly distinguished between a past, present, and future. Augustine dealt with time
in a pyschological way, collapsing Aristotle’s threefold temporal divisions into "a present of future things, a
present of past things, and a present of present things."* "The aporetics of the Augustinian and Aristotelian
conceptions lies in the fact that the one cannot show how cosmic time is derivable from psychological time
and the other cannot show how psychological time is derived from the cosmological. From the Augustinian
'‘present’ we cannot get an Aristotelian 'instant,' nor conversely."* However, poetic composition is
particularly efficacious in dealing with the aporia arising from these two approaches to time. Configuration,
the work of mimesis,, manages the dialectic operative between these two poles.* Although there is no
common ground between the cosmological and phenomenological explanations of time, "there is a poetic
mediation between the two."* The aporia of time are thus brought to producitivity and used to create
meaning through poetic discourse,

. Jorge Guillén observes that the overall temporal reference of the Cdntico is toward a “very
real present": "The things that happen, throughout the Canticle are set before us in a very real present. This
is not a past already concluded *hat the poet reconstructs. Nothing in the poem is alien to the burning actuality
which here and now--within the compass of the poem--sets forth its present acts of love."* How is this
“very real present” constructed in the Cantico? The Cantico constructs this temporal whole by weaving
together various tenses that jump back and forth thronghout the poem. The past is not followed by the present,

nor is the present preceded by the future.

¥ RICOEUR, Time and Narrative, 1:60.

M Robert P. SCHARLEMANN, "The Textuality of Texts," in Memnings in Texts and Actions: Questioning Paul Ricoeur, ed. David E. Klemm and
Willam Schweiker, Studies in Religion and Culture (Charlotiesville and London: University Press of Virginia: 1993), 16, Thedifference between Augustine's
und Arisiotle’s notion of time is developed by Ricoeur in “The Dispute Between Augustine and Aristetle,” in Time and Nogrative, 3:12-22.

* Recall, Aristotle did not consider this temporal characteristic of emplotment in his Poetics but dealt with it separately in his Physics. Similarly,
Augustine did not tie his explanation of time in the Confessions, bk. 11, to his discussion on namative, in bks. 1.9 of the Confessions, Ricoeur’s project is
to bring time and narrative together into a single theory that explains the production of new memning effected through the threefold movement of mimesis.
The question which Ricoeur is struggling with here in the refiguration of time is the following: *In what way is the ordinary experience of time, borne by
duily acting and suffering, refeshioned by its passage through the grid of narrative?” Ricoeur, A Ricocur Reader, 338, See os well: RICOEUR, Time and
Narative, 3:241.24% which summarizes Ricoeur's struggle with the phenomenological aporia of time and how emplotment deals with these.

“ SCHARLEMANN, "The Textuality of Texts,” 17,

7 GUILLEN, Lenguspe end Poetry, 57,



For example, the temporal sequence from stanza 35 through stanza 37 shows nc logical
progression.*® The bride in stanza 35 uses the present subjunctive in the first person plural (gocémonos,

Amado, v vdmonos). She uses the future in stanza 36 (nos iremos/entraremos/gustaremos), while in stanza

37 the bride uses conditionals with an imperfect and a preterite (mostrarias/pretendia/darias/diste). The whole

poem is constructed in this way: changes of speaker, tense, and location are associated, at times, with torrents
of unrelated images and illogical progressions from one scene to the next. Colin Thompson describes the
results of Juan’s composition in the following manner;

In parts it is almost impressionistic in feel; in other pans, it secms o be using a sixteenth-

century equivalent of modern cinematographic technique: flashbacks introduced without

warning, events implied rather than stated, characters introduced in passing, focused upon

briefly, then discarded. No sequenceof events canbe followed except through small groups

of stanzas, because the thematic progress of the poem is constantly being interrupted by

glances into the future or past, and by fragments of conversations and comments.*

The Cdntico combines in alterable proportions both of the temporal dimensions described
above to achieve a temporal unity that holds the poem together, The first temporal dimension is chronological
(the episodic dimension characterized by the linear passing of time)} the other is not (the phenomenological
dimension characterizedby the temporal unity of the poem considered as a whoie).*® The cpisodic dimension
of a text characterizesthe text since it is made up of various events or episodes which can be followced, more
or less, by the reader. However, note that the episedes involving the bride and the bridegroom, although
presented in some sequential fashion, do not express a linear progression of the movements within the poem,
We will see this in more detail in the various reversals and abrupt shifts in the Cdntico, particularly Cantico
A, which are examined in Chapter Five. However, the text is prescated in such a way that it can be followed

"proper to the configurational act."*!

The second temporal dimension of the text, the phenomenological dimension, transforms the

4 THOMPSON, The Poet and the Mystiz, 86,
“* THOMPSON, The Poet and the Mystic, 86,
Ricocur describes these in RICOEUR, Time and Nosrative, 1:66.

% RICOEUR, Time and Narrative, 1:66, More will be said about this in the presentation of reader-reception theory in Chapler Six.
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assorted events into a unified temporal whole.’? The entire temporal configuration of the text is capable of
being present (ontologically) in the life of the current reader. In this context, time is no longer perceived as
flowing from the past toward the future, but rather its threefold dimension is reoriented.®® The linearity of
historical time is refigured by this poetic temporality in the way we are present to the entire text at the behest
of the text. It is such a stance before time that is demanded by Juan’s Cdnrico because of the undulating and
cyclic nature of time sequences presented in the poem, Historical time stands refigured, or reoriented through
phenomenological time. The present and eternity are thus brought into tension through the poetic act.
Particularly in Cdntico A

there is no ordered progression in time, place, or argument, except the very basic one that

at the beginning the Bride is searching for her beloved and at the end she is united with him.

The over-all impression is one of a large number of beautiful fragments pieced together but

never fitting properly. In this the Cdntico faithfully reflects it [sic] model [the Song of
Songs], but manages to be more complex and elusive in a much shorter span.*

Since we stand in time moving towards death, in confrontation with eternity, the poet’s task
is to mediate between these two poles. It is the text which confronts the aporetic elements of
phenomenological time in confrontation with the smooth linearity of cosmologicaltime. Poetic activity alone
can respond, not theoreticaily, but poetically, to the insoluble enigmas of time.’* It is this "reckoning with
time" which also forms part of the meaning mediated by Juan's poetic doing in the Cidntico.

In writing the Cdntico, Juan could have given us a pure narrative form, but he did not.

Narrative temporality intersects more readily with historical temporality. Poetic temporality shifts temporality

making the three extensions of time (past, present, and future) very strong in the present.

% "By mediating between the two poles of event and stary, emplatment brings to the paredax & solution that is the poetic act itself. This act ... extracts
o figure from o succession, reveals itself to the listener or the reader in the story’s capacity to be followed.” RICOEUR, Time and Namative, 1:66. Ricoeur
notes, therefore, "that it is in the act of retelfing rather than in that of telling” that the structural function of the "thought” or *point” can be discerned. Thid,,
1:67. {emphasis mine)

= As so0n s a story is well known ... 1o follow the story is not so much 1o enclose its surprises or discoveries within our recognition of the meaning
attached to the story, as to apprehend the episodes which are themselves well known as feading to this emd. A new quality of time emerges from this
understanding.® RICOEUR, Time and Narrative, 1:67.

4 THOMPSON, The Poct and the Mystic, 87.

44 & constant thesis of this book will be thet speculation on time is an inconclusive ramination to which narrative activity alone can respond, Not that
this activity solves the aparias through substitution. 1f it does resclve them, it is in a poctical md nota theoretical sense of the words. Emplotment, .., replies
to the speculative oporin with a poelic making of something capable, certainly, of clarifying the apetia ... but not of resolving it theoretically.” RICOEUR,
Time and Narrative, 1:6.



This effect of poetic configuration, as suggested by Ricocur, reinforces my thesis that the
referential dimension of Juan’s Cdntice is not exclusively doctrinal in character, but rather includes something
else.*® If Juan’s Cantico projects a world before the text that deals with time, the “temporal space” opened
up by the text and habitable by the human person is an integral part of the text’s meaning. To restrict Juan's

Cadntico 10 its doctrinal referents, would, again, impoverish its richness.

2.3 Summary

So far in this chapter I have examined two points: the mediatory function of mimesis. and
the effects of the act of emplotment. We have seen that mimesis, shapes, expresses, and mediates authentic
human existence through the medium of a text. This text affects discourse® in three ways: first, through
emplotment each individual event is seen as contributing toward the entire production of the text; second,
apparent contradictions and unexpected results are also seen as an integral part of the production of the text
and not aberrations; and third, mimesis, alters the various dimensions of temporality. These characteristics
of mimesis, offer several key affirmations concerning the hermeneutical setting of Juan's Cdntico which can
briefly be summarized at this point:

1. It is the literariness of the Cdntico itself which mediates to the reader Juan’s unique
experience of being-in-the-world. The text of the Cdntico is an original meaning-cvent
which configures the depths of this human acting and suffering.

2. If composing a text is a production, Juan’s Cdntico is not a finished product. Itis a
construction of being-in-the-world, a mimesis, which is a vibrant reality. Therefore, the
meaning of Juan's Cedntico cannot be so clearly established that the text is dead. The text
is not complete and bears an openness to completion through appropriation in changing
historical and cultural moments.

3. The entire content and all the movements within the poem are a necessary part of the
disclosure of Juan’s unique experience of being-in-the-world. No particular event can be
excluded, even if it appears to suggest a contradiction or insert a "break” into the flow of
the poem. The configuring mediation is a product of the entire poem.  This conclusion

% The temporal configurationof Juan's Céntico within the contextof Ricoeur's discussion on the Aristotilisn and Augustinianapproachcsto time descrve
more attention, The above presentation brings o the fore the question of the productive capacity of the refiguration of time with respect 1o the pocm's
meaning. The refiguration of time within the poem forms part of the ultimate reference of the poem.

51 Recall, discourse, according to Heidegger, is the way human beings mticulats significantly the intelligibility of being-in-thc-world. Discoursc could
\hercfore refer to a number of mediums whereby human beings express this reality of Dascin. For Ricosur, however, the privileged medium for the
appearance of Dasein is Isngunge, specifically poetic language shaped in a text,




137

will have repercussions for the way we later assess Juan’s redaction of Cdnfico 4 into
Cdntico B.

4. Juan's Cdntico, as suggested by Ricoeur’s mimetic theory, configures time in a unique
way. It is this configuration of time which helps shift the exclusive preoccupation with the
poem’s doctrinal referents. Meaning in Juan’s Cdntico is also integrally involved with
temporal space, a constitutive part of the Cdntico’s meaning, which Juan’s poem opens up.

in general, therefore, the act of writing the Céntico has stabilized as well as configured the
meaning-event of Juan’s being-in-the-world. The text cannow potentially enter the lives of whoever canread.
Writing, therefore, opens up the life-experience of the author in a new way and makes the author’s unique
meaning-cvent accessible to others. But once the text is written the author loses control over its meaning,
The author, literally, is distanced from the text when it passes into the hands of others.

Ricoeur refers to the distance the author takes with respect to the written text, as well asto
the uriginary meaning-event of discourse, as "distanciation." Distanciation through writing both fixes the
meaning of a text anchored in the resources of mimesis,, and at the same time allows it to be open to
expanded meaning in the life of the reader. This dialectic of distanciation and expanded meaning is what I
will now begin 10 explore. What I want to examine here is a verification of the possibility of expanded
meaning within the text of the Céntico mediated through its textuality. The same possibility of meaning is

not available strictly through oral discourse, nor through narrative composition. Let us now see how and why

this is true.

3. The Act of Writing: The Significance for Interpretation of Distanciation through Writing

Several key concepts must be examined to present this section of Ricoeur’s theory that
explains how writing and the absence of the author through the presence of the text actually enriches the
interpretive task. Ricoeur describes a fourfold removal from the original setting of production and reception

of a text which results in an enrichment of the origina! event of discourse. The enrichment of discourse
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through writing is first of all based on the dialectic of the scparation of the event of speaking from its
meaning.*® This is the primary distanciation of which Ricoeur speaks.

This dialectic affirms that meaning is virtual when structured in a text, and through the text
there exists the potentiality of this meaning to become ¢vent in the life of another person. Based on this
dialectic, a further threefold distanciation occurs when oral discourse becomes inscribed. This distanciation
alienates the text from the author, from the original audience, and from the original life-situation from which
the text arose.”

Set in this interpretive context the inscription of Juan’s Cédntico enriches the originary
meaning-event, It also frees the poem to speak in new ways to other audiences within different historical and
cultural settings. This latter point implies that Juan’s Cdatico can have an unlimited number of valid
interpretations. We will see then, that Juan's Cdnfico does not merely describe the classical spiritual itinerary

of the via mistica but can be open to other interpretive possibilities.

3.1 The Effect of the Distanciation of Meaning From the Event

What happens when oral discourse becomes written discourse? What happens to its
meaning? It has already been shown that the Cantico existed in an oral form prior to its inscription by Juan
de la Cruz. Recall that Juan committed the first thirty-one stanzas of the poem to memeory while in the prison
at Toledo even though he most likely wrote down these stanzas before his escape. Following this, while living
in El Calvario, Juan frequently visited the nuns at Beas, many of whom had also memorized Juan’s sublime
poetry. Juan first gave his »::_.. to the nuns in its oral form and through this event of discourse the nuns
found the poem to be meaningful. Dialogue with the nuns allowed an exchange which would have facilitated
clarification concerning the meaning of the stanzas, But oral discourse cventually terminated, and Juan's

Céntico was committed to a written form. Tt is this written discourse, among other things, which Ricocur

** For a general overview of this notion see RICOEUR, “The Hermeneutical Function of Distanciation,' 131-144,

% See especinlly RICOEUR, "Speaking and Writing,* in Interpretation Theory, 25-44. [ am indebied to Sandra Schneiders for her presentution of
Ricozur’s notion of distaneiation in Sandra SCHNEIDERS, The Revelatory Text: Interpreting the New Testament os Sacred Seripture, (Sun Franci Hurper,
1591), 142-144.
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refers to as a text.”

This written form of discourse has provided audiences entry into Juan’s unique meaning-
event over the past four hundred years, Contemporary audiences arenot in a position to dialogue with Juan,
nor with the nuns, but the inscription of Juan’s Cdnfico makes possible the continuation of the originary
meaning-cvent. What I want to investigate here is what happened when the oral form of Juan's Cdntico was
written down, as well as what continues to happen with the poem due to its inscription. This is important
since this written form is the only available form of the poem we have.

Hermeneuticinterpretationreally begins and becomespossible only where dialogue ends, that
is, when there is a certain distance from the discourse event.® This distance becomes possible through
writing. "What happens in writing is the ful/ manifestation of something that is in a virtual state, something
nascent and inchoate, in living speech, namely, the detachment of meaning from the event." Often it is
assumed that the inability to dialogue with the author of a text about its meaning is a disadvantage. This
stance, from the perspective of Ricoeur’s interpretation theory, is a naive one. It wrongly assumes that written
discourse is simply a substitution for oral discourse. Furthermore, it does not consider any of the other
dynamics operative when oral discourse assumes a written form.*

Ricoeur emphasises that discourse is "not merely preserved from destruction by being fixed
in writing, but that it is deeply affected in its communicative function."® The text, in its written form, serves
a5 an enrichment of discourse and not an impoverishment.  This is to say that writing is not only "a question

of a change of medium, where the human voice, face, and gesture are replaced by material marks other than

® See RICOEUR, "What is a Text?: Explanation and Understanding,” 105-124; Thid,, Intempretation Theary, 19-22; Ibid., Rule of Metaphor, 215,
Briefly stated, a “text” for Ricoeur is any object that can be subjected to hermencutical inquiry, "even human existence.” VAN DEN HENGEL, Home of
Meoning, 111, Therefore, o "ext,” in the thought of Ricoeur, refers to 2 mueh broader reality than merely written texts.

#1 »Hermeneutics begins where dialogue ends.” RICOEUR, Interpretation Theory, 32. What we clearly sec here is that, for Ricoeur, hermeneutics is
o fextual hermeneutics.

# RICOEUR, [nterpretation Theory, 25. (emphasis mine)

# For amore detailed description of what happens when speaking becomes writing, see RICOEUR, Interpretation Theary, 25-44 and more bricfly Toid,,
*The Hermencutical Function of Distanciation,” 139.140.

“ RICOEUR, Interpretation Theory, 28,
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the speaker’s own body."® Emplotment fixes through semantic autonomy the fuflness of the meaning of
discourse, which, previously, only existed in a vintual state. Something new happened in the fixing of Juan's
Cdntico in writing; it is not merely oral discourse re-presented through the written form. Rather, the written
Cdntico accentuates the original meaning-event,

I have already said that this first moment of Ricoeur's fourfold distanciation is referred to
as the separation of meaning from the event of discourse. As is often experienced, the event of speaking
and hearing gives voice to something meaningful to the interlocutors, But, the question must be asked, what
is left after speaking and hearing? What happens when discourse terminates and silence perdures? When the
event of speaking terminates meaning remains in the lives of those who were involved in the oral discourse.
According to Ricoeur, if, after speaking, it is meaning which remains in the lives of the interlocutors, the
meaning of discourse can also be fixed through writing and takes on permanence.”” Through writing the
meaning of discourse takes on a certain materiality that can be recalled later.®® Thus, language, and
specifically written language, provides the framework from within which the event of meaning can potentially
be made accessible to another person. Ricoeur explains, using the language theory of J.L.. Austin and John
Searle:

What in effect does writing fix? Not the event of speaking, but the 'said' of speaking, where
we understand by the 'said’ of speaking that intentional exteriorization constitutive of the aim
of discourse thanks to which the sagen, the saying, wanis to become Aus-sage, the
enunciation, the enunciated. In short, what we write, what we inscribe, is the noema of the

speaking. It is the meaning of the speech event, not the event as event.”

What is being emphasized here is that language has a "force." Ordinary Language

¢ RICOEUR, Interpretation Theory, 28, Ricoeur states clsewhere: *In my view, the text is much more than a purticulur case of intersubjestive
communpication: it is the paradigm of distancistion in communication, As such, it displays s fundamenta] characteristic of the very historicity of human
cxperience, nameiy, that it is communication in and through distance.” Ibid., “The Hermeneutical Function of Distanciation,” 131.

# Meaning, according to Ricoeur, is on event, it is something that happens through discourse, the evenl of language. See RICOEUR, Interpretation
Theory, 5-12.

f o]t is beeause discourse only exists in a temporal and present instance of discourse that it may flee as speech or be fixed a3 writing” RICOLEUR,
Interpretation Theory, 26.

# rOnly discourse is 1o be fixed, because discourse as event disappears.” RICOEUR, Interpretation Theory, 27. See further Ibid., 26-29.

% RICOEUR, *The Model of the Text: Meaningful Action Considered as & Text,” 146,
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Philosophy suggests that "acts of discourse do things with words;" Ianguage is performative.” Ricoeur picks
up on the traits of language suggested by Ordinary Language Philosophy in order to explain why this is the

case.

The act of speaking, according to these authors [Austin and Searle], is constituted by a
hierarchy of subordinate acts distributed on three levels: (1) the level of the locutionary
or propositional act, the act of saying; (2) the level of the illocutionary act or force, that
which we do in saying; and (3) the level of the perlocutionary act, that which we do by
saying.”

Ricocur agrees with Austin and Searle that all three of these characteristicsof language are taken up in written
discourse:

The locutionary act exteriorizes itself in the sentence. The sentence can in effect be
identified and reidentified as being the same sentence. ... But the illocutionary act can also
be exteriorized through grammatical paradigms (indicative, imperative, and subjunctive
modes, and other procedures expressive of the illocutionary force) which permit its
identification and reidentification. .. Without a doubt we must concede that the
perlocutionary act is the least inscribable aspect of discourse and that by preference it
characterizes spoken language, But the perlocutionary act is precisely what is the least
discourse in discourse. It is the discourse as stimulus. It acts not by my interlocutor’s
recognition of my intention, but sort of energetically, by direct influence upon the emotions
and the affective dispositions. Thus the propositional act, the illocutionary force, and the
perlocutionary action are susceptible, in a decreasing order, to the intentional exteriorization
that makes the inscription in writing possible.™

To summarize, when the sound fades something objective is left. Through emplotment the
meaning of an event, or events, is captured, albeit in some ideal form, so that later it can be reactualized by
another person through the act of reading.” Language, and its expression through texts, thus allows the
human person to break through his or her own solitude and enter into the experience of another human being

in a new way.,™ It is, at least in pari, this dynamic which explains why the Cdntico is found to be

™ VAN DEN HENGEL, Home of Meaning, 31, ‘That Janguage is performative was first suggested by JL. Austin, See LL. AUSTIN, Howto Do Things
with Words? (Oxford Confercnees), (Oxiord: The Clarendon Press, 1962), guoted in Ibid, 31, n. 11,

" RICOEUR, "The Mod»l of the Text: Meaningful Action Corsidered as o Text,” 1467,
7 RICOEUR, "The Model of *he Taxt: Muaningivi Sction Considered as a Text,” 147,

T Ricoeur states it this way: "Only the message gives actuality to lenguage, snd discourse grounds the very existence of language since only tha discrete
and each lime unique acts of discourse actualize the code.” RICOEUR, Interpretation Theary, 9.

™ =Language is ilself the process by which privale cxperience is made public. Language is the exteriorization thanks to which an impression is
\ranstended and becomes an cx-pression, or, in other words, the trangormation of the psychic inlo the noetic. ... There the salitude of lifc is for a moment,
anyway, illuminated by the common light of discourse.* RICOEUR, Interpretation Theary, 19.
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meaningful for readers today.

3.2 The Effect of the Distanciation of the Text From its Author

The second distanciation occurs in the detachment of the text from its author. In oral
discourse, the speaker can be questioned if a participant faiis to understand what is said, as we saw with Juan
and the nuns at Beas. The author is in a position to correct misinterpretation and regulate the meaning of what
is said, However, with written discourse this regulation is lost, "the author’s intention and the meaning of the
text cease to coincide. This dissociation of the verbal meaning of the text and the mental intention of the
author gives to the concept of inscription its decisive significance, beyond the mere fixation of previous oral
discourse."™ Inscription assures the semantic autonomy of the text, thus separating the mental intention of
the author from the actual meaning of the text. As Ricoeur states, "The text’s career escapes the finite
horizon lived by its author. What the text means now matters more than what the author meant when he wrote
it, "7

The result of this second distanciation is that the text now begins to live a life of its owan,
beyond the intention of the author, The author is no longer in full control of the meaning of the text. Its
meaning is now extended to the full range of possibilities opened by the structure of emplotment and the
polysemy of words. Therefore, any interpretation of Juan’s Cdntico which limits its meaning to the intention
of its author, limits the fullness of its actual meaning. Interpretation of meaning absolutely restricted to
authorial intentionality is not desirable and impoverishes access to the meaning of texts. The limitation of
interpretationbased on the intention of the author is a predominant characteristicof the Romanticist’s approach
to interpretation. This has resulted in the almost exclusive prominence given 1o the ascetical-theological
interpretation of the Cdntico. In Chapter One we have already seen how this approach is limited in opening
up Juan's Cdntico for the contemporary reader. However, there are other limiting characteristics to the

interpretive methods which have resulted from the Romanticist’s approach.

» RICOEUR, Interpretation Theory, 29,

7 RICOEUR, Interpretation Theory, 30,
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The Romanticist's approach to the poem moves within the concept of understanding based
on the meeting of two minds, that of Juan de la Cruz, and that of the reader, which ultimately come to share
a common perspective informed by the poem. This approach is founded on the belief that the psychological
intentions of the author concealed behind the text are available to some degree and provide the necessary
interpretive principle for an understanding of the text. This interpretive principle is usually seen as primarily
available through the conceptualization of the Cdntico in the commentary on it.

Eulogio Pacho is a primary proponent of the intentionalist approach to the Cdnfico. Pacho
says that the "primordial intention" of Juan de la Cruz is to teach the spiritual itinerary that results in the union
of the human with the divine.” The primacy and importance of this intentionality, as it is expressed in the
commentary, is the key 1o an understanding of the Cdnfico.” In other words, if the reader has no direct point
of access to the doctrinal content of the Cdntico through the commentary, Pacho seems to be suggesting that
no understanding of the poem can take place. The commentary, Pacho says, presents us with a more "natural”
way of understanding.” Pacho suggests that there is a richness of expression in poetry, but a poverty of
understanding, because the doctrinal content is not accessible through the poetic medium. Conceptual
expression of the poetic experience through the commentary is the pathway to "natural” understanding. This
conceptual approach to the Céntico is concerned with the singularity, the acumen, of the author’s message as
it is clarified in Juan's commentary, Conceivably, within this approach, the meaning of the Cdntico would

eventually be exhausted.

T *Sin refagiarse en sutilezas peligrosas pucden asentarse algunas conclusiones seguras, La inteneibn primordial de fray Juan persigue ba ensefianza del
jlinerario espiritual que culmina cn lo unién divina. A ese «tintentom subordina y ordena todo lo demés.” Eulogio PACHO, "Lenguaje y Mensnje,” in
Experiencia v Per iento en San Juan de la Cruz. ed. Federico Ruiz Salvador {Madrid: Editorial de Espiritualidad, 1990}, 62. Elsewhere in this same article
Pacho writes: °|Es] faciles de espigar, se deduce que fray Juan no persigue en su prosa el arte por el ate. Su finalidad no es estilistica ni literaria, sino
espiritual, ... Buseals elegancia ¥ lo puleritud sin sacrificar por ¢llo 1 eficacia pedagbgica, que es norie y guls supremo de sa pluma.” Tbid,, 64. See also
Thid., 55, 58, 59, 61, and 63 where this same basic idea is presented.

7 *Desde esta ladera humana penetramos mejor el discurso razonador, €| minucioso andlisis del comentarista, que los sublimes distates del poeta, Nos
scercamos mos a la sabrosa inteligencin interior a través de largos ¥ complicades razonamientos que por medio de las intuiciones plésticas profundas del
poeta.” PACHO, Vértice, 125,

* =Aparte los mil pormenores carentes de consistencia mental en ¢l momento de la ereacidn poética, y que luego se van acumulando 2 lo largo det
comentario, son estas disquisiciones doctrinales lns que alargan ¢l contenido doctrinal de 1a porafrasis respecio 8] poema y le hacen mas aseguible a nuestra
modo natural de comprender.” PACHO, Vértice, 120, (emphasis minc) This is true for Pacho at the level of "understanding.” However, Pacho docs affirm
that at the level of expression poetic-symbolic language is the most conatural woy for the human person to bring experience 1o expression. *Si se tiene en
cuenta la condicién inefable de lo mistico no resulta extraiio que un artists como Juan de la Cruz se refugic en la poesia al momento de traducir su emocisn
¥ su sentimienta; lo que ¢/ llama «noticis amorosa. Lo figurativo y simbélico es lo més connatural o lo experiencia profunda, lo mismo que para lo
copacidad crendora del pocta.” PACHO, “Lenguaje » Mensaje,” 71. Sce also PACHO, Viértice, 68,
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However, the availability of historical intentionality of an author must at least be called into
question. Also, this approach dogs not take into consideration the unique referential capacity of poetic
discourse. Nor does this approach take into consideration the expansion of meaning which occurs when oral
discourse is commitied to a written form. This dvnamic results in the fourfold distanciation we are now
exploring which profoundly affects the interpretation of the Cdntico. Furthermore, an exclusive intentionalist
approach does not give sufficient consideration (if any) to reception or reading theory which affects the
meaning of a text. I will take up this dynamic in Chapter Six. Ultimately, therefore, the intentionalist
approach to textual interpretation focuses on the fimits of understanding, born from the commen interpretation
of words, rather than recognizing that the Cdntico has been meaningful to many generations since its origin
due to other dynamics at work within the text itself.*

Given the distanciation which takes place through the inscription of a text, not to mention
a further distanciation which takes place if an author interprets her or his own work as did Juan de la Cruz,
authorial intention cannot be used to divine the absolute meaning of the text. Interpretation, at least in an
exclusive way, cannot be the search for indubitable information pursued by the light of the intention of the
author. As Ricoeur says: "Thanks to writing, the 'world' of the fext may [even] explode the world of the

author,"®!

For example, to return to the Song of Songs, scholars hold little doubt that the Song of
Songs was not written as a religious text.” Yet this text was accepted as a profoundly religious text not only
by the Jewish people but subsequently by Christians as well. The Song of Sengs displays a surplus of meaning
that goes beyond authorial intentionality and continues to inspire countless people today. The Song is no

longer available through the author. In its being set free from the author, the text achieves an objectivity

¥ See RICOEUR, Interpretation Theory, 46 ff. Here Ricosur presents his theory of metaphor which negatively eritiques thir positivist tradition,
N RICOEUR, "The Hermencutical Function of Distanciation,” 139,

2 Roland E. Murphy outlines the history of this book of the Old Testament in Roland E, MURPHY, *'The Song of Sengs: Critical Biblical Scholarship
Vis-a-vis Exegetical Traditions,” in Understanding the Word: Essays in Honor of Bernhard W, Andersan, ed. Jemes T. Butler, Edgar W, Conrad, and Ben
C. Olienberger, Joumal for the Study of the Old Testament, Supplement Series 37 (Shefficld: JSOT, 1985), 63-69. For & langer and more detailed outline
of these historical develapments sce Roland E, MURPHY, The Song, of Sonps, Hermeneia Commentary Series (Minnespolis: Augsburg Fortress, 1950), 11-
41, 50.57, 91-105. The above two references from Roland E. Murphy were quoted in SCHNEIDERS, The Revelatory Text, 155,
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which allows it 1o enter into different contexts. The possibility of this "surplus of meaning,” to use Ricoeur’s
term, beromes especially obvious when we consider the nature and characteristics of language. Several
characteristics of language are relevant to our inquiry to make this point clear.®

First, what is said in language, including writien discourse, stands always against the
backdrop of the vast unsaid to which it is related** The absolute expression of something through language
is simply not possible. Language is always charged with a range of meaning located beyond its own sense
which becomes explicit only in different circumstances, thereby evoking the depth of meaning contained
within. Second, language is integrally symbolic. Language, as "the body of thought and feeling," accesses
and symbolically displays those realms of reality which are otherwise not perceivable. "But because language
is symbolic, it simultaneously reveals and conceals that which it renders present."® This characteristic of
language discloses that language is ambiguous and opens up the possibility of misinterpretation, thus surfacing
the hermeneutical task which is opposed to an absolute interpretation of a text. Third, and finally, we see that
language, even ordinary everyday language,™ is essentially metaphoric.”” Whereas symbolism is tied to a
multiplicity of forms (for example, dreams, cosmic entities, and archetypal images), metaphor is inserted into
the flow of the semantic possibilities of symbolism.® Symbolism, therefore, is a broadly encompassing

reality that uses language as one of its various embodiments. Metaphors, as linguistic referents, point toward

" “The following is & summary from SCHNEIDERS, The Revelatory Text, 138-140. To a large extent Schnciders summarizes these characleristics of
language from Hans-Georg GADAMER, Truth end Methad, trans. J. Weinsheimer and D. Marshall, 2ad edition {New York: Crossroad, 1989).

¥ SCHNEIDERS, The Revelatory Text, 138,

¥ SCHNEWERS, The Revelatory Text, 139,

18 |t is significant that Ricocur alsa affirms the basic continuity of cveryday language and metaphoric language. This is in oppeuition to Wittgenstein
who argues that various language gumes are all radically distinet and sutonomous. Even Heidegger parallels this position of Wittgenstein with his dichotomy
between nonohjeetifying and objectifying distourse, In merc popular terms this distinction has often been seen as "reasons of the heart” versus "reasons of
the head.® This bricl comment on the connection between metaphor md everyday language is summarized from Frank Burch BROWN, *Tranafiguration:
Poctic hictapher and Theological Reflection,” The Joumal of Religion 62, no. 1 (January 1982), 44. Brown states: "Metaphor, even in its most poetic forms,
typically exhibits both continuity and discontinuity with ordinary language and thought, Its world of meaning is world in dialegue, being neither 'wholly
other' nor whally familiar, Metaphor thereby constitutes & linguistic transfiguration the meaning of which both draws on, and contributes to, language and
thought as a whole," Ibid,, 44.

* “Ihis question is dealt with in RICOEUR, *Metaphor and the Central Problem of Hermeneutics," 165-181, as well as in RICOEUR, Interpretation
Theory, 45-69.

" «The symbo), in effect, only gives rise to thought if it first gives rise to speech. Metaphor is the appropriate reagent to bring to light this aspect of
symbols that has an affinity for language.* RICOEUR, Inicrpretation Theory, 55. For a more detniled discussion of the distinciion between symbols and
ractaphors see RICOEUR, Interpretation Theory, 45-G9, especinlly 53-59.
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a primordial level, the as yet unappropriated world of symbolism.” In shert, as we will soon sce in greater
detail, the metaphoric character of language changes the ordinary use of words and identifies potentially new
meaning through the redescription of reality.”® "In metaphor the mind 'fecls' toward meaning with a reach
that exceeds the grasp of pure rationality,"”!

These three basic characteristics of language reveal the fallacy of the positivistic tendency
to affirm that texts have a univocal meaning that is identified with the intention of the author. But the
question may be asked: with so much more being brought to the text, and cxpected of it, what happens to
the intentions of the author who meant the text to mean a particular thing, or, even after the text was written,
as is the case with Juan de la Cruz, explained the text and ascribed a particular meaning to it?

The approach to interpretation, which Ricoeur properly calls hermeneutics, sees interpretation
as an attempt to clarify the type of being-in-the-world which unfolds in front of the text through a discovery
of the world<of-the-text® interacting with the world-of-the-reader. In this approach, the author’s presence
is not totally excluded from the text. The author has left indications in the text through written language, that
is, its textuality, Therefore, interpretation of the text is not located behind the text, but rather within and in
front of the text itself.” When additional information concerning the text is available, in this case Juan's own
commentzry on the Cantico, it must be considered in view of what is in the primordial text, that is, the poem.
Juan is "present" in the text, not through a psychic presence behind the text, but rather is present through the

¥ *Metaphor occurs in the already purified universe of the Jogos, while the symbol hesitates on the dividing line between blos and logos. I testifies
to the primordial rootedness of Discourse in Life. It is bom where force and form coincide RICOEUR, Imerpretation Theary, 59,

P *This redescription is guided by the interplay between differences and resemblances that gives rise (o the tension ot the Jevel of the utterance. Itis
precisely from this tensive opprehension that 8 hew vision of reality springs forth, which ordinary vision resists because it is attached to the ordinary use of
words. The eclipse of the objective, monipulable waorld thus mokes way for the revelation of » new dimension of reality and tnith.” RICOEUR, Interpretation
Theory, 68.

¥l SCHNEIDERS, The Revelatory Text, 132,

% The "world-of-the-text® is an expression which Ricoeur uses and will require further explanation. It is introduced here, however, since il is the world-
of+the-text which it substituted for authorial intentionality as the main issue confronting the interpretive task: *It is the final conzequence of a eritiyue of
Romanticist hermensuties, at the end of which the concept of the world of the text has taken the place of the suthors's intention.” RICOEUR, *Toward o
Hermeneutic of the Ides of Revelation,” 30,

9 =The nature of reference in the context of literary works has an important conseguence for the concepl of interpretation. It implics that the meuning
of & text lics not behind the text but in front of it. The meaning is not something hidden but something disclosed. What gives rise to understunding is that
which points towards a possible world, by means of the non-ostensive references of the text. Texts speak of possible worlds and of possible ways of
erientating oneself in these werlds, In this way, disclosure plays the equivalert role for written texts as ostensive reference ploys in spoken lunguage.
Inlerpretation thus becomes the apprehension of the proposed worlds which are opened up by the non-ostensive references of the Lext.” RICOEUR, "Metaphor
and the Central Problem of Hermeneuties,* 177,




147
structure and style of the text, that is, through the schematization of the text.

However, the semantic autonomy of the text and polysemy of words provides the basis for
a surplus of meaning which opens up the possibility and richness of a range of legitimate interpretations of
atext.® It is this characteristicof the Cantico which has kept the text alive and relevant in various moments
of history and diverse cultural settings. Given the semantic autonomy of a text, the question may be asked
whether there can be any "objectivity” in the interpretation of Juan’s Cdnfico? What, therefore, governs the
adequacy of a particular interpretation? Furthermore, against what "norm" are differing interpretations of
Juan's Cdntico to be judged?

Given the variety of interpretations made possible through the semantic autonomy of the text
from its author, legitimate interpretations are still not limitless. According to Ricoeur the meaning of a text
is a function of the dialecticbetween sense and reference. It can be affirmed that the text itseif regulates these
interpretations and provides a common orientation available to all interpreters of the Cantico.”® Put another
way, there is access to an "objective” interpretation of Juan’s Cdntico which resides in the semantic structure

of the text itself operative within the dialectic of sense and reference,

3.3 The Effect of the Distanciation of the Text From its Original Audience

The third distanciation due to the inscription of a text is the distance the text assumes with
respect to its original sudience. The hearer becomes the reader and hence allows for a temporal distanciation,
Time now separates the text from those who originally receivedit. Therefore, the written Cdntico now "free-
floats" through history. It has been definitively removed from sixteenth-century Spain and now lives in
different cultural and historical settings which are nearly oblivious to the originary meaning-event. However,
suan’s Cdnfico continues to be meaningful as a product of the enriching dynamic of the separation of the text
from the original audience, The new hearers of the text will hear new things.

However, Juan did write using the symbols, images, and language current in his day. He

# RICOEUR, Interpretation Theory, 57.

* The dialectic of sense and reference is presented in detail below.
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was sensitive to what would be meaningful language for his audience. Aswe have already seen, he especially
used the popular imagery and symbols contained within the Song of Songs to write his own Cantico.
However, once the Cantico was written, it was detached from its original audience, and, in 2 ¢ertain way, from
the Song of Songs, as well as from the other sources which we have discussed. 1t thus became a new and
original literary work available to anyone who can read. Through writing, Juan’s Cdntico was alienated from
its original centre of production to become available, at least potentially, to a universal audience,

Although the first audience would have had a particular appreciation of the religious imagery
used by Juan for them, subsequent audiences are able to open up the text, through interpretation, in a new way.
Because of the new experiencesof the new audience, later readings of the text may be even richer in meaning
than earlierreadings because of the surplus of meaning availablein the text. The original audience understood
the Cantico subject to the perspective they brought to the text within their own cultural-historical moment,
In this cas - the full hermeneutical dialectic of distanciation may not allow the expansion of meaning available
to later audiences when the speaker-author is not present. This is not to say that the author is necessarily a
roadblock to interpretation and understanding of the text. Rather, the text is enriched by the additional
experience brought to the text by a new audience.”® This is in contrast to the restricted meaning available
1o the original audience which may have been in contact with Juan, the speaker-author, who may have
explained the text on site.

Ricoeur describes this shift in the following way:

Whereas spoken discourse is addressed to someone who is determined in advance by the
dialogical situation--it is addressed to you, the second person--a written text is addressed to
an unknown reader and potentially to whoever knows how to read. This universalization of
the audience is one of the more striking effects of writing and may be expressed in terms
of a paradox. Because discourse is now linked to a material support, it becomes more

spiritual in the sense that it is liberated from the narrowness of the face-to-facesituation.”

Once written, the Cdntico escaped the confines of the nuns at Beas and created for itself a

% This further cmphasizes that transcription of dialogue is not a mere re-presentation of the what was said in written form, As we scc here the
communicative function is radically altered when it assumes a written form. For example, the aporia in the text are put 1o work to constnuct new meuning
in a different setting,

" RICOEUR, Interpretation Theasry, 31,
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new public. As Ricoeur says: "A work also createsits public. ... it enlargesthe circle of communication and
properly initiates new modes of communication. To that extent, the recognition of the work by the audience
created by the work is an unpredictable event."® We have already scen how this is true for Juan’s Céntico.
During his lifetime Juan's audience was limited to those with whom he had contact in relatively few places,
for example, E! Calvario, Baeza, and Granada. His writings were used to further the pastoral care of those
in his charge. However, even during Juan’s own lifetime his andience began to grow due to handwritten
copies of Juan’s poems which were distributed by those inspired by the text. It was the text of the Cdntico
itself shich procured for Juan a place in the western mystical tradition and the hearts of generations. It was
not Juan himself, nor his immediate and personal relationship with his audience (however personable he may
or may not have been), which formed Juan’s place in the western mystical tradition. The paradox of the
written Céntico lies in its universality due to inscription, vet this universality has no real meaning if it does
not realize contingency in some way in the lives of the readers.”

Ricoeur describes this dynamic as foilows: "On the one hand, it is the semantic autonomy
of the text which opens up the range of potential readers and, so to speak, creates the audience of the text.
On the other hand, it is the response of the audience which maker the text important and therefore
significant.”’® It was Juan’s andience-response which led to the eventual publication of Juan’s Céntico on
a larger scale more than thirty years after his death. Due to the new experiences brought to the text by the
changing audicence in different historical and cultural settings, new meaning which Juan himself could not
possibly have imagined may be ascribed to the text of the Cdntico. The distanciation from the original
audience due to writing, therefore, effects an enrichment of Juan’s Cdntico and further underlines the
impoverishment of any interpretation of the text that would limit the meaning of the text within the context

of authorial intentionality.

" RICOEUR. Interpretmion Theory, 31, (emphasis mine)

# Ricoeur ties this emergence of meaning 1o the play of metaphor in texts: "So even if metaphorical meaning is something more and other than the
actunlization of one of the possible meanings of a polysemic word (and all of the words in natural Janguages are polysemic), nevertheless this metaphorical
use must be selely contextunl, thet is, & meaning which emerges as the unique and fleeting result of a certain coatextual action.” RICOEUR, "Metaphor and
the Central Problem of Hermeneutics,” 169,

% RICOEUR, Interpretation Theory, 31.



150
3.4 The Effect of Distanciation Upon Sense and Reference
In a fourth way there is a change when oral discourse is fixed through writing, In oral
discourse the speaker can directly point to what is being talked about or discussed. In oral discourse both the
speaker and the hearer have
the possibility of showing the thing referred to as a member of the situation common to both
{of them] ... This situation surrounds the dialogue, and its landmarks ¢an all be shown by
a gesture ... Or it can be designated in an ostensive manner by the discourse itscif through
the oblique reference of those indicators which include the demonstratives, the adverbs of
time and place, and the tenses of the verbs. Finally they can be described in such a definite
way that one, and only one, thing may be identified within the common framework of
reference.'”
However, because of the effect of the inscription of oral discourse, there is an absence of ostensive pointers
which were previously available in oral discourse.'™ "It is this grounding of reference in the dialogical
situation that is shattered by writing."'®
Ricocur rhetorically asks and respends: "Does this mean that this eclipse of reference, in
cither the ostensive or descriplive sense, amounts to a sheer abolition of all reference? No. My contention
is that discourse cannot fail to be about something."'® When Ricoeur says that cvery text refers to
something, he is saying that every text potentially has the ability to make truth claims about reality. It is the
text itself which must take over the signs and signals of oral discourse to refer to this "something.”
Ricogur shows that this objective side of interpreting a text may be taken in two different
ways. "We may mean the 'what' of discourse or the ‘about what' of discourse. The 'what' of discourse is its

‘sense,’ and the 'about what' is its 'reference’."'® In other words, the "sense” of a sentence, or a larger lexical

unit, is determined by virtue of what the unit actually says. Sense, therefore is immanent to the text, and

9 RICOEUR, Interpretation Theory, 34,

2 =y the same manner thot the text frees its meaning from the tutelage of the mental intention, it frees its reference from the limits of situational
reference,” RICOEUR, Interpretation Theory, 36.

8 RICOEUR, Interpretation Theory, 35.
1 RICOEUR, Interpretation Theory, 36.

18 RICOEUR, Interpretation Theoev, 19, For a discussion of this same point which alse includes the function of metsphor in the dynamic sce,
RICOEUR, *Metaphor and the Central Problem of Hermeneutics,” 167, The distinetion between "sen3e” and “refercnce” Ricocur har adapted from the
mathematician Gottlob Frege in his famouws article *Ueber Sinn und Bedeutung,” which was transloted into English a2 "On Sense and Reference.”
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“objective in the sense of the ideal."’® Reference, on the other hand, is what the text is zbout. However,
this ultimate reference of the text is dependent on the sense of the text and is constructed by it.

Objectivity with respect to any interpretation of Juan’s Cdntico is thus safeguarded through
the backdrop of the immanent sense of the text. The sense of the Cdntico is accessible through the poem
itself. The ideal meaning is what is preserved in the act of emplotment and, therefore, provides the basis for
the objectivity and normative interpretation of the text. Ideal meaning inscribed through the structure of Juan's
Céntico provides the basis for the interaction between the content of the text and any interpretation of its
ultimate reference ascribed to it.'%” Therefore, we see the necessity of an adequate exegesis of the text in
order to unearth the "ideal structure” of the sense. Exegesis of the text sets up this dialectic between sense
and reference.

It is not the sense of a text which can make truth claims vis-a-vis reality. Rather, it is the
text’s ultimate refcrence which can say something about the world which can be verified. For example, the
sentence, "Birds do not fly." makes sense, that is, the sentence is grammatically correct, but on the basis of
its ultimate reference, its claim to reflect some aspect of the real world, this statement is false. What then,
is the text ultimately abowt? Language has this peculiar capacity to refer to ;omething else other than what
is immanent, or ostensively referred to, in the text.

It is this ultimate "something else" in front of the text which Ricoeur refers to as the world-
of-the-text, However, this "something else" can only be referenced by what is written, i.e. by what is said in
the text, “The world of the text designates the reference of the work of discourse, not what is said, but about
what it is said. Hence the issue of the text is the object of hermeneutics. And the issue of the text is the
world the text unfolds before itself,"'® The world-of-the-text is therefore that world to which the ultimate
refercnce of the text points or configures, composes or produces. Ricoeur explains this further: "By this !

mean that what is finally iv be understoed in a iext is not the author or his presumed intention, nor is it the

1% RICOEUR, Interpretatien Theary, 20.
¥ Ullimate reference of the 1ext is buill *on the basis of, or through, the ideal structure of the sepse.” RICOEUR, Interpretation Theory, 20.

" RICOEUR, *Toward o Hermeneutic of the Idea of Revelation,” 23,
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immanent structure or structures of the text, but rather the sort of world intended beyond the text as its
reference. In this regard, the alternative 'either the intention or the structure' is vain. For the reference of the
text is what I call the issue of the text or the worid of the text.!® That is to say that the semantic content
of the text (its sense) projects beyond itself some authentic structure of human existence. This is the ultimate
reference of the text.''?

Sense is thus "spiritualized" to construct this world-of-the-text. Reference, therefore,
“expresses the movement in which language transcends itself. In other words, the sense correlates the
identification function and the predicative function within the sentence, and the referencerelates language to
the world. It is another name for discourse’s claim to be true."!' The ultimate role of language is,
therefore, its capacity to unearth a new human condition of being-in-the-world through the construction of the
world-of-the-text.

The possible world which the Cdntico constructs is based on Juan’s poem about two lovers
and their relationship. Juan used certain symbols, metaphors, and linguistic devices to construct the world in
which the lovers live. This is the sense of the text. Many helpful exegetical studies have alrcady been done
on the Céntico to reveal this level of the text. A significant number of thesc references have been cited in
the literature survey of Chapter One,

Particularly efficacious in the construction of the world-of-the-text is the unique

accomplishment of the poetic function of discourse and its use of metaphorical reference.'” How does

1% RICOEUR, *Toward a Hermencutic of the Idea of Revelation,” 23,

9 See p very concise and clear account of Ricoeur's central hermeneutical category "the world-ofsthe-text” in RICOEUR, *The Hermeneuticul Funclion
of Distanciation,” 140-142,

I RICOEUR, Interpretation Theory, 20.

12 Ricoeur speaks of the *poctic function” of discourse as apposed 1o a *poctic genre™ or a “mode of poetic discourse.” Sece RICOEUR, *"Toward
Hermeneutic of the Ides of Revelation,” 23 ff. Ricoeurs major work on the role of metaphor is Paul RICOEUR, The Rule of Mstaphor: Multi-disciplinary
Studies of the Creation of Meaning in Language, trans, Robert Czemy with Cathleen McLaughlin and John Cestelle, Toronto: University of Toronto Press,
1577. In Rule of Metaphor Ricosur demonstrates that fundamentally there is a linguistic imagination which generates and regenerutes meaning through the
netivity of metaphoricity: language undergoes creative transformations to create new meaning in life. (The original title, Lo Métaphore vive, is far more
suggestive of this direction of Ricocur's thought than its English translation,) For our purposes seein particuler Study 7 in Ibid., "Meclaphor end Reference,”
216-256. Ricoeur states: "It may be, indeed, that the metaphorical staterr.ent is precisely the one that points out most cicarly this relationship between
suspended reference and displayed reference. Just as the metaphorical statznent coptures its sense a3 metuphorical midst the ruins of the litera) sense, italso
achieves its reference upon the ruins of what might be called (in symun :idcat fashion) its literal reference. If it is true that literal sense and metaphoricsl
sense are distinguished and articulated within en interpretation, so tog it is within an interpretation that & second-level reference, which is properly the
metanhorical reference, is sct frec by means of the suspension of the first-level reference.” Ihid, 221, Sec also Tbid., Interpretation Theory, 45:69.
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poctic discourse use metaphorical reference? “As a first approximation, we may say that the poetic function
points to the obliterating of the ordinary referential function, at least if we identify it with the capacity to
describe familiar objects of perception or the objects which science alone determinesby means of its standards
of measurement, Poetic discourse suspends this descriptive function. It does not directly augment our
knowledge of objects."'* The poetic function of language obliterates primary reference to liberate access
to "a more primitive, more originary function, which may be called a second order reference.”’!* Ricoeur
believes that poctic language, and poetic language alone, is capable of restoring the human subject to a
participation in that profound level of reality which "precedes our capacityto oppose ourselves to things taken

as objects opposed to a subject. Hence the function of poetic discourse is to bring about this emergence of

a depth-structure of belonging-to amid the ruins of descriptive discourse,"!®

The power of the text to open a dimension of reality implies in principle a recourse against
any given reality and thereby the possibility of a critique of the real. It is in postic
discourse that this subversive power is most alive. The strategy of this discourse involves
holding two moments in equilibrium: suspending the reference of ordinary language and
releasing a second order reference, which is another name for what we have designated ...
as the world opened up by the work. In the case of poetry, fiction is the path of
redescription; or to speak as Aristotle does in the Poetics, the creation of a mythos, of a
“fable," is the path of mimasis, of creative imitation."*

The poctic function has this power since it suspends ostensive reference to reach into this primordial ground
of human existence and reality.
At this level "the poetic function incamates a concept of truth that escapes the definition by

adequation as well as the eriteria of falsification and verification. Here truth no longer means verification,

1Y RICOEUR, "Taward n Hemmensutic of the Idea of Revelation," 23.
4 RICOEUR, "Toward a Hermeneutic of the Ides of Revelation,” 24,

" RICOBUR, *Toward s Hermeneutic of the Jdes of Revelntion,” 24, As Ricoetr says elsewhere: "Poctic language also speaks of reality, but it does
10 at another leve] than does scientific language, 1t does not show us a world already there, as does descriptive of didactic Janguage. In effect, ... the ordinary
reference of language is abolished by the nataral strategy of poetic discourse. But in the very measure that this first-order refercnce is abolished, another
power of speaking the world is liberated, although at enother level of reality, This level is that which Husserlian phenomenology has designated as the
Lebenswelt und which Heidegger has called *being-in-the-world." 1t is an eclipsing of the objective manipulable wazld, an iltumining of the Jife-world, of
non-manipulable world, which seems 1o me to be the fundamental ontological import of paetic Janguage. ... It is the heuristic fiction which bears the function
of discovery in poctic language." Poul RICOEUR, *Biblical Her tics,* in Semeia: Experimental Journal for Biblical Criticism, 4 {1575), 87.

18 paul RICOEUR, *Hermencutics and the Critique of Tdeology,” in The Hermeneutic Tradition: From Astto Ricoeur, ed. Gayle L. Ommiston and Alan
D. Schrifl, {Albany: State University of New York Press, 1990), 326,
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but manifestation, i.e. letting what shows itself be.""” What "shows" is what Ricoeur has referred 1o above
as the world-of-the-text.!"® Through the poetic function of discourse what shows itself is a proposed world
mediated by the world-of-the-text, a world which an individual may inhabit and whercin one can project one's
own possibilities,''” This is the connection between the world-of-the-text and the real world: through the
world-of-the-text a possible world is manifest which can in fact be lived in by the reader.”*® Informative,

descriptive, and didactic discourse is suspended by poetic discourse to allow "the world of our originary

ul2l

rootedness to appear. Through the poetic disclosure of everyday existence wrought by IJuan's Cdntico,

the power of the opaque depths of ordinary human acting reveal the fundamental aspects of reality.

The root of this linguistic disclosure of being'* is especially made possible through the
destruction of ostensive referencesby metaphorical reference as we already saw in Chapter Two.'* Through
the metaphoric process, the literal meaning of the text is opened to a deeper meaning.'* The semantic
innovation construed by the split-reference of metaphor moves the reader from the level of the literal to that

of the figurative, from the level of is to the level of is like.”® Ricoeur correlates seeing-as through the

117 RICOEUR, *Toward a Hermeneutic of the Idea of Revelation,” 25.
"4 Each literary genre has a different way of “showing® the world.
¥ RICOEUR, "Toward a Hermeneutic of the Idea of Revelation,” 25,

¥ »Aay we also not say, ... that the poetic world is just as hypothetical o space as is the mathematical order in relation 10 any given world? The port,
in short, sperates through language in a hypotheticot realm. In an extreme form we might even say that the poctic project is one of destroying the world
as we ordinarily take it for granted.” RICOEUR, Intarpretation Theory, 61.

1 RICOEUR, "Toward a Hermeneutic of the Idea of Revelation," 26.

12 Double meaning, the condition of the metaphoric process, is the "means of detecting o condition of being,” See, RICOEUR, "The Prablem of Double
Meaning as Hermeneutic Problem and as Semantic Problem,” i, The Conflict of Interpretations: Essavsin Hermeneutics, ed. Don Thde, trans. Wiltis Dominge
et al, (Evanston: Northwestern University Press), 1974, 66-67.

129 RICOEUR, Interpretation Theory, 57. See also, RICOEUR, Rule of Metaphat, 229,

1% For Ricoeur metaphoric Janguage is ciosely tied to his theory of symbols. *Metsphor is just the linguistic procedure--that bizarre form of predication--
within which the symbolic power is deposited. The symbols remains & two-dimensional phenemenon to the extent that the semantic face refers back 1o the
non-semantic one. The symbol is bound in a way that the metaphorisnol.  Symbols have roots, Symbals plunge us into the thadowy experience of power.
Metaphors are just the linguistic surface of symbols, and they owe their power to relate the semantic surface to the presemantic surfuse in the depths of humun
experience to the two-dimensional structure of the symbol.” RICOEUR, Interpretotion Theory, 68.

133 RICOEUR, Interpretation Theory, 68. The strength in Ricoeur's position on this point daes not end with *mere” poctic description which flounders
for words to describe a particulnr experience. Rather, Ricoeur’s theory of metaphor consiats in the very metamorphesis of reality through the construction
of the text. ‘The articulation of & "metsphorical reference on the metaphorical sense cannat be elothed with a full entological meuning unless we go 1o fur
us to metaphorize the verb "o be' itself and recognize in ‘being-ns' the comelate of “secing-ss,’ in which is summed up the work of metapher,” RICOEUR,
Time and Nurative, 1:80.
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metaphor with being-as in reality.'*

Ricoeur constructs this evaluation of metaphorical discourse based on his theory that reality
is cssentially linguistical. Through language we participate in Being, and Being is focused in language.
Through metaphorical language models of reality are constructed that cause Being to spring forth, that is, be-
present in the here and now. Consequently, metaphors are not mere decorations in a poetic text, but are the
central vehicle by which the meaning of concrete human experiences, and the metamorphosis of that
expericnce are augmented, retained, and revealed.”  The tension created at the literal level by metaphoric
innovation moves the reader to the non-signified level of meaning of the text where the text projects images
of possible new modes of being-in-the-world.'® Therefore, metaphor, in the peculiarity of its reference and
the impossibility of its literal interpretation, redescribes reality' and opens for the reader a new way of
perceiving reality and of being-in-the-world.™*® Poetic texts are the arena, par excellence, for this type of
discourse.

Since the Céntico is a poem replete with metaphors and symbols, its reference is also
metaphorical. The primacy of this type of reference within poetic discourse calls into question the primacy
of the doctrinal reference which has traditionally been given Juan’s Cdnfico. The Cantfico, as a poem, hasa
specific kind of reference which is different from the commentary on it 1t is not conceptual knowledge

which is the primary reference of poetic discourse, but, rather, the construction of a possibility of being-in-the-

134 «Pgetic language does not say literally what things are, but what they are like. It is in this oblique fashion that it says what they are.’ RICOEUR,
*Biblical Hermeneutics,” 88.

12 *The pocm is bound by what it creates, if the suspension of crdinary discourse and its didactic intention assumes an urgent character for the poet,
this is just because the reduction of the referential values of ordinary discourse is the negative candition that allows new configurations expressing the meaning
af reality to be brought to language. Through those new configurations new ways of being in the world, of living there, and of projecting our innenmost
poasibililics onte it are alse brought to lunguage. .. What binds poctic discourse, then, is the need 1 bring Lo language modes of being that ordinary vision
obscures or even represses. And in this sense, no ane is more free than the poct. We might cven say that the poet’s speech is freed from the ardinary vision
of the world anly because he makes himself free for the new being which he has to bring to langunge.” RICOEUR, Interpretation Theory, 60.

1 RICOEUR, Interpretation Theery, 55.

L? =The entire strategy of poetic discourse plays on this point: it secks the abolition of the reference by means of self-destruction of the meaning of
metaphorical statements, the self-destruction being mode manifest by an impossibie literal interpretation.” RICOUER, Rule of Metaphor, 230.

¥ RICOEUR, Rule of Metaphor, 230.

1 “The paetry-prose relationship will be investigated in detail as the subject of the last chapter of this dissertation {Chapter Seven). The discontinuity
of narrative reference with respect to poetic reference will be the main ctiterion used to aflimn the diversity of interpretations possible for Juan's Cdntizo
within a hermeneutical framewerk,
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world suggested by the text and effected through "mood."***

Metaphor creates an indirect reference described as a particular mood, affect, or fecling,
Ricoeur describes this reference as a "'state of soul' ... a way of finding or sensing oneself in the midst of
reality.”**  The indirect reference of mood provides access to a lcvel of reality other than the
conceptual.’*' Mood is virtual in the text, a part of the sense of the text. However, this mood becomes
actual in the work of reading and is productive in the reader’s own life.'** Interpretation, in this context,
results in the possibility of a new vision of reality which is itself this affective level of which 1 am

speaking,'*® This is to refute the error of logical positivism which holds that emotion has only an inside and
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not an outside.”’ Ricoeur, following Mikel Dufrenne, says that "To feel is to experience a fecling as a

property of the object, not as a state of my being.""*® Feelings are not merely subjective, they are also a
way of knowing reality. Ricoeur, therefore, equates "fecling" with an experience of Icarning.!*® Through

the dynamic of poetic images and symbols, through the interplay of a network of metaphors which suspend

13 ~The conjunction of muthos and mimésis is the work of all poetry. Let us recall Northrop Frye's linking of the poetic and the hypothetical, Now
what is this 'hypethetical'? According to his perspective, poctic language, with its 'internal' and not 'sutward' um, constructs a meod, which hes no existence
outside the poem itselft this is what receives form from the poem as an srangement of signs. ... The fecling articulated by the poem is no less heuristic
than the tragic tale. The ‘internal’ movement of the poem, therefore, could not be epposed purcly and simply to 'outward’ movement. What it signifies 12
only the disconnection of customary reference, the elevation of feeling to the hypthetical {sic), and the creation of an affective fiction. The parndox of the
poetic can be summed up entirely in this, that the elevation of feeling to fiction is the condition of its mimetic use. Only a feeling transformed into myth
can open and discover the world." RICOEUR, Rule of Metapher, 245,

3 RICOEUR, Rule of Metaphor, 229,

M *If this heuristic function of mood is so difTicult to recognize, it is doubtless because 'representation’ has become the sole route to knowledge and
the model of every relationskip batween subjeet and object. Yet feeling has en ontological status different from relatienship at o distance; 1t makes for
participation in things," RICOEUR, Rule of Metaphor, 245-6.

1% =1t would seem that the enigma of metaphorical discourse is that it ‘invents’ in both senses of the werd: what it creates, it discavers; and what it finds,
it invents. What must be undersieod, therefore, is the interconnection of three themes. In the metaphorical disceurse of poctry referenlial power 15 linked
10 the eclipse of ordinary reference; the creation of heuristic fiction is the road to redescription; end reality brought to language unites manifestation und
creation.” RICOEUR, Rule of Metaphor, 239,

1% =The suspension of reference in the sense defined by the norms of descriptive discourse is the negative condition of the appearance of o more
fundamental mode of reference whose explication is the task of interpretotion,” RICOEUR, Rule of Melapher, 229.

137 *This is why the opposition between exterior and intcrior ceases to be valid here. Nat being internal, feeling in Jike measure i3 not subjective.
Metaphorical reference links rather ... ‘poctic schemata of inner life’ and ‘the objectivity of poetic textures’ ... It is enough lo say for now that the poetic
verb metaphorically ‘schematizes’ feeling or emotions only in depicting “extures of the world,’ ‘non-human physiognomies,’ which become anctuul portraits
of our inner life, which would be equivalent to those 'moods' that, for Northrop Frye, substitute for every referent.” RICOEUR, Rule of Metaphor, 246.

Y% Mike! DUFRENNE, The Phenomenology of Aesthetic Experience, trans, from French by E.S. Carey et al,, (Evanston, IIL: Northwestern University
Tress, 1973), 442, quoted in RICOEUR, Rule of Metaphar, 227,

9 *f eaming, concluding, recognizing the form--here we have the skeleton of meaning for the pleasure found in imitation orrepresentation.” RICOEUR,
Time and Narralive, 1:40.
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the world of ostensive references, a new "state of soul" is possible through a hermeneuticat reading of Juan'’s
Céntico,'®

What Ricocur is referring to here is the concept of "metaphorical truth,"'*" This truth can
be described in the following way: “Poetic feeling itself ... develops an experience of reality in which
invention and discovery cease being opposed and where creation and revelation coincide."'* This is the
power of the metaphor, but in order 10 exercise this power it must sacrifice its claim for truth value normally
understood within the positivist tradition.’* Without sensitivity to this dynaric, certain consequences result
in the way the Cdntico is interpreted. For example, Eulogio Pacho takes Juan de la Cruz’s statement
concerning the content of the Cantico literally: the Cantico deals "with the exchange of love between the soul
and Christ, its Bridegroom.”* The soul-Bridegroom relationship is metaphorical and thus we are dealing
here with metaphorical, not ostensive reference. Neither the soul, Christ, or Bridegroom (in this context) can
be referred to in a real way, that is, as real persons. But Pacho says that without this literal affirmation the
Céntico is pure "rhetoric.” This in turn leads him to affirm that the Cdntico's main "message"” concems the

soul’s journey to union with God via the way of purgation, illumination and union.'*

-

However, according to Ricoeur, the truth of metaphorical statements is that which is

W Colin Thompsondescribes the overall “mood” developedin the Céntico as mysterious: “A mood of mystery pervadesthe Céntico, and while there
is & richness of language in many stanzas, there is also a stammering, uncertain linguage, imprecise, indistinet, which is deliberatley employed o help in
¢reating this mood.” THOMPSON, The Foet and the Myatic, 81,

Wl S ICOEUR, Rule of Metaphor, 254-6.

" RICOEUR, Rule of Metaphor, 246.

W pgyl RICOEUR, "Philozophy and Religious Language,” Joumnal of Religion 54 (1974), 71-72. Elsewhere Ricocur says: "The question is precisely
whether poetic language does not break through to a pre-scientific, ante-predicative level, where the very notions of fact, abject, reality, and truth, as
deliminated by epistemology, nre called inte guestion by this very means of the vacillation of literal referense. Ibid,, Rule of Metaphar, 254, See also Ibid,,
*Philosophical Hesmeneuties and Biblical Hermeneutics,” in From Text to Acticn, §9-101; Ibid., *Toward a Hermeneutic of the Jdea of Revelation," 1-37,
Ricaeur asks: "Do we actually know what 'reatity,’ 'world, and ‘truth’ signify? Ibid, Rule of Metaphor, 221,

4 »Empefiando su palabra, €l mistico pocta asegura que ¢l lectar esté ante unas < canciones espirituales entre £l alma--de fray Juan--y ¢l espaso Cristo»-.
Sncadns de ese reino del espiritu no tienen sentido, son pura retérice.” Eulogio PACHO, *Céntico espiritual,” in Introduccidn a la lecturs de San Juan de
la Cruz, ed. A. Gorcla Simoén, Valladolid; Junta de Castilla y Leén Consejeria de Cultura y Turismo, 1951, 469,

W *Como en olros escritos, inlenta encajarla en los clisicos estados o vias de principiantes, sprovechados y perfectos: vin purificativa, iluminativa y
unitiva® PACHO, *Céntico espiritual,’ 479, Further onhesays: “El Cdntico desarrolia todo el proceso de 12 vida espiritual como erecimiento ininterrumpido
en ¢l amor divine, En tomo o ese gj¢ gira todo Jo demés: un programa completo de vida cristiana en 1a totalided de su recomide.” Tbid, 481,
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enlivened in the life of the reader, rather than that subject to the scientific criterion of verification.'*® Reality
is drawn out of hiddeness throngh metaphorical discourse which is reveated in metaphorical truth-being-present
through mood in the life of a human being. This poetic approach opens the Cdntico because metaphorical
referenceat work within the text makes its meaning unstable. This dialectic, in tumn, is productive of meaning
in the life of the reader since new possibilities for the text are opened up in changing interpretive contexts,
To interpret the Cdntico too quickly within known theological categories closes the text, as we just saw with
Pacho, and does not allow its metaphorical reference to effect new meaning,

Ricoeur’s textual hermeneutics is thus clearly a hermeneutics not of epistemological
verifications but rather of praxis which challenge the ordinarily understood truth value of poetic discourse.
Each mode of discourse must be seen as having its own particular claim to truth value, It is this principle
which I will develop further in Chapter Seven to suggest the radical discontinuity between Juan's pocm, the
Céntico, and his subsequent commentary on it. We can thus appreciate Juan’s poem for its poetic form of
discourse and the possibility of a plurality of interpretations (or in the context of the previous discussion, a
plurality of showings) through contemporary readings.

Juan's Cadntico, happily freed from ostensive references because of its poetic function and
the use of metaphoric reference, is open to the possibility of “speaking” to new and different historical and
cultural situations through the reference of the text itself.'” As Ricoeur relates, the poetic form breaks away
from its originary setting to become alive in other settings:

An essential characteristic of a literary work, and of a work of art in general, is that it
transcends its own psycho-sociological conditions of production and thereby opens itself to
an unlimited series of readings, themselves situated in different socio-cultural conditions.
In short, the text must be able, from the sociclogical as well as the psychological point of

view, to "decontextualize” itself in such a way that it can be "recontextualised” in a new
situation -- as accomplished, precisely, by the act of reading, '

M6 »The central argument is that, with respect 10 the revelation of reality, metaphor is to poctic language what the model is to scientific lunguage.”
RICOEUR, Rule of Metaphor, 240,

147 L literary work through the structure proper to it displays & world only under the condition that the reference of descriptive discourse is suspended.
O to put it another way, discourse in the lilerary work sets out its denotation 8t a sccond-level denotation, by means of the suspension of the first-level
denatation of discourse,” RICOEUR, Rule of Metanhor, 221,

Wt RICOEUR, *The Hermenewtical Function of Distanciation,” 139,
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Juan's Céntico can therefore be read meaningfully (interpreted) in the twentieth century as it was in the
sixtecnth because of the text’s innovative metaphorical references. Let us now summarize the significance of
the distinction between sense and reference with respect to Juan's Centico.

The dialecticof sense and reference has provided us with three significant characteristicsof
written texts which are important for the hermeneutical interpretation of Juan de la Cruz's Cantico. What
follows is a summary of these characteristics. First, this dialectic affirms a pole of objectivity which
safeguards limits within which the Cdntico may be interpreted. This pole is grounded in the immanent sense
of the text captured in its linguistic structure.

Second, we have seen that Ricoeur’s use of the dialectic of sense and reference also
undermines the primacy of authorial intentionality which we have already examined through the distanciation
of the author from the text. The notion of an absolute text which can be finally and completely "understood"
is also destroyed by this dialectic. The true meaning of a text cannot be equated with what the author intended
to say, nor can a text be completely objectified. With the world-of-the-text meeting the horizon of the world-
of-the-reader, new and varied meanings may be ascribed to the text as the audience, historical and cultural
sctting, or appreciation of the content of particular words, changes. This qua]i-;ry allows us to understand why
Juan's Cantico has remained relevant and meaningful for countless numbers of people throughout history, and
in different cultural and linguistic settings.

The third, and very significant affirmation resulting from the dialecticof sense and reference,
is the emergence of the world-of-the-text which unfolds in front of the text as a result of the split-reference
of metaphorical discourse in the poem. The category of the world-of-the-text affirms that written discourse
is extra-linguistic, that is, it ultimately refers beyond itself to reality through the linguistic construction of
mood. The following question thus surfaces: What might be the “reference” of the Cdntico constructed by
its "sense"? Is the reference constructed by the sense of Juan's Cdnfico only "doctrinal reference”? Based on
Ricocur's appreciation of the split-reference of metaphorical discourse, I am led to affirm that Juan's Céntico
can both speak to doctrinal considerations and speak to other truth claims in the construction of the world-of-

the-text. ‘The notion of the split-reference of metaphor will be explored further in Chapter Seven when I
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examine more specifically the relationship between the poem and the commentary from the perspective of
Ricoeur’s hermeneutical phenomenology. For now I can say that the language of "spiritual marriage.” as used
by Juan in his Cdntico and elsewhere in the western mystical tradition, is not ostensive reference, that is, it
is not descriptive langnage, Rather it is metaphorical reference which posits a way of being-in-the-world.
The question of the Cdntico’s form surfaces once again in this cortext.

The mistaken assumption is that the form of discourse has little 10 do with "what the text
is about." Literary form is often neutralized or not included in the interpretive task in a simple yet naive
atternpt to extract the theological content of discourse from the examination of isolated words or fragments
of discourse, We have seen how this is often true of the ascetical-theological method of interpreting the
Cdntico examined in Chapter One. However, Ricoeur asserts that what announces itself in discourse is
qualified by the form of the announcement.'® We saw from the above discussion en the poetic function
of discourse that poetry is unique in its capacity to obliterate the world of ostensive referer.ce in order to open
up the more opaque depths of reality. We can readily affirm that the Cdntico is a poetic text, but we are led
to do further exegetical work in order to more specifically describe the genre of the Cdntico, which may

further orient us to its ultimate reference. This work will be part of our investigations in the next chapter.

3.5 Summary

We have seen that the full meaning of discourse becomes possible only when it is ultimately
committed to a written form. In Romantic hermeneutics the emphasis was placed on the ability to get behind
the mind of the author and render his or her thought meaningfully present in the present.  However, this
prospect is no longer possible once we embrace the consequences of the communicative dynamic which is
radically changed through writing, Distanciation and objectification by structure provide new access to a
world of meaning not attainable through an exclusive dependence on the intention of the author. Instead,
ultimate reality is what is referenced through the poelic function. The sense of the text, safeguarded through

its structure, limits the valid interpretations. Yet these interpretations in themselves arc countless since,

W RICOEUR, *Toward & Hermeneutic of the 1dea of Revelation,” 16, (emphasis mine)
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ultimately, meaning is an event in the life of the reader.

The mediatory function of mimesis, has been emphasized in the above presentation. The
act of emplotment mediates between the existential meaning-event of discourse within time and its future
appropriation by the reading subject. Emplotment virtually “fixes" discourse, preserving its meaning while
the event of speaking falls into silence. What is preserved in mimesis, through the text is not the event of
speaking but rather the “said" of speaking, its meaning.’™ It has been important to demonstrate the textuality
of Juan’s Céntico because it reveals how this meaning can be preserved and communicated over the temporal
and cultural distance which separates the contemporary reader from Juan's sixteenth-century Spain. The
textuality of a text shows that language can still be meaningful long after the original meaning-gvent, even
though imerpretation is required.

We saw, then, how writing separates meaning from the event of discourse. The endurement
of the meaning of the event of discourse in the text also effects a distanciation which eludes the author’s
intention, and similarly, Juan’s Cdntico escapes both its original audience and its originary context. The
Céntico thus becomes autonomous with respect to the intention of its author, its original audience, and the
historical period in which it was written. Furthermore, rather than being an impoverishment of the text,
distanciation was seen as an enrichment, since it makes the text virtually universally available. Juan’s Cdntico
is now availabie to anybody that can read. The question surfaced whether the reference of the Cantico is
doctrinal or something else. This is to ask the question: What is the Cdnfico about? It was concluded that
the Cantico eludes the world of ostensive reference but rather is immersed in a network of metaphorical
reference which constructs potential new ways of being-in-the-world through the world-of-the-text. To
interpret the Cdntico as being exclusively a linear description of the classical spiritual itinerary resulting in
the "spiritual marriage" has therefore been called into question.

However, there is a place in Ricoeur’s interpretive theory where the descriptive or exegetical

B0 *What in effect does writing fix? Not the event of speating. but the 'said' of speaking, where we understand by the 'said’ of spoaking that intentional
exteriorizalion constitutive of the aim of discourse thanks to which the sagen, the saying, wanis to become dus-sage, the enunciation, the enunciated. Inshort,
what we write, what we inscribe, is the nocma of the speaking. It is the meaning of the speech event, nol the event as event.” RICOEUR, "The Model of
the Text: “eaningful Action Considered as a Text," 146,
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work on a text plays a role in constructing the world-of-the-text. This process surfaces the dialectic of
explanation and understanding, Explanation describes the exegetical work characteristicol mimesis, wherens
understanding concems the dynamics involved when the reader appropriates the text in his or her life. Let

us now examine the meaning of each of these terms and situate Juan's Cdntico within them,

4. Conclusion

The autonomy of the text discussed previously gives risc to two possible poles in onc's
approach to the Cdntico. "We can, as readers, remain in the suspense of the text, treating it as a worldicss
and authorless object; in this case, we explain the text in terms of its internal relations, its structures. On the
other hand, we can lift the suspense and fulfill the text in speech, restoring it to living communication, in this
case, we interpret the text."'®" The first type of approach 1o the text Ricoeur refers to as the "explanation”
of the text; the second is what happens when the text is truly "understood." It is within this dialectic of
explanation and understanding that the hermeneutical framework for Juan’s Cdntico is being built: there is
no understanding without explanation and no explanation without understanding. I have already presented the
radical interconnectedness of explanation and understanding in Chapter One. However, before considering
again the dialectic of "explanation" and “understanding" tet us consider each individually.

As we already know, an initial reading of Juan’s Cdntico could reveal the text’s "interception
of all the relations to a world that can be pointed out and to subjectivities that can converse."** This
reading would explain the various inter-relations within the text as well as its inter-textuality, the flow and
development of its story, and its literary uniqueness. Explanation tends to sort out the "facts” of the text.

Within this explanatory approach the reader is confined within the "place of the text."'** "On the basis of

¥ RICOEUR, "What is a Text? Explonation and Understanding,” 113,
2 RICOEUR, "What is a Text? Explanation and Understanding,” 113.

13 RICOEUR, *What is a Text? Explanation and Understanding,” 113.
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this choice, the text has no outside but only an inside; it has no transcendent aim, unlike speech that is
addressed to someone about something."'** Ricoeur affirms that this structural approach to the text is
legitimate and constitutes the primary mode of investigation of linguistic inquiry.””* “Thus arises the
possibility of an explanatory attitude in regard to the text."”*® This explanatory mode gives risc to the
determination of the genre of the text, its specific stylistic features whereby we can identify the individuality
of an author, as well as the author’s innovative production. We have already seen the importance of these
investigations in the discussion on "Schematization, Traditionality, and Innovation" earlier in this chapter.

The explanation of Juan's Cdntice would provide the panorama of the work, the movements
of the text which inform the reader of the "logic of action” that "together constitute the structural continuity”
of the poem.'” Explanation incluGss the constitution of an integral and critical text, the determination of
the meaning of individual words, and an appreciation of the historical times in which Juan lived. At this level
of reading we can say that we have explained Juan's Cdntico but that we have not yet interpreted it. We have
already encountered this distinction in Chapter One concerning various methodological approaches to the
Céntico which analyze the text at this level. These methods constitute the analytical moment of interpretation
in Ricoeur’s theory, that is, the objectification of the text. But, it must be streésed that explanation is already
a product of our understanding of the text. We read a text with a certain "horizon of meaning" before us
which already affects how we explain it. This, in turn, affects how we understand it. Let us now examine
the theory of the interpretation of a text more from this pole of "understanding."

The aim of understanding a text is to "lift the suspense [of the text] and fulfill the text in

present speech, The text calls to be read. It is this second attitude that is the real aim of reading."'*® This

3 RICOEUR, "What is & Text? Explanation and Understanding,” 113,

8 Iy uffirming this "explanatory® approoch to the lext Ricoeur benefits from Saussure’s distinction between the system of signs that constitute language
(tanpue) as opposed to living speech (parole). RICOEUR, "The Hermeneutical Function of Distanciation,”133.

¢ RICOEUR, "What is o Text? Explanotion and Understanding,” 113.
¥ RICOEUR, *What is a Text? Explanution and Understanding,” 116,

% RICOEUR, *What is a Text? Explenation and Understanding”, 118. {emphasis mine)
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approach to the text brings meaning back into the realm of living experience.’® "If reading is possible, it
is indeed because the text is not closed in on itself but opens out onto other things, To read is, on any
hypothesis, to conjoin a new discourse to the discourse of the text. This conjunction of discourses reveals,
in the very constitution of the text, an original capacity for renewal that is its open character. Interpretation
is the concrete outcome of conjunction and renewal "%

Understanding the Cdntico therefore culminates in the appropriation of the text, that is, sclf-
interpretation of the reading subject who "thenceforth understands himself better, understands himself
differently, or simply begins to understand himself."'®" This second mode of reading identifies understanding
of the Canfico with some degree of self-understanding. "In short, in hermeneutical reflection--or in reflective
hermeneutics—the constitution of the self is contemporancous with the constitution of meaning "'
Understanding a text is therefore not an end in itself. A text "mediates the relation to himself of a subject
who, in the short circuit of immediate reflection, does not find the meaning of his own life."'® To
understand a text is to allow the text to mediate personal meaning in life. Through the act of reading meaning
is therefore joined back together with the event of discourse.

Mediating the dialectic between explaining the text and ;nderstanding the text is the
significant role of exegesis. It is the exegesis of the text which assists the reader in the dialectic of explanation
and understanding. Understanding a text is therefore not mere reproduction of the text in the life of the reader,
but is an criginal meaning-event in the life of the reader informed by a methodical analysis of the text,

I have already demonstrated how a text initially has only a "sense" constructed through the

¥ «Thus, in living speech, the ideal sense of what is said tums toward the real reference, townrd that ‘sbout which’ we speak. At the limit, this ren)
reference tends to merge with an ostensive designation where speech rejoins the gesture of painting, Scnse fades into reference and the latter into the sct
of showing." RICOEUR, "What is a Text? Explanation and Understanding®, 108,

'® RICOEUR, "What is a Text? Explanation and Understanding®, 118.

! RICOUER, "What is a Text? Explenotion and Understnding®, 118,
% RICOEUR, *What is & Text? Explanation and Understanding®, 119.

1 RICOUER, "What is & Text? Explanation and Understanding®, 119,
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literariness of the work, that is, “the immanent pattern of discourse."'®* To explain the text is to unveil the
surface semantics of the text. This is what is done through exegesis. The text itself uses particular literary
techniques to place the reader along the path of its meaning, that is, within the world of its depth semantics
which Ricoeur calls the world-of-the-text.'®® Recall that it is the "sense" of a text which constructs the
world-of-the-text through the act of reading. Understanding of a text is thus mediated by explanation and
explanation is mediated by understanding.'®

Ricoeur assigns a particular role to the explanatory analysis of a text which has come to be
known as structural analysis. Through an analysis of the structures in the text, that is, the interplay of
characlers, transitions in the text, and so on, structural analysis submits the reader to what is actually in the
text; it supports the entry into the objective content of the text. Semiotic structures, therefore, displace the
primacy of the intention of the author of the text, as well as refutes the accusation of a subjective reading.
However, beyond the depth analysis of the text developed by the structuralist method, Ricoeur is aware that
the question of the appropriation (understanding) of the text remains.

If ... we regard structural analysis as a stage--and a necessary one--between a naive and a
critical interpretation, between a surface and a depth interpretation, then it seems possible
10 situate explanation and interpretation along a unique hermeneutical arc and to integrate
the opposed attitudes of explanation and understanding within an overall conception of
reading as the recovery of meaning.'®

% RICOEUR, "Metaphor and the Central Problem of Hermeneutics,” 171,
1 RICOEUR, "What is a Tex1? Explanation and Understanding,” 121,

1 picacur parallels this structura] analysis of o text in the process of intcrpretation with the analysis of metaphors which are subjected to a similar
dialectic. *In both cases, the construction rests upon "clues’ contained in the text itself, A clue serves as a guide for o specific construction, in that it contains
ot once a permission and a prohibition; it excludes unsuitable constructions and allows those which give more meaning to the same words, Second, in both
cases, one construction can be said 1o be more probably than another, but not mere truthful, The motz probably is that which, on the ene hand, takes aceount
of the grentest number of facts furnished by the text, including its potential connotations, and on the other hand, offers a qualitatively better convergence
between the features which it Lakes into account.” RICOEUR, "Metaphor and the Central Problem of Hermeneutics,” 175-176.

T =y must be stressed that the function of structural analysis is not to provide an objestive knowledge of the 1ext through application of a seieatific
methodology, but to disclose a diachronic kemel by means of achronic suucmres.” CLARK, Faul Ricocur, 97. Structurai analysis, therefore, exposes the
boundary situstions of human existence which are operative within the text. RICOEUR, Interpretation Theoty, 87,

11 RICOEUR, *What is a Text? Exptanation and Understanding,” 121. Onee agoin Ricocur underlines here the fallacy of the primacy givento authorinl
intenticnality in the interpretation of o text: "Now what we have just said about the depth semanties unveiled by the structural anslysis of the text invites
us to say that the intended meaning of the text is not essentinlly the presumed intentien of the author, the lived experience of the writer, but rather what the
text meins for whoever complies with its injunction.  Thid, 121, An excellent summary of the historical development of structural analysis and its
contribution toward the hermeneutical approach is given in RICOEUR, "Biblical Hermeneutics,” (see especiaily poges 29-73). Concerning the limits of
interpretation imposed on the text by structural analysis Ricocur says: *The least thing to be said is that, after stracturalism, it is no lenger possible to eonnect
o struetural analysis cither with an historical approsch like Jeremins' one (even one rebaptized historico-literary as with Via), or with an existential cpprosch,
ever under the complex headline of Yliterary-existential analysis.! What collapses is precisely the link between historical and literary analysis and the link
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The reader is thus invited to follow the path of thought opened up by the semantics of the
text, to "place oneself en route toward the orient of the text" supported by structural analysis.'® This
approach emphasizes that interpretation is not a subjective process of interpretation as an act on the text by
the reader, but rather it is an objective process of interpretation that underlines the act of the text on the
reader.’”™® "What is interesting here is that interpretation, before being the act of the exegele, is the act of
the text."'"" To interpret is to place oneself "in the meaning indicated by the relation of interpretation that
the text itself supports."'” But this meaning, this world-of-the-text, is not constructed by the text in
isolation from the reader. The world-of-the-reader is also brought into confrontation with the text. Thercfore,
to understand the Cédntico is not merely to reproduce its conceptual contents uncarthed through exegesis, but
to follow these toward their ultimate reference. We will set ourselves further along on that course with respect
to Juan’s Cdnfico in the following chapter when we actually examing the text of the Cdntico,

In summary, then, mimesis, has brought us into confrontation with what it means to have
available to us the text of Juan’s Cdntico and how its literariness affects the mediation of meaning. Although
Juan’s Céntico is a work resembling in many ways the biblical Song of Songs, 1 have suggested that it is an
original work born from the interplay of tradition and innovation, as Ricocur understands thesc terms; Juan’s
Céntico is not a reproduction nor a mirroring of the Sorg. The literariness of the text of Juan's Cdnfico has
also called into question the relationship of Cdntico 4 to Cdntico B. Are the incongruencics of Cdntico A

really a roadblock to meaning that necessitated the redaction of Cdvitico B, or is there another way that the

between literary and existentiol approaches.” Ibid,, 64, *Structuralism, to my mind, is o dead end the very moment when it treats uny 'messnge’ nx the mere
‘quatation’ of its underlying ‘eode.’ This elaim alone makes structueal method structuralist prejudice. Structuralism as ideology started with the reversal in
the relation between code and message which makes the code essentiol and the message unessential, And it is because this step is tken thut the text is killed
as message and that no existential interpretation scems approprinte for a message which has been reduced to o pure epiphenomenon of the ‘codes! Only the
way back fram code to message may bath do justice to the message as such and pave the way 1o the move from structure to process.” Thid,, 65,

1% RICOEUR, "What is @ Text? Explanation and Understanding.” 122, Elsewherc Ricocur emphasis this dialectic between explanstion snd
understanding: *Strietly speaking, explanation alone is methodical, Understanding is instead the nonmethodical moment that, in the aciences of interpretation,
combines with the methodical moment of explanation, This moment precedes, accompanies, concludes, and thus emvelops explunation. Explunation, in tum,
develops understanding analytically,” RICOEUR, "Explanation and Understanding,” 142,

™ RICOEUR, "What is a Text? Explanation and Undemtanding,” 122

1" RICOEUR, "What is a Text? Explanation and Understanding,” 122. "Hence interpretation is, ... the work of the vox signlficaliva per se ipsant ¢ liquid
significans, sive complexa, sive i) iplexa. Thus it is the noun, the verb, discourse in gencral, that interpret in the very process of signifying.” Tbiu, 122

12 RICOEUR, *What is a Text? Explanation and Understanding,” 122.
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relationship between these “wo Cinticos can be understood? Although this question deserves further
examination, 1o this point I have suggested that the aporia of Céntico A are precisely those literary elements
which Ricoeur suggests are set to work by emplotment to convey meaning. Cdnfico 4, as it stood, was found
very meaningful by the nuns at Beas. Any attempt to neutralize these texmal aporia through dogmatic
conceptualization is a hindrance to understanding the text, even if this is done by the author.

Through Ficoeur’s fourfold distanciation we have seen that the Cdntico ultimately refers to
its own "world," that is, the world-of-the-text, not the world of the author, nor the historical world within
which the text arose. It is this world projected by Juan’s Cdntice which is to be existentially understood as
a possible world in which the reader may live and project his or her own possibilities for living. The timeless
world-of-the~text posits a potential mode of existing within time It refigures reality positing a new way for
the reading subject to complete the hermeneutical circle by joining together meaning and event through
discourse. This is what is to be interpreted in Juan’s Cdnfico: the world-of-the-text and its meaning as
bronght back into the realm of human action in a new existential situation. The exclusively doctrinal reference
of the Cdntlico is thus brought into question.

Ta raise the question of the referential capacity of the Ca’nﬁco‘intimates that its meaning and
reference are not conveyed in the same way as in spoken discourse. In conversation, inflection of the voice
and gestures produce meaning. Speech also makes use of ostensive reference through predication. Since
posture, intonation, direct referenceand so on, are not available in written discourse, there must be other ways
to convey meaning which are present in the text in order to produce the world-of-the-text. Metaphorical
reference in poetic discourse was seen as especially efficacious toward this end.

Metaphorical reference obliterates the ordinary referential function of predication to reveal
a secondary order of reference which configures the world-of-the-text. Therefore, a text cannot be understood
simply by analysing it in terms of its constitutive elements. For example, Juan’s Céntico cannot be reduced
to a serics of symbols which, by analogy, seem to outline the progression of the threcfold classical spiritual
journcy of purgation, illumination, and union.

However, this is not to say that the linguistic elements and the various movements within
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Juan’s Cdntico are not significant in its interpretation. The possibility of following the story and the highly
symbolic langnage of the Cdntico are the conditions which open up the way for understanding the text. The
genre of the Cdntico must alsc be seen as an element which aids in understanding it, as well as being a
linguistic classification. Furthermore, style bears the author’s unique presencein the text, and the examination
of the use of various linguistic tools in the text is an imporntant part of the analysis of the text. The aporia
present in the text are seen as especially efficaciousin the mediation of meaning.

Interpretation of Juan’'s Cdr:tico must take all these literary factors into consideration. This
is 1o say that the door of entry to understanding Juan's Cdntico includes explanation of these structaral
elements, But we also know that explanation is prompted and affected by an initial understanding of the text.
It is this dialectic of explanation and understanding that makes productive the methodological approachesto
Juan’s Cdntico which were outlined in Chapter One. Understanding of a text can be developed methodically
or analytically. These various approaches all make significant contributions to the meaning of the text within
the dialectic of explanation and understanding. A hermeneutical understanding of Juan’s Céntice is achicved
when the text is brought back into discourse, that is, into the living reality of a human life. The exegetical
moment provides only part of the dynamic operative in understanding the Cdntico. However, cxegesis is
necessary, and it is to a preliminary and general exegesis of the Cdntico we now tumn 10 help open up more

questions when Juan’s Cdntico is placed within a hermeneutical framework.



CHAPTER FIVE

MIMESIS, AND THE TEXT OF THE CANTICO

1. Introduction

The previous chapter emphasized that the literary analysis of a poetic text is, in large »art,
a key to understanding the text. This is true since it is the sense of the text, available through various literary
analyses of the text, which mediates meaning. I suggested in an introductory way that the literary genre, also
part of the sense of a text, is an important indication of its meaning. Genre forges meaning into a literary
form and hence insists that a specific meaning is linked to a specific form. Genre is the specific configuration
of sensc which opens up a specific type of reference. It is in the context of genre that sense is produced.
Therefore, different text genres significantly impact the construction of the world-of-the-text. My focus in
this chapter will be a more detailed examination of the literary genre of the Cdntico as well as the impact of
the structure of the Cdntico on its meaning. An examination of the genre of the Cdntico will stress the
primacy of the poem itself in a hermeneutical interpretation. An examination of the structure of the Cantico
will show that each of the Cénticos is, to a certain extent, a unique work. Each Zdntico contributes toward
the mediation of meaning in a different way.

A complete structural analysis of the Cdntico is beyond the scope of this dissertation.' In
order to situate the Cdntico within a hermeneutical framework, an analysis of structure will be confined to one
aspect only, that is, the dramatic structure of the Cdntico. If metaphorical redescription is crucial to the
projection of the world-of-the-text and is contingent on dramatic structure, then a change in dramatic structure
will support the thesis that each Cdntico projects a different world-of-the-text. If the dramatic structure of
each of the Cénticos is different, the peed for a more complete structural analysis in a hermeneutical
interpretation will be indicated. Such an analysis would be helpful if an actual interpretation of the Cdntico
were undcrtaken. Let us turn to the first item of importance in the examination of the configuration of the

1 The basis and oriestation of such an analysis eould be found in one of Ricoeur’s foundational discussions on genre and structurs in RICOEUR,

*Biblical Hermeneutics,” 29-148. See especially the section on "Nurrative Form,” Ibid., 37-73. For a more extensive discussiou an the stage which
structuralism plays in Ricocur's theery of inlerpretation se¢ RICOEUR, *The Model of the Text: Meaningful Action Considered as a Text,* 164-167.
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Céntico, its literary genre.

2. The Literary Genre of the Cdntico

The rote of literary genre in interpretation is not held to be important by all sanjuanist
scholars. Some scholars see it as important, but do not give it a significant role in the interpretation of the
poem. I will, therefore, review various positinns conceming literary genre in sanjuanist scholarship, and
describe its importance from a hermeneutical perspective before describing the genre of the Centico.

The indication that literary form is merely incidental and doe¢s not directly impact the
meaning of Juan’s work is held by one of the preminent sanjuanist scholars, E. Allison Peers. Reflecting on
the qualities of Juan’s literary work he says:

His style reflects his thought, but it reflects the style of no school and of no other writer
whatsoever. This is natural enough, for thought and feeling were always uppermost in the
Saint; style and language take a place entirely subordinate to them. Never did he sacrifice
any idea to artistic combinations of words; never blur over any delicate shade of thought to
enhance some rhythmic cadence of musical prose. Literary form (to use a figure which he
himself might have coined) is only present at all in his works in the sense in which the
industrious and deferential servant is present in the ducal apartin-si, for the purpose of
rendering faithful service to his lord and master. This subordination of style to content in
the Saint’s work is one of its most eminent qualities. He is a great writer, but not a great
stylist. The strength and robustness of his intellect everywhere predominate.?
In this statement of Peers we see that the role of literary form, or to use our term, genre, is given a very
secondary role in the configuration of Juan’s poetry. The "artistic combination of words," shaped by literary

genre and structure, does not appear to be recognized by Peers as the very vehicle by which meaning is

mediated,

? PEERS, The Complets Works of St. John of the Cross, xxxv. The suggestion that Juan's work does nat p=flect the style of uny sckaol or thought
whatsover must also be called into question. My prescntation on Juan's rootedness in the literary resaurces available in his day us well ua the weatern
mystical tradition show that this is not trite, Sec Chapter Three, ‘This question 15 also dealt with in the anslysis of the literary genre of the Céntlco
below.
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Eulogio Pacho, though stressing the importance of genre’, appears to give, at best, an
ambiguous evaluation of its place in the mediation of meaning and its role in interpretation.® For example,
the dialogical form of the Céntico is not given any importance in Pacho’s interpretation. Although this form
is unique among Juan's three major poems, for Pacho it does not merit any particular attention, nor does it
pose any problems of any significance.’ He says that this form of the Cdntico is solamente externa cobertura
{only external covering).® In the end, according to Pacho, to interpret the Cdntico is to understand the
“authentic declaration” on it. The "authentic declaration” refers to Juan's commentary on the Cédntico.” Pacho
says that when we speak of literary genre with respect to the Cdntico, our main point of reference is the
commentary, not the poem. Pacho’s very helpful work on the genre of the poem, as we will see below, is
limited to the "classification approach” to genre. As a result, Pacho does not link genre with a particular
function in the production of new meaning.®

Cristobol Cuevas, another leading literary commentator on Juan de la Cruz, has a similarly

Y “Teniendo presents el indiscuse principio excgético de que ¢l sen‘ido y la verdadera doctring se determinan segin el género literario y Laintencién
del escritor, se comprende [0 necesidad de fijar la peculiaridad expresiva de cada obra. ... La clasificacién literaria no s més que un primer paso para
adentrarse cn la exégesis de los textos.” Eulogio PACHO, *La estructura literaria del «Cinlico espiritual»,” Ef Mente Canmelo 68 (1960), 388,

4 Even though, in the end, Pacha’s position remains ambiguous, at times ke comes close to affirming the role of literary genre in its capacity to
medinte meaning. "La interpretacion genvina, profunda, total, de una obra es olgo asf como su recreacién, o reproduccién por el lector. Tanto miis
exactn serd, cuanto mayor sea fa compenetracién entre autor ¢ intérprete.* PACHD, "La estructurn literaria del < Cintico espiritual »,* 385, However,
in this reference he adapts somewhat the Remuanticist perspeetive that the text is the vehicle of communication between the author and the reader, As
we will see in the other references cited, Pacho does not affirm the value of the poetic form of the Céntice in itsclfl

% rCon [recuencin desoparece ¢! cscritor tras los personajes que cxponen sus afectos propios en forma de conversacidn, en apartes y mandlogos
en que e] atma (de! Santo) descubre sus intimas sentimientos. Pero ¢l didlogo como tal, y precisamente por ser una categoria estilistica mixta, participa
de muchas formas e invade lodos los géncros literarios. En orden a la exégesis del Cdntico no merece atencibn particular ni ofrece dificultades
importantes.” PACHO, Vértice, 109. However, Pacho appears to contradict this position a litle bit carlier when he says: "En ¢l Cdntico —cl que
fos interesa por ahota directamente-— advertimas inmediatamente natas especificas que determinan su fisonomia peculiar: &5 una composicién muche
mas extensa que todas las demis; ofrece In particularidad de la forma disfogada.” Ibid., 0.

¢ Pacho thus states thet the form or dynamic of the poem which results in its literary genre and structure has little to do with the meaning of the
Céntico: *Quicre decir que Ip jorma literarin es solamente externa cabertura, Los profanos amores de [a égloga y del idilio sc toman amores divines.”
PACHO, Virice, 1.

? ~Interpretar ¢l Cdnrico espiritual significa, en Gltima instancia, entender esa <tdeclnracisn auténticas hecha por el Santo para uso de las almas.
La determinacién del género literario en funcidn de exégesis se refiere principalmente al comentario, © o} comentario y poesia en cuanto designan un
todo compleje, tal como entendernos 1a obra al llamarka sin determinaciones ulteriores < Cintico espiritual . ... No pretende admirar con creaciones
artisticas, sino ensefiar ¢l camino del espirity a las almas necesitados de luz y gufa. Fin ¥ elementos literarios estin subordinados en ¢l Cdntico ala
intencion didfctica del maestro que suplanta al poeta,” PACHO, Vinice, 107,

1 However, this is not entirely true, since Pacho does come very close to affirming this more dynamie role for literary genre. Again, Pacho's
ambiguous stance surfaces here: "Respecto ol autor, o artista, ¢l género literario existe y pervive como una institucién, o como una estructura
preexistents, que s¢ le presenta como pesibilidad, sino ve obligado a seguirla, o esté en grado de crear una nueva. Para ] lector, género literario
significa tn punto de referencia ideal en que puede estaklecer contacto con el autor.” PACHO, "La estructura literaria del « Cintico espirituai " 389,
In the end, however, he continues 1o see it a3 a classification that establishes contact with the author, not the textual production of new meaning.
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ambiguous attitude toward the literary genre of Juan’s Cdntico. He, likewise, affirms the importance of
literary genre.® However, he sees the commentary and the poem together as constituting a singular literary
genre which he describes as a "hybrid."'® The poem, he says, is the "emotional moment” while the

commentary is the "conceptual moment." The poem and the commentary thus form a single system of thought

which is a continuum de intuiciones emocionadas. Cuevas does not go any further than this to describe the
genre of the Cantico (the poem-commentary seen as a single unit) as a gloxa-tratado.'" Even though he
emphasizes the importance of literary genre I would question his sensitivity to the unique role the genre of
the poem plays in the mediation of meaning and his appreciation of the unique genre of the commentary.
Genre appears to be at the service of relating complex messages. This approach on the part of Cuevas causcs
him later to describe Cdntico .4 simply as "mystical emotion" and Cdntico B as the basis for Juan’s mature

nll

"doctrinal explanation."* The genre questivn therefore also impacts and probes both our understanding of
the relationship between Cdntice 4 and Cdntico B and our appreciation of the function of the Cdntico as a
production of meaning within the confines of its own linguistic form.

Since Ricoeur’s theoretical framework emphasizesthe importance of genre in a hermenentical

reading of a text and since there is a diversity of evaluations of genre by different sanjuanist scholars, my

® *No podremos pues, entender con precisién la obra literaria de nuestro escritor sin averiguar el género Jus cligié para ella, ¥ lo que de é] pensabu
obtener con vistas a sus propasitos comunicativos.” Cristdbol CUEVAS, "Estudio literarie,” in Introduccitn a la lectura de Son Juun de la Cruz, ed.
A. Garcia Simbn, 148,

¥ Cuevas underlines the impertance of literary genre and its importance in sanjuanist research. However, in the end he appears to dizmiss the
importance of genre in the production of meaning when he sayn: "Un género lilerario no es 3ino un sistema de signos capaz de transmitic mensajes
complejos.” CUEVAS , "Estudio literoric," 148. This evaluation seems to be reinfareed since from here he goes on to combine the peem and the
commentary into a single literary *hybrid": “La obra sanjuanista se configura en su totalidad como una cancién en la que los materiales lingtistico-
literarios se usan en tanto que signos cfjcaces de un mensyje ideolégico que, surgido de experiencias emocionales, pretende arrcbatar también a fox
lectores. ... San Juan de Ja Cruz, eon su formacidn humanistica, sabe que €] vehiculo adecusdo parn <racionalizar lo cordial» es la prosa, mientras
el verso hace perdurable la vivencia intuitive. De ahi que, por lo dindmica mistna de los hechos, se vea abocado a un génere literurio mixto: la
«glosas doctrinal contaminada con las caracteristicas del «ttrotado». Y asi, olvidando la pureza de los géneros tradicionales, no sélo resucits una
de las formas didéeticas mas cultivadas en la Edad Media, sino que, n actitud prebarroca, combing dos formas expresivas apuestas pura deducir wn
sistema de pensamiento a partir de un coatinutm de intuiciones emocionadas. ., Dentro de esta estructurn Afdrido, ¢l verso representa ¢l momento
emotivo, configurdndose como intuicidn mistica existencial, casi siempre en clave simbdlica.” [bid,, 150-151. (emphasis mine)

L CUEVAS, "Estudio literario,” 164,

2 *No todos sus poemas tenian para ¢1 [Juan) la misma capacidad de signo. La prueba la tenemos en la reclaboracién a que sometié <l primitivo
Cantico espiritual para hacerlo vehicule apto de exposicién doctrinal y parenética, Nos parece que este heeho ha de ser considerado como un sintoma
decisivo de ln conviceién sanjuanista de que una cosa es el verso lirico de simple emocidn mistice [CA} --opte par <l desahoge personal o la
comunicacion de apasionadas vivencias--y otra [CB] el poema que hr de servir de base a une explicacién doctrinal.” CUEVAS, "Estudie Literario,”
154. (emphasis mine) Elsewhere Cuevas thus describes Cdntico B as the "definitive” poem, since it represents the mauturity of his thought: "De esa
manera, ¥ con las alteracicnes estructurales de todos conocidas, el poema definitivo de cuarenta estrofas [CB] queda terminado al cabo de nada menos
que ocho aflos de reflexiva maduracién.” Cristébol CUEVAS, *Lapoesin de san Juan de Ja Cruz* in Introduceibn a la lectura de San Juan de la Cruz.
¢d, A, Gareia Simén, 288.

p
—
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purpose here is to establish the role of genre as an important and significant part of a hermeneutical
interpretation of Juan’s Céntico,

Why is sensitivity to the genre question of the poem, as a poem, so important in
hermeneutics? It is important since a hermeneutical reading of Juan’s Cdntico sees genre research as an
attempt not only to "look back" and classify the text, but also to recognize genre as a form for the production
of mecaning which, by its very nature, "looks to the future." How one approaches genre, whether as a
classification tool or as a form for the production of meaning, will thus determine the importance genre plays
in the mediation of meaning. For example, is genre merely a function of the author’s style, content of the
work, its structure, metre, or the various themes within?'? Wellek and Warren suggest that every culture has
its own preferred genres and approach to genre, whatever established definition of genre one is working out
of. " Aristotle, on the other hand, limits the number of genres to three: tragedy, comedy and epic. Northrop

Frye, in his Anatomy of Criticism, suggests that it is because a specific genre is recognized by the reader that

readers know how to read them in a particular way. In Anatomv of Criticism Frye examines several specific

literary genres which can be recognized by the reader.”” Whatever the approach to the number of possible
geriws, a hermeneutic approach focuses on the second approach I have cited above, that is, genre as a means
by which meaning is shaped into a literary form and which works toward establishing communication between

the reader and the text. It is this approach to genre which is important for a hermeneutical interpretation of

Y An historical sketch of the theory of literary genres is presented in Delfin LEOCADIO GARASA, Los Géneros literarios, 2nd edition, (Buenes Aires:
Editorial Columbin, 1971), Garasa autlines the complexity of the problem of literary genre and surveys various perspectives in the development of the theory
and classification of texts with respect to literury genre. He makes the point that the specific criteria used for classification of genres in a partictlar context
must be clear. He concludes: "Lo que imports, en Gitima instancin, ¢s saber en qué sentido se utilizo en cada caso: si nos referimos a convenciones o
categorias, caraclerizadas por rasgos generales que permiten agrupar las obras literarias con diversos criterios ... o si nos referimos a formas de contomos
mds circunseritos, que sc imponen & la materia configurindoln ¢ modeifndola segin pautas més o menos precisas,” Ibid., 20-30. Adrian Marino also reflects
the complexity of the problem in his article *A Definition of Literary Genres." Marino concludes: “The major, essential genre of the creative selfis therefore
by definition the poiy-genre. This conclusion rejects the whole traditional theery of literary genres., Nevertheless, in its intemal or historical develepment
the unity and the eategorial solidarity of literature does not exclude maments of instability and unbalance, expressed by strong nccents in one field or another,
The conclusion is that literary genres have only a transient, fragmentary, and hicrarchical existence,” Adrian MARINO, "A Definition of Literary Genres,”
in Theories of Literarv Genre, ed. Joscph P. Strelka (University Park: Pennsylvania State University Press, 1978), 49, [n the conlext of Ricocur's theory
one might take cxeeption to 8 comment made by Johannes A. Huisman: *As for the leck of interest shown by recent scholarship, we must note that neither
the method of history of ideas nor that of hermeneutic interpretation has much need for genre theory,” Johannes A, HUISMAN, "Generative Classification
in Medieval Literature,” in Theories of Literary Genre, ed. Joseph P. Streika, 124,

 René WELLEK and Austin Warrer, Theorv of Interpretation, 3rd edition, (San Diego: Harcourt, Brace, Jovanich, 1977), 225. See the entire chapler
entitled, "Literary Genres,” 226.237, See Ibid,, 23] concerning what criteria might be used to judge genre.

" Northrop FRYE, "Rhctorical Criticism: Theory of Genres,” In Anatomy of Criticism: Four Essavs, (Princeton: Princeton University Press, 1971),
243-337.
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Juan’s Cantico.

Ricoeur summarizes for us several reasons why the determination of the genre of a work is
important as a form for the production of meaning in the dialectic of communication between the text and the
reader.

Literary genres fulfill several functions as concemns communication: first, they provide a
common ground of understanding and of interpretation, thanks to the contrast between the
traditional character of the "genre" and the novelty of the message. Second, they preserve
the message from distortion, thanks to the autonomy of the form as regards speaker and
hearer. ... Third, the "form" secures the survival of the meaning after the disappearanceof
its Sitz im Leben and in a way that starts the process of "decontextualization" which opens
the message to fresh reinterpretation according to the contexts of discourse and of life. In
this sense the "form" not only establishes communication, thanks to its commmon character,
but it preserves the message from distortion thanks to the cireumspection which it imposes
upon the work of art, and it opens it to the history of its interpretation.'®
Genre is, therefore, not only a means of classification of the Cantico, but it is also a
determination of the nature of the Cdntico’s capacity for the production of new mecaning.!” Determination
of the genre of the Cdntico is important because what is written is qualified and mediated by the specific mode
of discourse operative in a text. This is to say, "the medium is the message." What a poem can "do" is
determined by its form, Genre structures the Cdntico and directs it toward a particular reference, Genres arc
thus "conventional patierns of formulation" which are distinguished according to their function in the process
of communication.'
However, "genres in the strict sense are never capablc of being identicaily realized. They
are capable of merely showing certain common characteristics as they are realized, which are connected with

the exemplarity of their communicative function,"'* Therefore, text genres never appear in a pure form. Let

us recall at this point the dialectic of sedimentation and innovation which was discussed in the last chapter,

5 RICCEUR, "Biblicol Hermeneutics," 71,

7 *In the same way as the function of grammar is to preserve the grammaticality of discourse ond on that basis to insure the communication by
guiding the semantic interpretation of the message, so is it the function of literary getires to provide rules for enceding and decoding o message produccd
as n poem, a narrative, or an essay.” RICOEUR, "Biblical Hermeneutics," 69-70.

T Wemer G. JEANROND, Text and Interpretation as Categories of Theslogical Thinking, (New York: Crossroad, 1988), 97,

¥ JEANROND, Text, 98, Jeanrond goes on to give a simple yet clear example which demanstrates his point: "For example, 'a newspuper-advertisement.
spot’ can be identified as text genre to the extent that slogans can be continually published in newspapers which have in common the communicative funclion
‘to persuade the reader 10 buy a product.” Ibid, 8.
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According to Ricoeur genrc plays a role between sedimentation and innovation. The sedimented genre
undergoes innovation in the configuring process which brings a uniqueness to both form and content. Juan
exhibits a particular style within the genre medium which is personal to the Cdntico.™ It is the style of the
Céntico which individuates the text, putting an original stamp on it.** But this originality is never completely
dissociated from the conditicned norms of the genre form. Therefore, the circumstances of distanciation on
the part of the reader of the Cdntico are, to some extent, "compensated for by text genres. For these offer the
reader a semantic framework ... grounded in conventions and thus predictable. This framework consists in
the exemplification of the major communicative function of a text (for example, political information, act of
prayer, love song)."** Genre thus awakens and prompts certain expectations from the text on the part of the
~zader of the Cdntico which are productive of meaning.

These expectations may be multiple according to the hicrarchy of functions served by the
text. "Such functions are; informative, meditative, aesthetic, docurnentary, confessional, entertaining, didactic,
etc. ... In the case of literary text genres the aesthetic function stands in the foreground and locates the other
text functions relative to the central one."™ Since, in Ricoeur’s text theory, all texts interpret and mediate

reality, weneedto direct our attentionto the specificfunction of Juan's Cdntico through our reflectionon genre™

¥ Damaso Alonso witnesses to the originality of Juan's work in his extensive work on the style and artistic merit of Juan's poetry: "San juan de [a Cruz
na vacila, pues, en usar alguna vez los artificios estilisticos que le ofrecia la tradicién literario. Pero en &l no resultan nunca férmulas exteriores, friamente
sobrepuestas, sino que le sirven de atinados, intuitivos refucrzes de la expresién afectiva o del desarrollo eonceptual.” ALONSO, La Paesia de san Juan de
la Cruz. 171. For o more extensive description of Juan's literary style and technigques see Ibid,, 165-194.

3 *Estilo es todo lo que individualiza a un ente literario: a una obra, o un escritor, a una época, auna literatura, El estilo es el dnico objeto de [n critica
liternein®  ALONSO, La Pocsin de san Juan de la Cruz, 157,

# JEANROND, Text 98. Jeanrond goes on 1o signal the importance of even the title of o text which may provide important clues concemning the
function and genre of the text. Ibid., 8. We arc thus alerted to the importance of the title of a work and its contribution toward its overall understanding.
Since the title of the Cdntice, for the most part, has not been a part of the presentation of the published poem since 1630 I will address this question below
in Chapter Scven.

¥ JEANROND, Text, 100.

3 As we have already scen the conecpt of literary genre is not nlways easy to define nnd is epproached in different ways, Eric Donald Hirsch makes
this point. He states: *Literary cnitics when discussing genre have tended to fall into two cemos, which for simplicity can be called the Aristotelean and
the Crocenn. Aristoteleans have held that genres are limited in number (whether by cenvention or the nature of things or a combination of both). Croceans
have held that genres are fictitious entities that arbilrarily break up the infinite continuum of zxptessions, ¢ach expression being potentially sui generis.” Eric
Donald HIRSCH, The Aims of Interpretation, (Chicego: University of Chicago Press, 1976), 67-68. This situation is also reflected in the comments of René
Wellek and Austin Warren: "That genres are distinct--and also should be kept distinct--is a general article of Neo-Classical faith. But if we look to Neo-
Clussical criticism for definition of genre or method of distinguishing of genre from genre, we find little consistency or even awareness of the need for o
rutionale,” WELLEK, Theory of Interpretation, 219. Later on they are a little mere emphatic in what they mean by genre: *Theory of genresisa principle
of order: it classifie . :-~. ' »nd literary history not by time or place {period or national language) but by specifically literary types of organization or
strueture,” Ibid., 226, However, Ricoeur critiques Wellek's and Warrren's classification approach” to literacy genre in the following way: *Renc Welleck
and Austin Warren have great difficulty in finding the proper place for the notion of fiterary genre in their theoretical framework (Which follows more or
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In summary, then, Ricoeur tells us that the construction of the meaning of the text is assisted
by this delineation of genre.® The naming of genre is a part of the dialectic of cxplanation and
understanding which aids toward construing the meaning of the text as a whole.™ Our intcrest in genre is
therefore based on the following affirmation: genre points the reader in a particular direction concemning the
meaning of a text and is itself a judgement about its meaning,

Having reviewed the contribution genre makes toward meaning, let us now locate the genre
of the Cdntico within the classical genres in use during Juan's time. What we are concerned with here is
locating the genre of the Cdntice within the genre categories established by text genre theory. Research from
two key sanjuanist scholars will help us in this regard.

To explore the literary genre of the Céntico I will summarize the findings of Eulogio Pache,
the contemporary leading expert on the text of Juan's Cdntice.™ 1 will also refer to an carlier work by

Damaso Alonso. Alonso’s Poesia de San Juan de la Cruz (1942) is still one of the most extensive analyscs

of the literary origins of Juan's poetry. In their presentations of the litcrary genre of the Cdntico both of these
scholars refer to its structure and type. Structure in this case refers to the metric pattem and type refers to
the classification of the poem within the popular categories of literature in Juan’s day. 1 will use both these
criteria to classify the genre of the Cénrico in the context of this dissertation.

According to Pacho, Juan’s poetry can be divided into three central categories of literature:

1. cancidnes (estancias, liras, or liricos); 2. coplas; and 3. romances. The Céntico belongs to the first group,

less Ingarden's theory of the literary wark), The difficulty stems from an impreper concept of what a literary genre is. [Lis not o cluzs in u taxinomy, it
is not a means of classification, but a means of proeducton.” RICOEUR, *Biblical Hermeneutics,” 69,

¥ «As ay individual it con only be reached by a process of narrowing the scope of generie concepla conceming the literary genre, the cliss ol text to
which this text belongs, the structures of different kinds that intersect in this text. The localization and the individualization of this uniquc text 13 still o
guess.” RICOEUR, "The Model of the Text: Meaningful Action Considered as a Text,” £58.

¥ “The reconsiruction of the text a3 a whole necessarily has a circular character, in the sense that the presuppasition of a certain kind of whole
is fmplied in the recognition of the parts. And reciprocally, it is in construing the details that we conatrue the whole,” RICOEUR, Interpretution Theory,
158, It is here that Ricocur makes nnather point which I have discusscd, that is, because of this construction of the text at the level of explanation, no
part of the text can be scen to be mare impartant than another part. Ricocur says: "There is ne neceasity and no evidence conceming what is important
and what is unimportant, what is essential and what is unessential.” Ibid., 158,

# PACHO, Vértice, $8-97, Although Pacho discusses literary genre and style at length in the forementioned feference, in a later publication he mukes
the following statement concerning the inability to pinpoint the literary genre of Jusn's werk: “Su talante y su tolento logran adoptaciones ungulurisimauy
en biisqueda de formas expresivas eficaces. De ahi que los géneros sanjuanistas resulten extrafios, excepeionales, hibridos y casi inclusificobles” PACHO,
*Lenguaje y mensgje,” 55,
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that is, canciénes.” In Juan's day canciéne referred to a broad spectrum of poetic writings, almost like the
way we refer to a "poem" today.” Within this broad categorization the Cdntico is described as a
hendccasyllabic lira poem.® This form of verse had been newly introduced into Spain during Juan's time
and made popular by the famous "secular” poet Garcilaso de 1a Vega. Garcilaso was born in Toledo; however,
due to political banishment, he spent some time in Naples where he encountered various Italian and Latin
poets. Jones explains how the name "lira" is associated with Garcilaso: "Some time during his Neapolitan
period Garcilaso composed his Cdncién V, 'Oda a 1a flor de Gnido', a plea on behalf of his friend Mario
Galeota addressed to Dofia Violante Sanseverino. ... Apart from its instrinsic poetic merits it has a further
historical importance in thai it introduced into Spanish the stanza-form in which Luis de Leén and St John
of the Cross were to write some of their best poetry, and gave the stanza a name, /ira, taken from the last
word of the ode’s first line: 'Se de mi baja lira',"* The lira was also adopted by another renowned poet
Fray Luis de Ledn. Tavard summarizes the structure of the hendecasyllabiclira form and comments on the
effect of this arrangement:

Adoption of the stanza cailed a lira, presumably inspired by the fifth canto, Flor de Gnido,
of Garcilaso, ascribed strict formal boundaries within which the author had to function. The

stanzas in question have five verses and two rthymes: the first one connects the first verse
and the third; the second one is common to the remaining three verses. Thus the entire

B pACHO, Véntice, §9.

P * ¢Concion» no indica un tipo dnica de poesia, cortado segin el limitado patrén propuesto hoy en nuestras modemas preceplivas a esa forma
especificn de poesia lirica. San Juan de la Cruz usa la palabra en el sentido que se dio a la canzone italiana implantada en Espafia por la corriente
petrarquista.” PACHO, Vértice, 89,

0 Damnsa Alonso discusses whether Juan de la Cruz encountered this form of poetry through Fray Luis while at the University of Salamanca since
traditionul castilian poetry was written in octosyllabic metre. Whether Juan de la Cruz read Garcilaso directly or encountered the style through Fray Luis
or through Cordoba’s book (cited in footnote number 36) is open for discussion. Sez ALONSO, La Poesia de san Juan de la Cruz, 29-46. Fer example,
Alonso suggests as one passibility the following sequence: "La lira, estrefa pagena de Gareilaso, se espiritualiza en fray Luis, 3¢ diviniza en San Juan de
la Cruz.* bid., 31, Latter he concludes more definitively: "Hay en la abrn del Santo elementos que vienen directamente, unos, de Garcilase; otres de
Sebuostian de Cérdoba; otros, en fin, que proceden probublemente sélo de este dltimo ... San Juan de la Cruz deyé a Garcilaso; leyé también su refundicion
por Cérdoba”  fbid,, §3. Allison Peers scems to leave the question apen:  *That St John of the Cross, conscicusly or unconsciously, echoes Boscin,
Garcilaso and Scbastidn de Cordoba I am convinced: the parallels alleged, though no cne of them s individually conclusive, are in the sum total far too
aumerous ta be disregarded. But the reminiscences might quite well be the result of impressions formed by reading these suthors in boyhoed ... . To believe,
with Baruzi, that the Saint 'made a technical study of Garcilaso’ weuld surely be highly untrue to his character. PEERS, St. John of the Cross and other
Lectures and Addresses, 37, Perhaps Juan did not read Garcilaso dir.ctly, however, since there was opposition to this new form of verse introduced by
Garcilaso, we can at least conclude thot Juan made a very conszioue Jecision to adopt the lyra. Jones recards for us this opposition fo the form which Juan
used for the Cdntico: "However, though the new Rtalianate style gained ground very rapidly, it was not accepted immediately by all. Many remained attached
to the older Castilian metres and the styles associnted with them, either for nationalistic regsons or because they genuinely regretted the loss of the peculiar
poctic experience which the older poetry offered. JONES, The Golden Age, 47.

' Roysten 0. JONES, The Golden Are: Prose and Poetrv 11 The Sixteenth end Seventeenth Centuries, A Literary History of Spain (Lendon: E, Benn,
1971), 36. For a more extensive history of the origins of the lira see Damaso ALONSO, *Sobre los origenes de la lirn," in Poesio Espafiotn: Ensavo de
metodos v limites estilisticos. 2nd edition, Biblioteca Romanica Hispanica IL  Estudios y Ensayos (Madrid: Editorial Gredos, 1952), 611-618.
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poem follows a double rhythm, related on the one hand to syllabiclength - abaad -
on the other to thyme -- g b ab b.®

The periodic recurrence of the syllabic thythm within that of the rhymes conveys to the
whole poem the appearance of light dancing. Far from being an orgiastic dance modeled
on the bacchanals of Dionysian mysticism, this dance is strictly controlled. Enthusiasm is
held in check by the evanescence of the thymes. These are chiefly feminine, ending in a
vowel: they open the soul at the sound of its words, yet with a certain monotony, since the
Spanish language, which has few words ending in u, forces the poet constantly to fall back
on the three basic vowels, a, e, 0. As (o the masculine thymes, closed on a consonant, they
end with s (mostly plural nouns, with some verbs in the second person singular), interspersed
with a few #’s (verbs in the third person plural). In this way the simplicity of rhymes puts
the brakes on the rich flow of words, as the double rhythm of the verses introduces a
dancing motion into the music of the discourse.™

The Cdntico is also described as an égloga (eclogue), that is, a poetic pastoral dialogue in
the same style as that of Garcilaso.** Thus, the literary genre of the Cdntico is described by Pacho as a

pastoral love poem a lo divino, that is, a human love poem which is stighily modified by a subsequent writer

to reflect the love relationship between God and humanity. The term "pastoral” refers to the bucolic setting
of the poem, that is, the rustic world of nature, shepherds, rivers, countryside, and so on. In the casc of the
Cintico the "profane" dialogue of the Lover and the Beloved is taken to be an analogy of the "divine" dialogue
between the human soul and God.* This practice of taking the images of profane literature and transforming

them a lo divine was a common one during Juan's time.** Jones describes the growth of this movemant

 TAVARD, Poctrv and Contemplation, 41,
¥ TAVARD, Po:try and Contemplation, 4142,

¥ El Cdntico cs un requictro amotoso, una versién a lo divino de los amoers pastoriles morosamente descritos en lus mejores églogas o idilics de la
edad dorada de nuestras letras." PACHO, Vértice, 90, On this paint sce also ALONSO, La Poesia de san Juan de la Cruz, 63. Jorge Guillén, in his chapter
devoted essentially te Juan de fa Cruz refers to the Cdntico in this way, calling it os welt a *Canticle-eclogue.” A little later he refens to it os an
"epithalamium.” Jorge GUILLEN, *The Ineffable Language of Mysticism: San Juan dela Cruz," in Languaee and Pactry: Same Poets of Span, (Combridge,
Mass., Harvard University Press, 1961), §4, §8. Scc also Marciol JOSE BAYD, "Aspecto lirico de San Juan de la Cruz,* Revista de Espintualidud 1 (1941.
42), 300-308, especially pages 301-302 conceming the possible influence of Garcilaso on Juan de la Cruz.

* Jerdnimo de Szn José describes it thus: "El ssunto es (como queda dicho) un intimo caloquio del elma con Dies, dande se represcntan las
comespondencias amorosas entre ambos." JERGNIMO DE SAN JOSE [EZQUERRA], Historia del venerable padre Fr. Juan de In Cruz. 276, quated in
PACHO, Vértice, 51.

¥ For support attesting to the influence of this practice on Juan's Cdntico see: Pacho, Vértice, 90, Carlos Daminguez wrote a doctoral dissertation on
the sixteenth century practice of contrafactum in relationship to Juan's use of pacmas a la divino: Carlos DOMINGUEZ, Contrafactum as Allegory: The
Relicious Recasting in Sixteenth Centurv Italv and Spain. From Girolamo Malpiero to San Juan de la Cruz, Ph.D. Thesis, Stunford University, 1943,
Dominguez describes the use and purpose of contrafactum in relationship to the a [o divine practice in this way: *The reductive tendency of the contrafuctum
mostly operates at the referential level, forcing the ambiguous and suggestive sccular referent to be brought down to a graspable reality, As a result the
contrafactors turn pelysemic texts into monosemic entities, It is their means of extracting the 'germane sense’ from secular lyric poems.-purging, says
Malipiero, *da ogni veleno antico i leggiardi sonetti del Thosco pocta’ It is their way of hindering longuage from signifying more than the Extablishment
permits, Because of their polemic configuration, these recastings behave like 'pentimenti,’ allowing the original psem to come to the surfoce in the purged
text, San Juan's poemas a lo divine, an the other hand, resemble a palimpsest, successfully cffacing the criginal--at least 1o the extent that a pectic ign can
¢fface its own diachreny. Having his gaze fixed wpon the Other-world, he perceives secularity as a void..an ever-cmpty receplacte that lives wn hope of what
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during Juan’s lifetime:

Tk.. Counter-Reformation accentuated a phenomenon which before the end of the fifteenth
century bad little impertancze in Spain (though much in certain other countries): religious
parody, or the rewriting of profane literature in religious terms. ... The practice grew in
the sixteenth century, reaching its climax in the later years or the century and the beginning
of the next. The movement petered cut towards 1625, In that time countless poems were
recast, or contrahechos a lo divino, as the phrase went. Contrafacta were made of all kinds
of poetry; though villancicos, romances, and other traditional forins predominated since these
were sung and music played a crucial part in the movement. Almost all contrafacta, indeed,
were composed to be sung to popular tunes.”’

Alonso situates the Cdntico within popular cancioneros cortesanos.* These were coilections

of popular poems and leve: ballads from the countryside of Castilla.*® We tiws discover that Juan adopted

farms for his poctic expression that would have been well known during his day. The Cdntico reflects a

is 1o come, making the friction between the two realms imelevant” Ibid, 3. See also ALONSO, La Poesia de san tuan de In Cruz, 47 {T on the praclice
of a lo divino, and Tbid., 115-116. Alonse cites as an example Sebastian de Cordoba's 1575 “religious” publication of the work of bwo "secular® poets:
Boscin y Garcilaso. Ibid,, 47. Jorgé Guillén, however, stresses the purely human reference of Juan's three maojor poems: Neche oscura, Llama du amar
viva, md Céntice espiritual: “We know that San Juan de la Cruz coneeived these poems in accordance with a Biblical tradition (the supreme celogue of
the Song of Songs) and the Graeco-Latin-Jtalian tradition flowering in the eclogues of Garcilaso de la Vega, who was the point of departure for all Spanish
poetry of the sixteenth century, These various reminiscences having been fused in San Juan's ‘integrating lyricism,’ we find here three magniticent expressions
of human lave, love in absence and in presence, in anxicty and in fulfillment. The pocms, when they are rend a1 poems--and that is what they ure--signily
nothing but love, the intoxication of love, and their terms of reference are invariably human, No other ‘poctic’ hotizon ia pereeplible.” GUILLEN, Language
and Poctrv, 89,

7 JONES, The Golden Age, B7, See also, B.W, WARDROPPER, Historia de la poesia firica a lo divine en la Cristisndad occidental, (Madrid: 1958),
quoted in hid., 89. However, Anselmo Donazar is of the opinion that this transformation of poems ulo divina had little to do with Juun's poctry: “Segin
la que vengo diciendo, la poesia del Santo ... nada tine que ver con lo que, en la historia de la literatura, se llaman las ‘versiones a lo divino'. Al fijarse
en la ralz sacramental del zmor, el poeta mistico ha quitado al género el aire de los velas. La obrn clasica de W, Wardrepper "Historia de [n poeafu livica
a lo divino en Ja Cristiandad cecidental’ no sirve agul de poco, pues el auter no considera la raiz mistérica de los poemas de Sun Junn de In Cruz”
DONAZAR, Fray Juzn, 178, Dennzar softens this position somewhat on the following page cxplaining what he means by mysticiam. Sec [bid., 180181,
However, his conclusion in this chapter titled "El Céntico cspiritual y las versiones a lo divino,” (pp. 165-186) leaves little doubt thut he does not make 0
direct connection between Juan's poctry and the a Jo diving movetnent of Juan's doy: "Fray Jusn cntiende y atiende a esas cristuras que cunlan como
goriones; pero sus versas van por otro camino. El no es duefia de su inspiracién.” Tid., 186, The evidence cited by other sanjuanist achalors supports the
influerce of the a lo divino movement on Juan's poetry. Sce my footnote number 36 in this chapter for literature 1o support this point. That Juwn would
have written outside the influence of this extremely popular as well as courtly proctice is unlik:ciy.

M *Hemos visto como una parte de 12 poesia de San Juan de la Cruz --lu caracterizadn por ¢f uso de temas iniciales devarrolindos cn eatrofas y
parcialmente repetidos al fin de cada estrofa came estribillo-- estd profundamente enraizada en la vieja tradicién de Castilla, ya dircctamente sobr I base
popular, sobre la de fos cancicneros cortesanos. ... Despuds del andlisis que hemos hecho, comprendemos que, 3 la andedota es cierw, todo lo mits que la
cancioncilla pudo hacer, seria reavivar en a imaginacin de! cautivo una palabra de la poesia tradicianal y ristica, poesio en la que, como hemos visto, eatabu
profundamentc empopado. Asi e3 como no explicamos que la palabra carilio, procedente de la pastoral ristica --repetida una y olra vez en lus cunciones
populares --¢sté ahi, en los versos endecasilabos, checanda entre las dulzuras de égloga garcilasesca y los hicrotismos provinicntes del Cantar de los Cantares,
que forman e} ambiente extemo ¥ ¢l fondo temético del Cdntico espiritual, compuesto, precisamenie, en paste, durante la prisién toledana,” ALONSG, Lu
Poesin de son Juan de la Cruz, 135-36,

® *E{ alma castellona ¥ tradicional de! poeta de Hontiveros [sic] rezuma también en expresion y se condensa en ambiente, husta en un poema culte come
el Cdntico espiritual, donde ia huella biblica y €l restro garcilusesco son innegables v evidentes, San Juan de la Cruz, que en sus pacsius de temnut iniciul ¥
estribillo, muestra su cargizamiento en la tradicién popular costellana, hos deja ver ambi€n cémo hosta su misma pocsis en endecasflabos le Hegan
emanaciones, temas, vocabularie de ese mismo campo popular, cémo a veces en €l la tradicibn literaria culta y la popular del siglo XV1 e entermezclun
¥ quizd mutsamente 3¢ reinfluyen, eémo, ea fin, una oscura fuerza selectiva pane antes al alcance de lo imaginacidn del poeta los elementos populares y wun
vivos de su Castilla creadora.* ALONSO, La Poesin de san Juan de la Cruz, 143, Allison Peers supports this position in PEERS, Spirit of Flame, 105-106.

% Juan's poetry: “Pertenecen al tpo de romanee aconsonantado, sumamente mondtono, usado desde el siglo XV, y prolongan gires ¥ expresiones de
los vicjos y de las juglarescos,” ALONSO, La Poesls de san Juan de la Cruz, 105. This opinion seems to be in contrudiction to that of Pacho who gives
Juan's werk a certain independence from the Jiterary forms of his day despite the above stated indications. He states: *Nndis como €] ha sabida presentar
las realidades espirituales conabsoluta independencia de formas literaries, prescindiendo de los clfisicos cinones de exposicién,” PACHO, Viénice, 127,
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s.yle of Ialian verse made populer at that time in Spain by such famous poets as Fray Luis de Ledn, Garcilaso
de la Vega, and Sebastian de Cordéba.” From this we know that Juan was thoroughly steeped in his own
pepular, as well as intellectual, tradition.® Both are reflected in the literary genre of the Cantico.”
Therefore, the literary genre of the Cdntico of Juan de la Cruz can be described 2s pastoral hendecasyllabic
Inve poetry. This genre classification coznbines both the literary components of genre categorization as well
as a hint of its prodvetive capacity. 1 will now briefly examine the productive capacity of this form of text
by linking the genre of Juan’s Cdntico with that of the Song of Songs.

If the structure of the Cantico is closely linked with the Song, as | have indicated in Chapter
Four, might the genre of the Cdntico also be linked with the Song in a similiar way? If the Cantico and Song
sharz a similiar genre, then we could expect that the genre of the Song would also be a clue to the productive
capacity of the Cdntico.

In Chapter Three I indicated that the Song was a main symbolic field of reterence for the
Cantico. In Chapter Four I showed how the Céntico was an innovation of the sedimented paradigms of the
Song that resulted in an original work. But the twe texts are both described as "canticles."* In the context
of a hermencutical interpretation of the Cdntico I might ask the following questions: What do canticles do?

Anselmo Donazar remarks mave in the line of Alonse: "San Juan de la Cruz como poeta mistico s un fendmeno de confluencia venturosa. .. Supuesto
que en este hombre actia una densificacién tipiea del proceso idealizadar del amor,” DONAZAR, Fray Juan, 168,

‘U Allison Pecrs generally supports the rescarch of Alonso and praises his work La Poesia de san Juan de o Cruz. At the seme time Peers cautions that
the influence Alonso attributes to Luis de Len, Gareilaso de la Vega, and Sebastidn de Cordoba an Juan de la Cruz may be excessive. PEERS, St. John
of the Cross and Other Lectures and Addresses, 51. However, even if Alonso sees Junn as having beeti influenced by Garcilaso, he also readily adimits that
there it a great difference between the two: *Mas el lenguaje no es sine {con la terminelogia de Suussure) un sistemna de signos expresivos. La alteracidn
de cualquier orden de estas signos trac como consecuencia la profunda modificacidn de todos los valores del sistema. Si llamames habla poética 4 a la de
Gureilaso, ¥ B a o de San Juan de la Cruz, el paso del sistema A al B estd definido por una total subversién del orden de los signos adjetivos: por la enorme
disminucién de ctta serie de valores, por 'a cast desaparicién del adjetivo analitica, por la intensa revalorizacién de los signos adjetivales cu~ <obreviven,
¥ la consiguicnte revitalizacién con valor poético activo de su fu=rza seméntica, por sus movimientos ondulares de enrarecimiento o agrupacia. ALONSO,
La Poesia de san Juan de la Cruz, 193.

4 ‘Mhe study by Allison Peers expresses this well in his general cemments on Juan's poetry: "Ou- great cause for satisfaction must be that he caught
the poctical language of Spain, as it were, ot a moment when with richness of conception and a capacity for imaginative and emotional flight--even for
sustained flight--it combined simplicity, dignity and restraint. And those characteristics of his age are synthesized and carried to 2 most intense degres in
his own poetry. He was, I belicve, a supremely skilful artist endowed in the highest measure with natural ability, [t is by no mere chance that those epithets
of his--notably in the 'Spiritual Canticle'=-are so perfect in themselves and yield so much to the imaginoticn, Either his stanzas were kneaded, puiled to picces
and refashioned again and again in the cel! of kis mind-- ... or he was passessed of the most merveliously inwitive poetic faculty imaginable and develeped
what the Cataian Maraga!l was later to call the art of the 'living word' (paraula viva) to an extenl heretofore unknown. To me the former hypothesis seems
by far the more credible and fully bome out by such admittedly slender external evidence as we have." PEERS, Spirit of Flame. 105,

9 ALONSO, La Poesia de son Juan de lo Cruz, 145

* The primary meaning of canticle is “litde song” and secondarily it refers to a "song, poem, hymn,® Webster’s Third New Internationat Dictionary
of the English Lanpuage Unabrideed, ed. Philip Babcock Gove et al., (Springficld, Mass,: G. & C. Merriam Company, 1981), 325,
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Or, to ask the question in another way, what aspects of reality do canticlesuniquely generate and how do they
do it? A complete tesponse to these questions are bevond the scope of this dissertation. My purpose is simply
to indicate that the Cdntico and the Song are also linked at the level of genre as a form for the production of
meaning. Exploration of how they are linked may provide some indications of the kind of productivity we
may expect of Juan’s Cdntico.

The Song of Songs is often described as Hebrew love poctry,” cven though its oriental
origins are welt documented.”® Since the end of the ninctecnth century it has been recognized as a coliection
of popular wedding or love poems that were sung and have subsequently been joined together into a single
text.’ For example, some segments of the Song are known as wasfs. Wasfs are expressions of mutual love,
often in the form of a sung dialogue, that describe "through a series of images the parts of the male and female
body."® Wasfs were still sung in Palestine as recently as our ovn century.”

Roland Murphy describes the basic characteristicsand purpose of the various love songs {or
poems) which make up the Song:

The technique of the author is to present various scenes or episodes in the intimate life of
his characters. ... the Canticle [Song] is morc an expression of mood than a carefully
constructed theme, There is really no climax in the poem and nene was needed. The
marrige relationship itself was the climax; the author intended only to give it expression.
There is no plot, no conflict, but a series of scenes on an imaginative plane. There is no
question, therefore, of the development in the mutual love of the man and the weman. ...
The pair are as much in love at the beginning as at the end. ... The sentiments [of love]

uttered there are a general philosophy of love and come quite naturally within the scope of
the poum.*®

4 E, Ann MATTER, The Voice of My Beloved: _The Song of Songs in Western Medieval Christianity, (Philadclphia: University of Pennsylvania
Press, 1990}, 10,

4 Dalmazio COLOMBO, "Alle srigini del Cantico,” in Cantico dei Cantici, (Brescia: Editrice Queriniana, 1985), 23-37.
4 A, ROBERT, "Le genre laéraire du Cantique des Cantigues,* Revue Biblique, 52 (194344}, 192.

“r Marcia FALK, "The Wag," in The Song of Sgnzs, ed. with an introductionby Harold Bloom (Naw Yerk: Chelsea House Publishers, 1984), 67,
Wasf is an Arabic word which mean: "description.” *Not enly is the form of the wasf fairly rigid and its subject mater determined at the outset, it
treaunent of the subject also follows a panam: cach part of the physique is described by means of specific, often unllkely images drawn from the realms
of nature and artifice. While the imagery in the wasf is usually visual, it sametimes appeals 1o other senses, as in the tactile "breasts like fawns' or the
olfactory and tastelike azsocistions of "lips like lilics,'" Ibid., 68. The possibility tat Juan's Cdntico contains some form of these wasfs is a study yet to
be undertaken.

% 11 STEPHAN, “Modem Palestinian Parallels to the Song of Songs,” The Jounal of the Palestine Oriental Society, 2 (1922), 199-275, quuted {n
Roland E. MURPHY, “The Structure of the Canticle of Canticles,” Catholic Biblical Quarterly, 16 (1954), 383,

¥ MURPHY, "The Structure of the Canticle of Canticles,” 383,
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In its religious reception by the Jews the Song speaks of the new Israel and Yahweh in terms
of human marrage.” For Christians the religious reception of the Song revolved around the union of the
Incarnate Word with the Church or the individual soul.¥ The human experience of love, reflected in the
Song, is therefore shown to be a model or paradigm of how Ged is present in the human community. In its
religious reception this would appearto describe what canticles"do." They provoke, bring alive, and celebrate
the dynamic relationship of God within the believing community through the creation of affect or mood.

At this point let us go back to the definition of literary genre with which we started our
discussion on the naming of the literary genre of the Cantico. I stated that interest in the determination of
genre is not merely to classify the Cdntico as we look back, but it is also the determination of the medium
which is productive of a particular kind of meaning. It is this approach to genre as a means of production
(rather than classification) which has caused us to question the limiting approach some sanjuanist scholars hold
toward genre and its role in the production of meaning. Sensitivity to genre affects our interpretation of Juan’s
Cantico.

The Cdntico was written in the form of a pastoral love poem 2 lo divino. This form of
literzsure was popular in its reception, yet technical in its composition. It used the common language of the
time, its symbols and imagery, to speak of the religious experience of the community. There is reason to
believe that these poems were often sung, as were the wasfs of the Song. Accompanied by music, poems a
lo divino "cmbodied more," thus making their insertion into the life of the faithful vibrant and colourful.

Alonso associatesthe Cdntico with popular love songs known as cancioneroscortesanos. Juan was surrounded

by various forms of expression, both religious and secular in nature that shaped his world and, similiarly, come
to shape ours through the Cdntico. The two canticles, the Cdnfico and the Song, are productive of mood
which draws the reader into the text-world. How and why mood is a way of knowing and is productive of
meaning was discussed in Chapter Four where I considered the productive capacity of "mood" and "feelings."

[ will return to the productive capacity of mood in Chapter Seven where I discuss in more detail the unique

1t ROBERT, "Le genre linémire du Cantique des Cantiques,” 195,

# ROBERT, *Le genre littéraire du Cantique des Cantiques,” 196.
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referential capacity of the Cdntico in relationship to the commentary. However, there is already an important
consequence which comes from this appreciation of the genrc of Juan's Cdntico as a pastoral hendecasyilabic
love poem, a canticle, which opcrates at the level of mood.

This approachto genre releasesus from limiting the meaning of the Cdntico to a description
of the threefold classical spiritual itinerary outlined in the Cdntico 's commentary. The referential capacity of
the genre of the Cdntico, therefore, does not appear to be strictly doctrinal in nature, but also includes the
production of mood. Sensitivity to this referential capacity of the Cdntico opens up the poem to other
meanings according to what canticles such as Juan’s Cdntico "do." Let us now examine more closcly the
configeration of Juan’s "pastoral hendecasyllabic love poem" to orient ourselves toward thesc possible

"doings."

3. The Configuration of the Cdntico

A number of studies have been done on the structural and literary composition of Juan’s
Cdntico. Among the more significant literary studies are those of Damaso Alonso, Roger Duvivier, Rose
Marie Icaza, and Eulogio Pacho.”® Since I determined in the last chapter that literary analysis is but a step
toward a more complete understanding of the Cdntico, our task here is to show how structure does affect the
meaning of the Cdntico, but without doing a complete structural analysis. Therefore, I have chosen a more
recent author, George Tavard, who has benefited from the work of these carlier scholars and has gone on to
make his own contribution concerning the relationship of structure and meaning in the study of the Cdntico.
The other aforsmentioned scholars will be usea to complement Tavard’s position.
1t is Tavard who has most explicitly demonstrated the contribution of the structure of the
3 A list of contributions in this area would include the sbove-stated authors as well as the others listed hero. Many of these have ulready been cited
frequently throughaut this dissertation: ALONSO, La Poesin de san Jugn de la Cruz; Ansclmo Denazar haa a brief, yet inciteful chapter on literary devices
in "Perfeccion formal y valores literarios del Céntico," in Fray Juan, 77-83; DUVIVER, Dynamisme existentiel ICAZA, Stvlistic Relationship in the
Cintico; MORALES, El *Cintico espiritual® de San Juan de la Cruz; PACHO, "La Estructura literaria del « Céntico espiritusi»,”; PACHO «d., Cintico

cspinitual: Primera redoccitn v tests retocade; PEPIN, Noces de Feu; RUIZ SALVADOR, “El Céntico espiritual® in Introduccién a San Juan de o Cruz;

El escritor, [os escritos, el sistemna, 215.248.
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Cantico towards its meaning.* This has moved him in the direction of the hermeneutical approach to Juan’s
Céntico, although he does not explicitly include many elements from the hermeneutical method that T am
suggesting.*® However, before I begin the investigation of the structure and meaning of the Cdntico, which
Cantico will be the focus of the study?

Thus far | have been able to avoid the problem of choice pased by the various forms of the
Céntico of Juan de la Cruz. Although I presented a brief historical review of the context of the emergence
of the various forms of the Céntico in Chapter Two, I have not yet needed to choose among these various
forms for my methodological analysis. According to the traditional way of approaching the Cdntico, I would
now be at the point where I would be forced to make the choice between what has come to be known as
Cantico A and Cantico B.*®

Recall that the original Cdntico of thirty-one stanzas was written while Juan was in prison
in Toledo during the first half of 1578, Sometime between 1579 and 1584, in two stages, Juan added eight
more verses to the Cdntico. This poem of thirty-nine stanzas became known as Cdntico 4. Subsequently,

between 1584 and 1586, Cdntico A had one more verse added to it and was further re-arranged into what has

# Zee cspecially Chapters 3, 7, and 12 in TAVARD, Poetrv and Contemplotion, 37-51; 117-136; 217-228. Although a significant number of authors
have offered elements of a structural analysis, no scholar has taken the Céntico g5 a whole and done an indepth structural analysis on the eatire text of the
poem in itself using the theory of the siructurslist scheol of thought as pioneered by Greimas, Lévi-Strauss, Propp, and others. Sec for cxample two well
known works that sct out the basis for the French-language structuralist school of theught: Algirdas Julien GREIMAS, Sémantigue structural: Recherche
de méthede, (Pans: Larousse, 1966) and Claude LEVI-STRAUSS, Anthropologie structurale, {Paris: Plon, 1958). Roger Duvivier has pursued a general
study of the structure and meaning of €4 in conjunction with the cammentary in DUVIVIER, Dynamisme existentiel. Eulogio Pacho published an article
it 1960: PACHO, "La estructura literaria del < Céntico espiritual®,” However, the focus of this atticle concems more literary genre, the poetry-pross
relationship, and the relationship between the Cdntics and Juan's other major warks, Pacho describes the purpose of this artiele in the following words:
"Tal s ¢l propésito del presente antfewlo: precisar las formas expresivas en que San Juan de la Cruz nos transmite su doctrina espiritual.’ PACHO, "La
estructura literaria del «Clntico espirituniy-,* 384, Pacho did little werk on the structure of the poem, per se, and its contribution to the meaning of the
Cdntico, Literary analysis in the Hierature tends more toward an examination of mujor symbols and themes that contribute toward an understanding of the
Cdntico, or studies have focused on biblical, popular and classical sources. Although these studies are invaluable, they are still only a step in completing
a thorough structural analysis of the Cantico, There is sti'l much more work to be done in this area. For Ricocur, recuperation of meaning is contingent
on the deep structure of the text us it is revealed using the metheds of structural analysis in the structuralist school of thought.

% For example, Tavard readily admits the diversity of interpretations which are possible for Juan®s Cdnitico. He mentions "sense” and "semietic levels,”
although he does not use these words with a hermencuties connotation. He therefore implics the possibility of interpretions which are free from the author's
intention. In commenting on the Cdatics he says: “From the standpoint of pure poetry, there is of course no valid objection against the idea that a text may
potentially apply to other spuations and cantexts than these of its onginal composition, that it must be read, in diverse context, at different semiotic levels,
and thut it has, conscquently, several senses, TAVARD, Poctry and Contemplation, 226-227. On the *non-hermeneutical® side Tavard does not include
text or reading theory in his analysis, ‘The role of the reading subject in interpretation is therefore eclipsed from the "several senses” of the text 1o which
Tavard refers.

" Fairly complete bibliographical information conceming which of these two forms of the Céntico canstitutes the Canlico can be found in: PACHO,
*La cuestion eritica del *Cntico Espiritualt Nota bibliogrifica” 309-23. Pache gives a concise literary and historical commentary in support of the
authenticity und primacy of CB in PACHO, "E] «tCintico Espiritualy retocado,” 382-452. However, in this thesis [ will suggest that neither C4 or CB
can be considered the Canrico of Juan de la Cruz. Both are free of each cther in certain ways and each are productive of meaning.
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become known as Cantico B. Those scholars whe affirm the authenticity of both C4 and CP genemlly cite
CB as the Cdntico for any course of investigation on the Cdntico.”” Few today would deny the authenticity
of both accepted versions of the Cdntico.®® However, several scholars cither have not accepted the
authenticity of CB, or at least have called it into question, and therefore use Cd for their inquirtes.” Or
some scheiars use C4 because of its poetic or historical primacy before the redactions of CB.

As I have already mentioned, nearly all scholars make a choice for either Centico o (based
on the manuscript of Sanlicar de Barrameda) or Cdntice B, the "revised" Cdntico (based on the manuscript
at the Carmelitas Descalzas in Jagn). Yet, when interpreting the Cdntico of Juan de la Cruz, ong may question
whether it is methodologically correct 1o simply choose between Cdntico A and Cantico B, disregarding one
or the other completely? Further to this point, might there be an avthentic "third" Cdntico, completein itself,
which is the first Cantico Juan de la Cruz wrote in the prison at Toledo? In short, is there only one Cdntico
which merits the attention of the sanjuanist scholar, or are there in fact threc inter-dependent Cénticos, each

having its own contribution to make toward the overall sanjuanist opus?

7 The preeminent schalor which uphalds the authenticity of both Cd and €8 is Eulogio Pacho, See PACHQ, Sus escritos, 325-392, Colin P, Thompaon
also supports the authenticity of CB. See Thompson's coneise and excellent review of the literature concerning the pros and cons of the authenticity of C#
in THOMPSON, “The Questions of Cdntico B," in The Poct and the Mystie, 33-59. In reference to the additions of CB he concludes: "Thus the cvidence
these additions provide is, in my view, decisive in demon:trating that CB is the work of San Juan and, together with the failure of its opponents ta conatruct
a coherent, consistent, and methodical case against it, sufficient to scotch the idea that anyane other than San Juan was responaible for the second redaction
of the Camica,” Tbid., 54.

" The most recent critical Spanish edition of Juan's collected works (the 1988 edition which [ arn using for this dissertation) includes both Cd and CB
a5 authentic works of the saint: San Juan de ]a Cruz: Obras Completas, ed. José Vicente Rodriguez.

¥ Dom Chevallicr opened the debatc in this century questioning the authenticity of CB w his controversial aricle of 1922: CHEVALLIER, *Le
*Cantique spirituel’ de saint Jean de In Croix a-t-il €t interpolé?,” 307-342, Jean Buruzi went on to categoricaily reject the authenticity of CI; BARUZI,
Probléme de I'expérience mystioue, 16-35. Baruzi suramarizes his position. as follows; “Les arguments d'ordre historique, dordre esthétique et d'ordre
philesophico-théologique nous conduisent i la méme conclusion. Seule la prudence nous peut interdire une affirmution sens nuances. Mais nous ne pauvars
guére hésiter qu’entre deux solutions: ou bien Jean de !a Craix, brisé par les persécutions, affaibli en son nudnce, a lui-mEéme substitué un texte appuuvn
A son oeuvre véritable ou bien--ce que toutes les données historigues et critiques nous engagent 3 admeltre-la deuxiéme réduction du «Cuntique spintuel»
st un owvrage apocryphe.” Thid., 34-35. Accepting the critique of Baruzi, Damaso Alonso also rejects C8 on the grounds that the rearrangement of CA inta
CB with the addition of verse 11 iz gesthetically o disaster: “La segunda ordenacion del poemu, comparada con la primera deade el punto de vists estélico,
me pacece tna verdadera cathstrafe,” ALONSO, La Poesia de San Juan de la Cruz, 289, n, 26. Without scriously questioning the relationship between CA
and CB Fernande PEPIN also uses CA4 because of ils aesthetic appeal, suggesting, without further discussion, that it ts closcr to the “author-poct.” She suys:
*Pour ce gut est du < Céntico espiritual », nous avons auivi le texte de la premidre rédaction, du manuscrit de SanlGear, qui nous a pary plus ortistique et
done plus prés de ['auteur-poéte.” PEPIN, Naces de Feu, ix. Such a methodological assumption, although it does notreject outright CH, eun at least be culled
into quesuon. Is the writer of CB not also an “author-poet?” Among others who reject the authenticity of CB are: LONGCHAMP, [ectures de Jenn de
Ia Croix. A summary of his position is given in Ibid., 417-420; KRYNEN, Le Cantique spiriue] commenté et refondu. Krynen enributes the accond
Céntico to a Carmelite priest-thealogian who lived in the early part of the 17th century, Thomas de Jésus (Ibid., 229), although this has not heen a very well
accepted hypothesis; Rose Marie Ieaza, does not outright reject CB, but uses Cd because of the work of Dom Chevallier, Ienza alse gives an exceflent short
commentary on the bibliography available concerning this debate in ICAZA, Stylistic Relationship in the Céntico, 2-4; Roger Duvivier, even with his
rejection of CB curiously includes the famous verse 11 of CB in his analysis of CA: *La strophe «Descubre tu presanciaw sera admise, non suns réserves,
au sein du plan A" DUVIVIER, Dynamisme existentiel, 44; José Morales also uses €4 citing for his reasan; "Nuestra preferencia por ¢l manuacrito de
Sanlticar esth basada en el hecho histérica de que, de todas las copieas que han llegado hasta nesotros, la mis precisda c interesanic ea el ebdice que ealh
en posesion de ln monjas Carmelitas Descalzas de Sanlicar de Barramede.” MORALES, El Cintico espiritual de San Juan de [a Cruz, 21,
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I stated carlier that Juan de 1a Cruz most likely left prison with the thirty-one stanza Cdntico.
Whether it was actually written in some form is not absolutely certain, but the fact of the completion of this
initial composition in at least its oral form (which I will refer to as CO = Cdntico original), is undisputed.
What reasons could we cite to suggest that this original poem of thirty-one stanzas is not a complete poem
in itself? Juan would have had sufficient time to complete the poem while in his Toledan cell. Given the fact
that this originary composition existed independently of any additions for perhaps up te three years, why
would e want to assume that this composition was not a completed poem when Juan escaped from prison?
However, virtually all sanjuanist scholars have assumed that the primitive poem was not a complete poem.
The first complete poem is assumed to have come with its written form and with the addition of eight more
stanzas known today as Cantico 4. As already mentioned, Juan redacted CA into CB with revisions and the
addition of one more stanza. To ask the question again, might all three of these texts (CO, C:A and CB) be
considered to have a unique role to play in the mediation of meaning?

As far as 1 know, only one scholar, George Tavard, has suggested that there are three

O Tavard cites the

Canticos, the first being the poem of thirty-one stanzas, with which Juan left prison.®
temporal distance among the three poems (the Toledan poemn, CA, and CB) as being one of the main reasons
to support the independence of each literary creation.® A second reason which Tavard gives in support of
the literal independence of the primitive Céntico of thirty-one stanzas is based on the quality of the ending
which Juan gave the Toledan poem: “stanza 31 provides a perfect ending to what John had compesed in
Toledo. The Canticle must have been in the same shape as the other poems written during captivity: they
were finished works."® Besides the arguments of temporal distance and the integrity of the ending which

support the independence and completeness of CO, can further support be added if we consider the poem in

light of Ricoeur’s theory of mimesis and metaphorical reference which has already been examined in Chapter

® TAVARD, Poetry and Contemplation, 37-38.

8 Since the commentary on CA was a project initiated much later by Madre Ana de Jestts at Beas, the Teledan poem, as a complete poem may be read
and interpreted withaut being strictly tied to o subsequent commentary. This approach liberates the primitive Cdntico from Juan's own analysis and
commentary, sotething which cannot be 1aid of the two subsequent "versions.”

2 TAVARD, Poetry and Contemplation, 38.
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Four? Recall that metaphoricity of a poem is not operative only within the interplay of words in a phrase or
a particular expression, but it is operative at the level of the entire text.™® It is the metaphorical reference
of cach text which constructs the singularity and uniqueness of the world-of-the-text. But Ricoeur says that
the metaphoricity of a text is in turn supported by the dramatic structure of the text.®

It is the clues given by the plor, "in the challenge which this plot displays for the main
characters, and in the answer of these characters to the crisiy situation” which provide the basis for the
metaphorical referent of the text.* The dramatic structure thus forms the dynamism of a text and is integral
to its meaning. What happens in a text is homogeneous to this meaning.* "In other words, it is the plot’
as such which is the bearer of the metaphoric process."® "Any existential transparities which cin be
advocated later have to be rooted in the dramatic structure itself. It is this dramatic structure which means
that the existence may be 'lost’ or 'gained.' Existence, as it were, has to be redescribed according to the basic
plot movements."®
Since metaphorical redescription determines the world-of-the-text, and metaphotical
redescriptionis contingent on dramatic structure, then a differencein dramatic structure supports the possibility
that a different world-of-the-text is configured by each of the Cdnticos, This would lend suppert to the
hermeneutic autonomy, as well as the inter-dependence, of each of the threc texts which have come down to
us. A hermeneutic interpretation of Juan's Cdntico would then consider all three of the texts and the

contribution each has to make toward new meaning,

9 =The bearers of the metaphor are not the individual seatences of the narratives, but the whole structure, the namative as a whale, what Armtetle hud
called the mythos in the poem.” RICOEUR, *Biblical Hermeneuties,” 54,

“ RICOEUR. "Biblical Hermeneutics,” 97, Ricockr is developing his argument here concerning the metapharical reference of parubolic discourse in
scripture. However, the process of poetic redescription which he finds operative in the parables may be upplied 1o the poctic redescription operstive in poetry
as well, e, Juan’s Céntize. Letus recall ot this point the salient characteristic of what we have already referred to as "metaphoricul reference” in Chupter
Four. Metaphorical reference divests discourse of its ordinary descriptive function in order to serve its heuristic function of re-description. It is precasely
this characteristic of poetic discaurse which poetry and parables share in common. See *The Metaphoncul Process,” in Ibid., 75-106.

% RICOEUR, "Biblical Hermencutics,” 97.

8 «The surface-structure of the ‘plot’ is not an epipher 1, but the o itself.* RICOEUR, *Biblical Hermencutica,” 71,

¢ RICOEUR, "Biblical Hemeneutics," 98.

¢ RICOEUR, "Biblical Hermeneutics,” 98,
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In summary, therefore, a dramatic annlysis may suggest a different referential capacity for
cach of the Cénticos, may point to their inter-dependence or complementarity, and may lead us to exclude the
possibility of choosing one text of the Cdntico over and against the other(s) in a complete hermeneutical
reading of Juan’s Cdntico. Let us now turn to the project of an examination of the dramatic structures of CO,

CA, and CB.”

3.1 Dramatic Structure of CO

As already mentioned above Juan did not write a commentary on CO; his first commentary
was begun on CA only a few years after the poem was completed. This opens up the possibility of reading
CO as a poem without the influence of a commentary. The commentary simply did not exist at the time of
the completion of CO. This fact, however, does not exclude the use of inter-textual criticism or the relatedness
of CO to the texts of CA and CB.

In light of the fundamental theme of CO, that of the relationship between the Bride and

Bridegroom, CO can be divided into the following sections to highlight its dramatic structure:™

1. CO Dramatic Structure: The Bride-Bridegroom Relationship™

Search by the Bride for the Bridegroom in ¢reatures st. 1-4
Response of the Creatures st. 5

Desire expressed by the Bride for the presence

of the Bridegroom himself (rather than via the

mediation of creatures) st. 6-12
Response of the Bridegroom st. 12

® Nate that henceforth 1 shall use the following abbreviation to refer to Juan's originary paem: CO = the thirty-one stanzas of the Cdntico original
written while in prison in Tofedo in 1578, Iwill continue to usc the traditional abbreviations for the two aceepled versions of the paem: € = the thirty-nine
stanzas of the Cdntico most likely completed in cither Baeza or Granada sometime between 1579 and 1581; CB = the fourty stanzas of the Cdntico which
emerged in Granada sometime between 1584 and 1586, Use of "Cantico” will continue to refer to all three poems in a generic fashion,

™ Although I have medified some of the language used and expounded on many of the main ideas, the following analysis is based, in large part, on

TAVARD, Prover and Centemplation, 39-51.

™ Agnin, T have elarified somewhat the language which Tavard usesto express the bride-bridegroom refationship. The italics indicate whe the protagonist
is in that section of the poem.
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Song of the Bride -- encounter of the Bride and Bridegroom
The Bridegroom is found by the Bride through the encounter

with Creatures st. 13-16

The Bridegroom is found in himself st. 17-26
Narration by Creatures st. 27

Response by the Bridegroom st. 28-30
Conclusion by the Bride st. 31

Although the sections differ significantly in length, they are united thematically through the
dynamics expressed by the singular movement of desire-search-encounter which is repeated throughout the

poem. The foilowing structure thus surfaces when we consider this fundamental movement of the pocm:

II. COQ Structure According to the Movement of Desire-Scarch-Encounter

Search () st. 1-4
Preliminary answer (1) st. 5
Search-desire (II) st 6-11
First full answer (2) st. 12
Encounter (I), responding to search (f) st. 13-16
Encounter (II), responding to scarch-desire (II) st. 17-27
Second full answer (3) st. 28-30
Conclusion st. 31

Regarding the overall dramatic structure of CO, several obscrvations can be made with respect to the
significant role that nature plays.” Following this one element in scveral key places in CO will allow us to

affirm the completeness of the poem and will give us a sense of its overall meaning.

™ The dramatic analysis presented here does not take into consideration the complexity and detail of the poem.  However, it salisfics our purpose in
that jt situates the need for o more detailed structural analysis within the hermeneutical appeoach to Juan's Cdntice, Further wosk iz yet ta be dong on the
structural analysis of CO ar a complete text in itself. The same is true of C4 and €B. Because of the poem's natrative movement a sermictic approuch to
the text might provide some valuable insights inta the text. Walter Vogels gives a general, and very practical, introduction to this methad of anulyzing o
text, Sce Walter VOGELS, Reading and Preaching the Bible: A New Semiotic Approach, Background Books 4, (Wilmington, DE; Michael Glazier, Inc,,
1986), See especially Chapter Two, Ibid., 30-75 where Vogels presents the basic movements of o narrative text. These are: Beglnaing State (negutive state
usually characterized by some lack) = Tronsformation (manipulation, competence, performance, sangtion) -» End-atate (positive state where the lack hus
disoppeared). Given the dynamics operative within the “story” of the Cdntico, this approach could provide valuable information in the contest of a
hermeneutical reading,
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Very carly in €O, we see the importance nature plays in the joumney of these two lovers,

It is the response of nature (the creatures in stanza 5), which invites the Bride to go further in her search;™

Pouring out a thousand graces, Mil gracias derramando

he passed these groves in haste; pasd por estos sotos con presura
and having looked at them, ¢ yéndolos mirando

with his image alone, con sola su figura

¢lothed them in beauty vestidos los dejo

The Bride is lured on by natural beauty which reflects the love which she seeks. The
expression of her desire for the Bridegroom in stanzas 6-11 is likewise followed by the appearance of nature

in the crystalline fountain which, again, appears to spur on her hope. As the Bride says:™

O spring like crystal! jOh cristalina fuente:

If only, on vour silvered-over faces, si en esos tus semblantes plateados
you would suddenly form formases de repente

the eves [ have desired, los ojos deseados

which I bear sketched deep within my heart. que tengo en mis entrafias dibujados!

Her hope lies in the capacity for these waters to be transformed into a truer reflection of the
love which she seeks. But even now there is deep within her heart the kind of presence which she seeks in
the cristalina fuente. This presence is already "sketched," yet the fullness of the image is yet to come. And
then, as if her request is immediately fulfilled, causing her to move into ¢cstasy, she begs the Bridegroom to
withdraw "the eyes" she has desired:”

Withdraw them, Beloved, jApdrtalos, Amadeo,
I am taking flight! que voy de vuelo!

Beycnd the mere "sketching” which lies in the depths of the Bride’s heart, the experience

of encounter proves to be 100 much for her at this point. Nature, even in all of its "earthliness," is not so

"natural,” and so she sings its glorious praise as the Beloved which she seeks. The contradistinction of the

7 oS
"eron

®coilz
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"natural” and the "divine" seems to become meaningless in this context. We thus come to the cruption ot

adjectives in the Cdntico, which, to this point, were practically absent:™

My Beloved, the mountains, Mi Amado las montaiias

and Ionely wooded valleys, los valles solitarios ncmorosos
strange islands, las insulas extraiiag

and resounding rivers, los rios sonorosos

the whistling of love-stirting breezes, el silbo de los aires amorosos
the tranquil night la noche sosegada

at the time of the rising dawn, en par de los levantes de la aurora
silent music, la musica callada

sounding solitude la soledad sonora

the supper that refreshes, and deepens love, la cena que recrea y chamora,
Qur bed is in flower, Nuestro lecho florido

bound round with linking dens of lions, de citevas de leones enlazado
hung with purple, en purpura tendido

built up in peace, de paz edificado

and crowned with a thousand shields of gold. de mil escudos de oro coronado.

The Beloved is no Ionger just the "wounded stag ... in sight on the hill,"” but now is the
mountains, the lonely wooded valleys, the strange islands, resounding rivers and so on.™ This determination

has clarified the content of "I-don’t-know-what" of stanza 7:

All who are free Y todos cuantos vagan

tell me a thousand graceful things of you, de ti me van mil gracias refiriendo
all wound me more y todos mds me lagan

and leave me dying y déjame muriendo

of, ah, I-don’t-know-what behind their stammering. un no sé qué quedan balbucicndo.

Previously "creatures" were expericnced as a "stammering” reflection of the Beloved,
However, by stanza 17 a transformation has taken place in the perception of the Bride. Creatures are now seen

as participating in an intimate way ir the life of the Beloved. Tavard picks up on this metamorphosis in the

™ € 13.15, This peculiar absence of adjectives (virtually none are present in the first ten stanzas of the Cdntics) has not gone unnoticed by sanjuunust
scholars, Damaso Alonso summarizes the effect of this: "Las consceuencias inmediatas de la escasez en e empleo del adjetivo por Sun Juan de la Cruz,
se comprenden en seguida sc sumenta |n velocidad, la cohesidn y la concentracién de Lodo ¢l periodo poético; resulta resaltadu [n functén del nombre.
Resaltada en dos sentidos: porque los sustantivos se adensan, s¢ suceden con una mayor rapidez, y, aun mis importante, porque ef nombre vislado, desnuda,
tiese que multiplicar sus valencias afectivas, recargdndose al mismo tiempo de su originol fuerza intwiliva, que cn Ja poesin del Renueimiento hubin
cémodamente abandonado a la funcién adjetival” ALONSO, La Poesin de san Juan de la Cruz. 187-88. Alonso goes on 1o describe thia “sulvific® use of
the adjective in the context of Renaissance poztry where the adjective was "mendtonamente usudo:® *Y e3 que el adjetivo, mondtonamente usndo por lapoeaia
renacentista, 3¢ redime asi, se sulva otra vez. ‘Tras del order requemada de s primerns estrofas, jeéme volvemas u gustar cl efecto migico del adjetiva,
que prolonga ¥ enriquecs la dulce estela del nombrel.” Ibid., 150

™ "El ¢iervo vulnerado por el otero asoma,” CO 12

" TAVARD, Postry and Contemplation, 47.
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context of what happens next:

Then, through an unexpected reversal, in stanza 18 the bridegroom gives his breast to the
bride. How bold the poet for whom all is pure! He stammers; he vainly attempts to express
directly the "sweet and living knowledge." And the bride responds through her unreserved
self-gift. Stanza 19 echoes back the theme of love. Once more the bride turns to the
creaturcs. For she realizes that she cannot always remain in the inner wine cellar. When
she leaves it she will seem to be lost, yet in reality she will have been found (st. 20). With
the bridegroom she will take the creatures and make a garland with them, which she will tie
together with one of her hairs (st. 21).”

This arrangement of beauty captivates the Bridegroom (st. 22), and then in another

astonishing reversal, it is the eye of the Bride that wounds the Beloved Bridegroom;

You considered En solo aquel cabello

that one hair fluttering at my neck; que en mi cuello volar consideraste
you gazed at it upon my neck mirdstele en mi cuello

and it captivated you, y en €l preso quedaste

and one of my eves wounded you. y en uno de mis ojos te llagaste.

Both have now been wounded by the love of the other, but the Bride readily admits that she is capable of such

a love only because of the love which the Bridegroom first bestowed upon her:

When you looked at me Cuando ti me mirabas

your eyes imprinted your grace in me; tu gracia en mi tus ojos imprimian;
for this you loved me ardently, por eso me adamabas

and thus my eyes deserved y en eso merecian

to adore what they beheld in you. los mios adorar lo que en ti vian.

The Bride and Bridegroom then recline in an intimate embrace (st. 27), not in the wine cellar, but in the

“sweet garden” of the Bride's desire.

™ TAVARD, Poctrv and Contemplation, 48. Helmut Hatzfzld alse notes that this is a reversal of the drama in the Song of Songs: *Diferente del
Canticum (7, 10-13) donde ey Lo Esposa 1a que ofrece sus pechos al Esposo, mientras que, e el Cdntico es el Esposo el que da sus pechos a ln Espesa, un
tour de force, justificado por lsafas (60, 12): 'A los peches de Dics seréis llevados'.” HATZFELD, "Sobre la Prosa Sanjuanista en ¢l *Cantico Espiritual',”
316,

® 0027, 1 and 2. As Tavard has pointed out in TAVARD, Poetry and Contempiation. 256, n. 28, it is interesting to nate in the commentary en CA
that Juzn de la Cruz locales the following narration of stanza 27 in the discaurse of the Bridegroom;

The bride has entered Entrado se ha la esposa

the sweet garden of her desire, en ¢l ameno huerto deseado

and she rests in delight, ¥ a su sabor reposa

laying her neck el cuello reclinade

on the gentle arms of her Beloved. sobre los dulees braios del Amade,

Commenting on this verse in Cd, Juan de la Cruz begins: "In this stanza, where the Bridegroom speaks.” However, this does not make sense in the flow
of the pacm, nor with the reference to beth the Bride and the Bridegroem by the inferred narrator. We see in this instance that the meaning of the poem
contradicts the author's commentary. Here we have o case where the text must stand by itself in opposition to what even the authar says gbout it, [tisthe
narrater, presumably the chorus of creatures whose discourse has been woven throughout the drama, who speaks stanza 27. The Bridegroom's discourse only
begins in stanza 28.
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In stanza 28, with an allusion to the story of the Fall in Genesis 3, the Bridegroom speaks
of the "restoration of his Bride" beneath the apple tree. It was here where the Bride's mother had once been
"corrupted.”" This union of love betiveen the Bride and Bridegroom thus brings harmony to an order which
had previously been perverted. The Bridegroom then returmns his attention to nature and calls to creatures in
a succession of nouns that is accompanied by not a single verb and only by three adjectives (st. 29). In the
following stanzas the Bridegroom instructs thesc creatures not to disrupt the Bride as they previously had done
in stanza 6. Therefore the Bride may "sleep in deeper peace™ (st. 30).

The examination of the last verse of CO, stanza 31, is important since I am suggesting that
the original Cdntico of thirty-one stanzas is a complete text.® Stanza 31 appears to be the fast stanza of CO
because of the role it plays in the overall structure of CO. Let us now take a closer look at this stanza and
its link to the overall structure and meaning of the poem.

It is evident that stanza 31 alludes to the Song of Songs, 8:4. CO 31 is a loose paraphrase
of the discourse of the Bridegroom in the Song, The passage from the Song of Songs reads:*

I charge you,
daughters of Jerusalem,
not to stir my love, nor rouse it,

until it please to awake.

Stanza 31 of CO reads:®

You nymphs of Judea, {Oh ninfas de Judca!

while among flowers and roses en tanto que en las flores y rosales
the amber spreads its perfume, el ambar perfumea,

stay away, there on the outskirts: mord en los arrabales

do not so much as seek to touch our thresholds. y ne querdis tocar nuestros umbrales.

What becomes immediately apparent is the reversal that has taken place between the Song

of Songs and CO 31. In the biblical passage it is the Bridegroom who speaks; however, in Juan’s poem it is

! The analysis of this verse is taken from TAVARD, Poetry and Contemplation, 49-51.

R Taken from The Jerusalem Bible, Standard Edition, (London: Dartman, Longman & Tedd, 1966), 1002, *The ‘nymphs of Judes' of John of the Cross
are easily recognizable as the 'daughters of Jerusalem' of the Bible. TAVARD, Poslry and Contemplation, 49.

B Kavanaugh and Rodriquez translate *ninfas” from the Spanish into *girls” in their Collected Works (Kav,, 474). However, I have used the English
word *nymphs® as does the Spanish.  This change in teanslation is impertant stnce it ia the role played by this mythological semi-divine maiden which brings
€O to its conclusion as we will see in the following mnalysis. Although *girls” is an acceptable translation of "ninfas™ into English, it destreys the function
stanza 31 holds as the "completing” stanza of CO,
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the Bride. In stanza 30 of CO the Bridegroom has ordered the creaturesnot to disturb the Bride since she is
deep in sleep! The Bride responds in the following stanza which is CO 31. But how can the Bride speak if
she is sleeping? The Bride must therefore be dreaming.® To speak, as the Bride does here while sleeping,
is to be in a state of dreaming. This is why the "daughters of Jerusalem" have become the "nymphs of Judea":
this signals the emergence of another level of reality in which the Bride now participates. Nymphs are
imaginary, semi-divine mythological maidens who animate and inhabit seas, rivers, hills, fountains, woeods,
and trees. These creatures that signal the dream-like state are silenced since the Bridegroom is now
communicating with the Bride at another level of her being. It is not the iconic quality of nature or creatures
that will speak to the Bride of her Beloved, but now it will be the silent whispers from the Bridegroom
himself which come in the stillness of her deep sleep, that is, the depths of her person. The Bridegroom’s
word does not disturb the slumber of the Bride since the Bridegroom speaks in silence at this level. Here the
Bride experiencesthe apophatic way, that of negative knowledge, of knowing her Beloved. Within the bosom
of her Beloved, where all is silenced, the only reafity the Bride experiences is the Bridegroom himself.

In this way stanza 31 brings CO to a logical conclusion. The Bride is close to the fullness
of the mystery of the love of her Beloved. In the depths of her being she drinks sweetly from his word and
experiences the intensity of his being. The poem is complete in the tranquiility of this setting. I will now
make a number of observations congerning the overall structure of CO.

The structure of CO is characterized by recapitulations, transformations, and reversals.
Images and symbols of nature are revisited throughout the poem, but each time in new and varied forms which
reveal a different depth of the relationship which is growing between the fovers. The use of the nature images
is not mere poetic decoration, but, rather, it constructs a movement within the poem which is cyclic and
reciprocal, as opposed to a strictly Jiaear movement. The Bride and Bridegroom do not terminate individual
states of relationship, passing from one "level” to another, but rather move more deeply within those which
exist alrcady. Nor is the movement of the relationship one-sided; there is a certain mutuality that develops

between the giving and accepting of love both on the part of the Bride and of the Bridegroom. Again, it is

¥ FAVARD, Poctrv and Contemplaticn, 49,
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the use of the nature images that carries these dynamics for the reader. In summary, examples which we have
already seen will suffice to show these points.

The "eyes" of the Bridegroom in the fountain (st. 11) which causcd the Bride to "take flight”
appear again in the "eyes" of the Bride which, this time, wound the Bridegroom (st. 22}. The Bride and the
Bridegroom are capable of wounding each other with their intense love for each other. The stag that appeared
on the hill (st. 12) is told sometime later not to appear (st. 25). The overwhelming presence of nature,
indicated in the plethora of adjectives in stanzas 13-135, is lessened in the admonition of stanza 30, "Nature"
thus takes on a different role in the Bride-Bridegroom relationship as the relationship deepens in itself.™
And lastly, a striking example of reversal which confirms the completeness of CQ is the dream-speech of the
Bride (st. 31). The dream-speech of CO 31 tells us of the harmony of the Bride's present state. The
iconoclasm of nature is now complete, It is only in silence that the Beloved can speak and impart the intensity
of the love which the Bride so desired and in which she now rests. The state of the Bride in stanza |
characterized by anxiety and searching has been transformed into one of serenity and calm in stanza 31. The
Bride now rests in a state of hope. Her dreamed-of future, however, is not yet fully realized in her present

reality.

3.2 Dramatic Structure of C4

The second Cdntico, referred to as CA, had eight stanzas added to the criginary Cdnftico, CO.
These are the stanzas Juan added in two successive steps after his escape from the prison in Toledo.*® We
already know the fundamental story of C4 which contains thirty-nine stanzas. The poem is about a woman
in search of her Beloved. Her journey in this pursuit takes her to woods and thickets, to hills and valleys.
What I would like to show is that the addition of these eight stanzas has changed the world of the pocm: it

has not merely extended and completed the journey which CO began. Again, I will show this by a dramatic

® 1t could be said that *nature* simply medintes in o different way, it has become more transparent to the divine nature which called it forth, However,
we have seen in stonza 17 *hature® intimately participates in the life of the Beloved.

¥ Sec my presentation of the histery of these additions in Chapter Three: 3.2 The Composition of the Céntico -~ Peem and Commentary.
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analysis of the poem.

We know CO was composed while Juan was in the confines of the Toledo prison. Let us
review the conditions under which C4 would have taken shape. The addition of the eight new stanzas was
effected amidst a great amount of bustling activity in Juan’s life. During this time, that is sometime between
1582 and 1584, Juan laboured to meet the demands of his pastoral and administrative work in the countryside
of Andalucia. The Teresian Reform was alse well underway. However, Juan's great mentor and foundress
of the Reform, Teresa of Avila, died in October of 1582. Juan had seen her for the last time in 1381.
Therefore, this period was a time of intense change and transition for Juan. His journey had taken him from
the despair of prison 1o the beauty of the countryside of Andalucia, and then to the grief of personal loss. A
new text was forming in this context for which Juan chose to use CO as the basis. The new text comprised
all of CO plus cight new stanzas added at the end.

Tavard describes the first stanzas of this addition, that is, stanzas 32-34.

Stanzas 32-34 exhibit characteristicsof a purposeful adjunction. This is clear from the first
verses. After the dream of stanza 31, where, in the guise of nymphs, the soul evoked the
daughters of Judea, asking them not to wake her up by making noise in the garden for she
was asleep in her Beloved’s arms, the soul now turns to her Beloved. Her first words, "Hide
yourself," reverse the perspective of the first stanza of the poem: "Where are you hiding ...
2" In other words we arc at a new departure; we begin a new reading.”

At the beginning, the Bride thought it was the hiding place which separated her from her
lover, yet now, in stanza 32, it is precisely the hiding place which becomes the place of intimate encounter.®
Now awakened from her dream-speech in the midst of reality, the Bride knows she can be united with her
Bridegroom only in the most secret of places. Indeed, the Bride has awakened to a new level of being in the

world and within her own self. The pattern of recapitulations surfaces again here. Jjuan uses images in C4

32, already familiar in CO, to signal the new level of being where the lovers now reside;®

¥ TAVARD, Poetrv and Contemplation, 120,

“ Again, this analysiz is based on Tavard's presentation in TAVARD, Poctry and Contemplation, 117-136.

® (v¢ 32 (Red., 867). Kavanaugh and Rodriguez translate carillo here as “my love® in their Collected Warks (Kav,, 474). However, given the sequence
of diminuitives that foilow in response in stanza 33, and the fact that carillo itself is the diminutive in Spanish, a mors acecptable trauslation, it scems to
me, would be *dear” or "deacest ane.* Therefore, I have used "dearest ene” in the translation in my awn text,
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Hide yourself, dearest one; Escéndete, Carillo,

Tum with your face to the mountains, v mira con tu haz a las montafias
and do not speak; v no quieras decillo,

but look at those companions mas mira las compaiias

going with her through strange islands. de la que va por insulas extraiias.

The "mountains” of stanza 32 remind us of the "mountains” of stanza 3 where the Bride went
in search of her Beloved. But this time she exhorts her Beloved not to speak. This call to silence is
reminiscent of the creatures of stanza 6 who also did not speak. While the creatures of stanza 6 were
incapable of speaking of the secret place of encounter, the Beloved is quite capable of speaking of it but is
urged not to, This time the Bride uses silence to protect that which she has discovered. The Bride invites
her lover to "look at those companions,” recalling the nature-companions of stanza 4. Under the gaze of the
Beloved, creatures have taken on a new role: they are now companions along the journcy who go with the
Bride to "strange islands." We have already seen these "islands" in stanza 13, where the Bride found her
Beloved amidst "mountains, and lonely wooded valleys, strange islands and resounding rivers,"**

The Bridegroom goes on to affirm this new situation. Calling the Bride "dove," as he did

in stanza 12, he says in stanza 33:

The small white dove La blanca palomica

has returned to the ark with an olive branch; al arca con cl ramo se ha tornado
and now the turtledove y ya la tortolica

has found its longed-for mate by the green river al socio deseado

banks. en las riberas verdes ha hallado.

However, whereas in stanza 12 the noun paloma is used, stanza 33 uses the more endearing diminutive

palomica, (small white dove) and tortolica, (turtledove). The use of these endearing terms respond to the

Bride’s diminutive carillo (dearest one) in stanza 32.

These added stanzas lead the reader to encounter the intensified relationship of the Bride and
Bridegroom. The "sounding solitude” of the "tranquil night" and of the "silent music” of the Bride alone in

stanza 14 becomes the shared solitude of the lovers in stanza 34

She lived in solitude, En soledad vivia
and now in solitude has built her nest; y en soledad ha puesto ya su nido
and in solitude he guides her, y en soledad la guia

% ¢4 13 (Rod., 865).




he alone, who also bears
in solitude the wound of love.
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a solas su querido
también en soledad de amor herido,

The Beloved himself has been wounded by love; in stanza 12 he was described as a "wounded stag" high on
the hill, but the Beloved now resides within the nest of the Bride. A reversal of roles between the Bride and
Bridegroom has taken place: he goes forth to search for her as her companion in the mountains, on the hill,
in the purity of waters, and in the thicket, This is accentuated in stanza 35:

Let us rejoice, Beloved, Gocémonos, Amado,

and let us go forth to behold ourselves ¥ vamonos a ver

in your beauty, en tu hermosura

to the mountain and to the hill, al monte o al coliado

to where the pure water flows, do mana el agua pura;

and further, deep into the thicket, entremos mds adentro en la espesura,

This journey of the Bride and Bridegroom recalls images already familiar to the reader. The

"high caverns in the rock” (st. 36) remind us of the “dens of lions" (st. 15) and the "cellar" of stanza 17. It

was here, in this “cellar," that the Bridegroom gave his love his Beloved breast. However, in stanza 37, he

gives her "life:"

There you will show me Alli me mostrarfas

what my soul has been seeking, aquello que mi alma pretendia
and then you will give me, y luego me darias

you, my life, will give me there alli t, jvida mial

what you gave me on that other day: aquello que me diste ¢l otro dia:
The Beloved now gives more than his breast, he gives life itself, that which he already gave "on that other
day."

Noted here, in these most intimate terms exhibiting the love between the Bride and
Bridegroom, are many “indeterminate expressions." For example, demonstrative pronouns are left
undetermined by not linking them to specific nouns: in stanza 37 there are the phrases aguello gue me alma
pretendia ("what my soul has been seeking”) and aguello que me diste el otro dia ("what you gave me on that

other day"). What is shown and given in stanza 37 is not described other than "what was given" and "life."

Stanzas 36 and 37 use the indeterminate expression of time y luego ("and then"). Space is also relativized and
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has become indeterminate. This is seen in stanzas 36 and 37 with the use of alli ("there").®® In the entirc
poem it is not indicated who these lovers are, or where they live. They are not named, they could be anybody.
Other vague expressions threughout Céntico 4 include: stanza 2 aquel que vo mas quiero ("him I love most");

stanza 7 un no sé qué ("I-don’t-know-what"); stanza 17 va cosa no _sabia ("I no longer knew anvthing")" and

stanza 18 alli me ensefio ciencia muy sabrosa ("there he taught me a sweet and living knowledge™.

Damaso Alonso suggests that these generalities are due to the incapacity of Juan to be more
precise, that is, his mystical experience is essentially indescribable and therefore Juan cannot give all the
details.”* However, within Ricoeur’s theory of text, it is precisely these indeterminate expressions which
mediate meaning in the act of reading. Tt is up 1o the reader to "fill in" the lack of information around time,
space, and nouns. Thus the time of the poem becomes the time of the reader;® the space of encounter, the
space of the reader; and that which is received is that which is given to the rcader. In this structure we have
an excellent example of what will be discussed in more detail in Chapter Six on the "Interpretive Dynamics
Operative Between the Text and Its Reader” and "Reading as the Production of Play." For now we can say
that the text and its structure are open and available for the reader to interpret in a variety of ways.

It is also to be noted that stanzas 35-37 are written projecting the dynamic of the poem into
the future: gocémonos ("let us rejoice™) and vamonos ("let us go forth") (st. 35); ¥ luego a las subidas ("and
then we will go on") and v alli nos entraremos ("there we shall enter") (st, 36); alli me mostrarias ("there you

will show me"); v_luego me darias ("and then you will give me") (st. 37). The use of the future tense

9 The English term "thers™ does not seem to have the same indcterminate sense as the Spanish "olli.” The significance of the term *alll* in Juan's
Cdntico has, to a large extent, gone unnaticed by sanjuanist scholars. An excepticn would be THOMPSON, The Poet and the Mystic, 88. Thompaon notes
the repitition of "allf" in CA 18, 28, 36, aad 37, Speaking of the many places for which "olli* is used he aays: *Each place must have a more than a Jiteral
meaning: you don’t get betrothed in o wine-cellar and under an appletree, nor is a dark cave a good place for showing anyone anything. Fer this reason,
and through its insistent repetition, ‘alli’ acguires a power of its own, a combination of afl these places and mare, as the locus of some extrnordinary event
which must continually be approached in different ways because it is so momentous.® Ibid., 88,

7 In his study of Juan's style of writing Alonso notes sertain characteristics, one of which are these vague indications of time and pluce: *Aqui notria
primero ¢l contraste que ofrecen los lugares de gran vaguedad conceptual, plasmados a veces en farmules del lengunje corriente, y ayquellos atros en que un
sutil conceplo s= expresa can alambicada y 2 la par matemitica precision. Abunden lo bustante pera que no se escapet ni ol Jector ms ligero los ejemplos
de la primera clase. Son expresiones, vagas, indeterminadas, borrosas: ‘aquello que mi alma pretendly’, ‘aqucllo que me diste el otro dia,’ 'un no 3£ gué que
quedan balbuciendo, ... . Todas eflas firmulas expresivas de la Impasibilided de expresitn de lo inefabie.” ALONSO, Lo Poesfn de snn Juan de la Cruz,
175. (emphasis mine)

" Jorge Guillén observes: *The things that happen, throughout the Canticle and the Flame, are set before us in a very real present. This is not a past
already concluded that the paet reconstructs, Nothing i the poetns is alicn to the buming actuality which here and now--within the compass of the poem--seta
forth its present acts of love” GUILLEN, Language and Poctry, 87.
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accentuates further the indeterminatenature of this part of the poem. The future isnse expresses the longed-for
fullness of what the Bride has already come to know. The Bride invites the Bridegroom to the completeness
of what the "soul has been seeking” (st. 37). The Bride thus expresses a certain hopefulness in what she has
not yet fully lived. The Bride and the Bridegroom can go stifl "further, deep into the thicket" (st. 36).

What has been given is stated in stanza 38:

the breathing of the air, el aspirar de el aire

the song of the sweet nightingale, el canto de la dulce filomena

the grove and its living beauty el soto v su donaire

in the serene night, en la noche serena

with a flame that is consuming and painless. con llama que consume y no da pena.

This listing calls to mind the sudden arrival of the Beloved equated with nature in stanzas 13-15: "My
Beloved, the mountains, and lonely wooded valleys, strange islands and resounding rivers" and so on. Once
again, nature, signalling the here and now, reflects the intensity of the relationship shared between the Bride
and the Bridegroom. The Bride and the Bridegroom have finally arrived at the possibility of giving one
another the completeness of each other’s life. In the dream-speech of stanza 31, the Bride thought she had
passed the threshold into the reality of this fullness. It was this experience which terminated CO. The
intensity of the Bride-Bridegroom relationship no longer exists as if in a dream, but instead is a lived reality.

It is this experience which brings to an end C4 with stanza 39:

No one looked at her, Que nadie lo miraba;

nor did Aminadab appear; Aminadab tampoco parecia
the siege was still; y el cerco soscgaba

and the cavalry, y la caballeria

at the sight of the waters, descended. a vista de las aguas descendia.

In the absence of anybody who could possibly see, away from all evil, symbolized in Aminadab, absolute
goodness prevailed. The cavalry, normally a noisy, ferocious, and fast moving group, becomes the image of
silence, passivity, and stillness before the descent into the waters. All that was in turbulence is now quieted,
submerged in the waters of life,

We see then that Juan has constructed a different dramatic structure with the addition of the
eight new stanzas. The poem is different since a dirferent situation or relationsilip between the Bride and

Bridegroom is constructed with C4, The dramatic structure of C4 could therefore be described by paying
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attention to the desire-search-encountermovement in the poem, as well as to the identification of the speaker

and responder.

Topical and Dramatic Structure of Ce

According to the Movement of Desire-Search-Encounter®

Search () -~ Bride st. 1-4
Preliminary answer (1)  -- Creatures st. 5

Search-desire (II) -- Bride st. 6-11
First full answer (2) -- Bridegroom st. 12

Encounter (I) in creatures, responding to search (1) st. 13-16
-- Bride

Encounter (II) in the Bridegroom, responding

to search-desire (II) -- Bride st. 17-26
Second full answer (3), made by Creatures st. 27-30
(st. 27), then by the Bridegroom
{st. 28-30)
Sleep and awakening of the Bride -- Bride st. 31-32

Third encounter of the Bride and Bridegroom -- Bridegroom” st. 33-34
New quest (invitation to a final encounter) -- Bride st. 35-38

Final rest and conclusion -- Creatures st. 39

Notice here that there is a dialogical situation shared among three parties: the Bride, the Bridegroom and

nature or creatures. Each actant® speaks in a particular way. The Bride speaks mainly in the future,

™ Again, this structure is based on Tavard's analysis in TAVARD, Poetry and Contemplation, 128-125. 1 huve combined Tavard's topicul und dramatic
structure into the one presentation shown here.

* It might seem logical that these stanzas, C4 33 and C4 34, are spoken by somecne other then the Bridegroom (or the Bride) since the Bride und
Bridegroom are referred to in the third person, However, it is commanly accepted that these stanzas are a summary of the situution made by the Bndegroom.
This is due 1o the fact that Juan de la Cruz would have written, if not completed, a major portion of the commentary of GA when these stanzat were whitten,
They were written, therefore, hoving in mind that a commentary would eventually be written on them as well, Therelore, it is accepted that Juan's own
designation of these stanzas to the Bridegroom in the commentary of €A is accurate. Furthermore, this designation complements the flow of the poem in
its overall structure as [ have outlined it abave.

% ] have borrowed the term *actant® from the vocabulary used in the semiotic ste. ™ Lexts. It refers (o that entity which direcis "the subject operatar
to uct.* This can happen under many different forms: *invitation, temptation, commad, provocation, seduction, and the like, But whatever form it Wkes,
the manipulation is always at the cognitive levet and is, more precisely, a persuasive operation. The manipulation conaists in influencing the subject-operator
to get interested in the object to assure that he is going to act.” VOGELS, Reading and Preaching the Bible, 50.
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oricnting the movement of the poem to the eventual consummaticn of union with her Beloved. The poem ends
with this future still open ended, even though there is a certain realization of the union which the Bride desires
with her Beloved. The Bridegroom speaks predominantly in the past, summarizing what has taken place and
at times connecting it to some distant past (st. 28). Creatures or nature also summarize on two different
occasions what has taken place (st. 5 and 27). It is also to be noticed that creatures are now in a more
intimate relationship with the Bride than before. Each time they speak it is in response to her longings. The
respanse of creatures in the Bride’s life gives her hope to further her quest.

We see, then, that Juan de la Cruz did not merely add eight new stanzas to CO as a sort of
supplement to create CA. He constructed a different text with his new poem, even though both poems
obviously share much in common. This poem has an original configuration because of the eight final stanzas
which CO does not have. What new configuration is this? Let us go back and examine again the ending of
CO to respond to this question.

It was pointed out that CO terminated with the hope-filled dream-speech of the Bride. This
ending signalled a longed-for union with the Beloved that was realized in some fashion, but, as in a dream,
was not fully inserted into the lived experience of the Bride. The awakening of the Bride in C4 grounds the
drama of her quest further in reality. The Bridegroom confirms this in the third encounter of stanzas 33 and
34. The Bride has been touched by a beauty which is ecstatic and realizes her own beauty at the same time
as being a reflection of the beauty of the Bridegroom (st. 35). Yet, and now awake, she exhorts the
Bridegroom to go even further with her into the thicket, There is more yet to come, a fullness of their Iove
which was not indicated in the ending of CO. Even though there has been a consummation of the love of the
Bride for her Beloved, the deepest place of this encounter is projected into the future (st. 37). However, this
time the quest is pursued in some type of mutual relationship which the two lovers share with one another.

This is a very different text-world than that constructed by CO. First, the ending of CO
leaves nature at a distance isolating the Bride from those companions who accompanied her on the quest.
Secondly, it assumes that the Bride and Bridegroom have arrived at the fullness of their relationship. This

latter stance implies the lack of openness to future possibilities and encounters.
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The ending of C is quite different. First, as opposed to CO it invites the nature-companions
along in the continuation of the journey, Second, it projects the couple into an unknown, yet dynamic, future.
Yet, is this ending not similiar to the beginning of the peem? Had not the Bride had some sort of encounter
with her lover that left her wounded and moaning (st. 1)7 Does she not journey with these nature-companions
along the way, seeking from them counsel and hope, in attempting to find that love which had already been
given her? And, once she finds him the second time, does she not set out again with her lover and those
nature-companions that {irst accompanied her? The story moves forward but, in many ways, remains the
same. The Bride has arrived at the unknown place she secks, but then, in the end, scts off for another
urknown place {the indeterminate alli of stanzas 36 and 37) with the lover she has known all along.

What we are left with is a sense that the end is what is happening at every moment, In a
certain sense, history has been abolished in CA through its circular movement causing the poem to end at a
point which has been visited before (at least once). CA has moved us toward an expected future already
realized in the present and in the past.

Thus, Juan has found out about our world in flux and emplotted a way for us to be in this
world. There has been an ordering, an emplotment, which brought about a certain concordance from the
dissonance of human experience within time. However, this concordance is not so smooth that the aporias
of reality are levelled beyond the need for interpretation. Thus, the "sense” of the text points the reader 1o
another "reference” which ultimately becomes operative in the life of the reader. Whereas CO is characterized
by hope, CA is characterized by a realized betrothal and marriage in the lived reality of the lovers. Aud, as
is known, the series is not yet finished. Juan went on to write 2 third Cdntico to which we now tumn our

attention.

3.3 Dramatic Structure of CB
I have already presented the controversy regarding the authorship of CB. Internal and

external evidence confirms that Juan de la Cruz is indeed the author of CB.”” Sometime between 1584 and

7 gee Thompson's excellent summary of this evidence in THOMPSON, The Poet and the Mvstic, 33-55,
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1586 Juan added another stanza to Cd (st. 11), and he rearranged the order of the other stanzas to form CB.
This new poem and its commentary were concluded within just two years of the completion of CA and its
commentary. What is to be made of this radical reorganization and addition to C4 to create the text of CB?
I want to show here, as with the passage from CO to CA, that a different dramatic structure of the text would

lend support to the textual originality of CB and therefore a different text-world.

Topical and Dramatic Structure of CB

According to the Movement of Desire-Search-Encounter™

Search-desire (I) -- Bride st. 1-4
Preliminary Answer -- Creatures st. 5

Search-desire (I} -- Bride st, 6-12
Full Answer -- Bridegroom st. 13

Encounter (I) in creatures, responding to search (I) st. 14-19
-~ Bride
Appeal to creatures -- Bridegroom st. 20-21
Narration -- Creatures st. 22
Remembrance -- Bridegroom st. 23

Encounter (II) in the Bridegroom, responding

to search-desire (I) --. Bride st. 24-33

Responding to search-desire (IT) -- Bridegroom st. 34-35

Desire expressed for the eternal encounter -~ Bride st. 36-39
Final Rest -- Creatures st. 40

The modifications Juan made which resulted in CB are not haphazard. Juan de la Cruz
carefully configured a new text with a number of key changes, To highlight these changes, Tavard has divided
the two poems into units. Each unit contains from one to three stanzas and ¢ach unit has been assigned a

capital Ietter to designate it.” These units are then grouped into four blocks. The differences between C4

# TAVARD, Poetrv and Contemplation, 220-221,

% TAVARD, Poetry and Contemplation, 222.
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and CB can therefore be easily followed when we view these divisions schematically:

CA CB
Block I A (st. 1-2) Block I A (identical)
(not moved, B (st. 3-H B (identical)
changes in C (st. 5) C (identical)
numbering D (st. 6-7} D (identical)
start with E (st. 8-9) E (identical)
addition of F (st. 10-11) F (st. 10-12 = 10-11 of C.i: new 11)
st. 11) G (st. 12) G (st. 13 =st. 12 of C)

H (st. 13-14) H (st. 14-15 = st. 13-14 of CA)
Block O I (st. 15-16) Block ITX N (st. 16-17 = 25-26 of C.1)
{moved, J (st. 17-18) Q (st. 18-19 = 31-32 of C.1)
order not K (st. 19-20) P (st. 21-21 = 29-30 of C:)
changed) L (st. 21-22) O (st. 22-23 = 27-28 of C)

M (st. 23-24)
Block OI N (st. 25-26) Block II I (st. 24-25 = 15-16 of C4)
(inoved, O (st. 27-28) J (st. 26-27 = 17-18 of C)
inverted P (st. 29-30) K (st. 28-29 = 19-20 of C4)
from O on) Q (st. 31-32) L (st. 30-31 = 21-22 of C.)

M (st. 32-33 = 23-24 of Cil)

Block IV R (st. 33-34) Block IV R (st. 34-35 =st. 33-34 of C:)
(not moved, S (st. 35-36) S (st. 36-37 = st. 35-36 of CA)
order not T (st. 37-38) T (st. 38-39 = st. 37-38 of CA)
changed) U (st. 39) U (st. 40 =st. 39 of CA)

Block I and Block IV were neither rearranged nor relocated in the new text, cxcept that
Block I had a new stanza (st. 11), added to it. This addition resulted in the numbering difference noted in CB,
Block II was moved toward the end and Block III moved closer to the beginning of the poem. A number of
observations can now be made concemning this new structure.

Block I is still in the central part of the poem but instead of being a reflection of the initial
movements of the poem, it now serves as an introduction to the finale of the poem. "From witnesses to the
past he [Juan] has made them heralds of the future."'® Furthermore, Block II was displaced without any

modification of its internal structure, whereas Block III was rearranged considerably. The verbs used in the

¥ TAVARD, Poctry and Contemplation, 221,
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displaced Block II remain, for the most part, in the past, although stanza 25 is in the present tense and stanza
30 is in the future tense.'” Stanzas 29 and 33 contain a mixture of tenses. Tavard notes that although the
stanzas are displaced without changing the tenses for the most part, this is not problematic: "As the future
is naturally rooted in the past, the latter may be perceived as an anticipation of the former. Moreover, these
stanzas are now set in a new context, defined by what comes before, and on which they depend."'*

Block IlI, as was mentioned, was moved closer to the beginning of the poem with
considerable modifications of its internal structure. These changes can be viewed easily in the above schema.
The sequence of O-P-Q in Block ILI (C4) is compietely reversed in CB to become Q-P-O. Unit N remains
in its initial place in Block III. Tavard notes:

Here again the change has taken the shape of a reversal of direction. Just as block II {units
[-M), once transposed to a subsequent locus, is roriented in a teleological sense, so block
I1 (units N-Q), being displaced toward the beginiing to occupy the place left vacant by the
removal of block II, is nonetheless interiorly reversed.'”

These changes dramatically point the movement of the poem toward the future.'™ Stanza 11, the only

addition to CA in the making of CB, marks this movement in a striking way:

Reveal your presence, jDescubre tu presencia,

and may the vision of your beauty be my death; y mateme t vista y hermosura;
for the sickness of love mira que la dolencia

is not cured de amor, que no se cura

except by your very presence and image. sino con la presencia y la figura!

Stanza 11 expresses that the desire of the Bride can be completely fulfilled only through death. This death
is accompanied by the beauty of the presence and image of the Beloved. No longer are we involved in a
poem that tactfully tells the story of the search of two lovers in the fields, valleys, and hills of the countryside.

The backdrop for the encounter suddenly becomes death itself and the satisfaction of the Bride's desire in that

0l TAVARD, Poetrv and Contemplatien, 221.

2 TAVARD, Poetrv and Contemplation, 222.

¥ TAVARD, Poetrv and Contemplation, 222.

1 Tyvard interprets this new orientation of the poem to reflect the end-point experiences of Juan's own life: “Altogether, the remaking of the paem
hns thus taken place under the sign of the poet’s tension 1oward the future, which, at this moment of John of the Cross's [sic] life and experience, could
scarcely be less than the eschatological futsre.” TAVARD, Poetry and Contemplation, 223, Tavard cites the exchatological orientation of the Living Flame
of Love a3 that which *must have brought ebout the new teleology of the third Canticle.® Ibid., 223, The poem of the Living Flame was written sometime
hetween 1582.84, just before the tme Juan redacted CA into CB (1584-86).
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death. But with this stanza the poem is oriented toward "what may be foreseen, this side of dving by love,
of what will happen beyond."'” The Bridegroom responds with an expression of a similiar desire (st. 13).
However, whereasin CA we encountered a long monologue of the Bride (st. 13-26) we now have a "reciprocal
chanting" of the Bride and the Bridegroom (st. 14-21). The Bride begins by celcbrating the identification of
her Beloved with nature. The Bride continues evoking various images from nature until we encounter the
"nymphs of Judea," This time the Bride is wide awake. Arc these nymphs now the "companions" referred
to in stanza 19 who accompany the Bride on her journey?

Whoever they are,'” the Bridegroom responds to the Bride's companions, who, at this
point, have "become all the scenic manifestations of created nature."*’ He tells them to be quict in silence.
The Bridegroom’s response in these two stanzas of 20 and 21 echo the Bride's discourse of stanzas 14 and
15.'% Both erupt with a plethora of nouns taken from nature, followed by images of peacefilled tranguillity
evoked through music. Against the backdrop of the fullness of love after death introduced with stanza 11,
Juan presents us with the immanence of that love in the here and now. Therefore, it is stanza 11 which has
given CB its entirely new flavour and has structured a new text. With the introduction of stanza 11 a new
text-world was created which necessitated the reordering of other sections of the poem. The being-in-the-
world proposed by CB is different from the proposed being-in-the-world of C4. Juan has carefully constructed
this reference through various linguistic tools. Tavard gives us an indication of the devices Juan has used to
construct this text-world:

[Stanza 11} ... opened on a delicate call to the Beloved to "unveil his presence.” It
continued with lines in which initial M sounds (in Spanish of course: y mateme [sic] ..., mira
que ..., de amor que ...) led to a redundance of guttural sounds (gue ... que ... con ...), which
fit well in the sequence of gue that marks the betrothed’s whole discourse in stanzas6 to 13.
Taking account of such words as quien [sic], quiero, aqueste, the guttural sound recurs five

times in stanza 6, three {imes in stanza 7--with its famous line, "un no sé qué que quedan
balbuciendo"--three times in 8, four times in 9, twice in 10. It occurs twice inside stanza

108

TAVARD, Poctrv and Contemplation, 226.

Agoin, [ see this as another *zone of indetcrmination” discussed eurlier, Sco page 199 above.

7 TAVARD, Poctry and Contemplation, 235,

' TAVARD, Poetry and Contemplation, 225.
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11, once being grammatically redundant, though one could disagree en which one. The
breathing of the request seems to halt, to stutter, after syllables articulated on Mandon R
sounds (mira que .../ amor que ...). Awe brings about hesitancy before the desired presence;
yet such hesitancy can only feed the desire and its prayer. Only the "presence” and the
"image" can bring to fruition the bride’s stammering. The solitary que featured at the last
line of stanza 12 precisely acts as a hyphen between the desire and its fulfilment, the outline
of which is already being drawn in the soul:

The desired eyes

Whose sketch [ bear in my inside!
(Que tengo en mis entrafias dibujados!

109

The new text, CB, shows signs of poetic tools at the service of the new text-world. Did Juan
de la Cruz sacrifice poetry for doctrine, as we have been led to believe by Pacho, in the passage from CA to
CB™ Tt does not appear that this is the case. Neither is the new text of CB a "poetic disaster” as Alonso
has suggested.!"! Rather, CB is a highly crafted entity which creates a new text-world through linguistic
technique, as has been demonstrated above. It is a different text-world from CO or CA.

Let us then summarize our findings by suggesting what each of the text-worlds might look
like because of the different dramatic structures of each of CO, C.4, and CB. If CO is characterized by hope,
and CA by the nuptial union in the present life, then we can say CB once again returns to the theme of hope.
But this time the theme of hope occurs in a new way. Stanza 11 has shifted the locus of this hope, The

realization of the object of the hope of CB is not perceived in its fullness in the present reality. CB points

the lovers toward an eschatological hope that it seems only death can satisfy.

I® TAVARD, Pocetrv_ond Contemplation, 227,
W pACHO, Sus eseritos, 379-80.

1 | have cited o lext easlier (footnole 59) conceming this matter, However, Damaso Alorsa retums to this deprecintion of CB in several places. For
example, elsewhere he says of the poem: “Netemos «.po recuerdo hober leido esta observacién-- que en [a redpccién primera, que es Ja que seguimes, todo
¢l estado de desposorios es un prolengado canta de L Espesa, lleno de juegos, de gozos ¥ de graciosos remilgos. El estado de unién perfecta --en cambic..
4 un cdntico olterno de ambos amantes, Esta traza clara ¥ significativa {que ne creo deje de tener profunde sentido mistico) estd malamente destruida en
Ia segunda redaccién.® ALONSO, La pocsia de San Juan de I Cruz, 210. (emphasis mine) Alonso says the same thing about the commentary in Ibid., 219,
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4. Counclusion

[ have examined two things in this chapter. First, [ examined the literary genre of the
Cantico. What is important to retain from this discussion on genre is that genre is not only a means of
classification as we look back to the structure of a literary work, but it is also 2 means of production for future
meaning-events in the life of the reader. Interpretation of the Cdntico needs to take this into consideration.
Genre provides the common ground of understanding and interpretation of the Cdntice and prescrves the
content of the text from distortion. The form of the Cdntico preserves meaning in a particular way after the
disappearance of the meaning-event. What a text can "do" is indicated by its genre.

The Cdntico was determined to be a pastoral hendecasyllabic love pocm, a canticle,
Canticles are highly productive of mood, of feelings. Feelings are not merely subjective but also operate at
a cognitive level, Feelings shape our world and inform us of its deeper dimensions. It will be this productive
capacity of the Cdntico which I will use further in Chapter Six and Chapter Seven when [ examine the
appropriation and the reception of the text. The approach to genre which I have outlined in this chapter
liberates us from confining the meaning of the Cdntfice to a description of the threefold classical spiritual
itinerary.

Second, Ricoeur’s literary hermeneutics has led us into the investigation of the dramatic
structure of CO, CA4, and CB. Within Ricoeur’s theory of mimesis, a difference in dramatic structure {muthos)
would reorient metaphorical redescription which constructs the world-of-the-text. Since we have been led to
a different dramatic structure through our analysis, the unique contribution to meaning by each text scems to
be supported. Besides affirming the contribution each poem may make, the difference in dramatic structure
of each poem raises certain questions which concern the use of CA and CB in scholarly rescarch.

The individual nature of CB with respectto C4 from a textual perspectivehas been supported
by the difference of the dramatic structure. This opens up the question of the nature of the two poems, the
relationship between CA and CB, and their respective contributions towards the mediation of meaning in the

world. We know that Juar de la Cruz redacted CA4 into CB in order to organize the poem into a doctrinal
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systematization of the development of the classical spiritual itinerary which corresponded more closely to the
"real” world.!'? But does that mean that the value of C4 is reduced and is simply seen as a beautiful piece
of poetry which does not correspond to the "real” world at all?'** Given the various text-worlds which have
surfaced from our dramatic analysis, are we to limit Juan’s provecto definitivo with CB? At this point let us
recall that it was the texts of CO and CA (before there was even a commentary on CA), that caught the
imagination and wonder of the nuns at Beas. Even though they may not have been able to completely
“explain” the poems, as neither could Juan, they found great meaning in them. If CA lacks precision in
systematizing the progression of the purgative, illuminative, and unitive states associated with the classical
spiritual itinerary, does it have another contribution to make? And, because of CB's doctrinal alignment, does

that mean that it is not a poetic creation, as Pacho suggests?''* Poetic beauty was sacrificed for doctrinal

W pacho explains this in the following way: “Intentd, ante todo y sobre tado, una organtacidn sistemdtica del progreso espiritual a despecho del
encanto literario del peema. De ello no hay duda. Tampoco la hay de que para [egrar su intento siguid las insinunciones del CA, volviendo explicito y
manifiesto cl esquema latente, alterado por 'sibitas regresiones’. Consumado el trastrueque imprescindible, las fisuras entre las piezas dislocadas, desde ¢f
punto de vista estructural @ redaccional, eran inevitables, Estd claro, ¢l CB no hace otra cosa que poner orden doctrinal en ¢f deserden del CA. .. San Juan
de la Cruz, en ccasidn solemne, sin preacuparse por el encanto de su ereacién poetica, trastrueca las canciones ordendndolas segin ¢! esquema dogtrinal gue
ha madurado en su mente mientras redacta ¢l primer comentario ¥ que perfecciona 4 lo largo de st carrera de maestro espiritual. El trazado del CA estd
motivado por <l ritmo poético de la creazidn lirca; la ordenacién de CB es frsto de ln sistemntizaciér doctrinal ... . Incluso para quienes rechazan ln
inlervencidn sanjuanista no existe otra razdn suprema que explique laexistencia del CBsino es la estructuracion mis sistemitica de 1a cancienes espirituales.”
(emphusis mine) PACHO, Sus eseritos, 379-80. This reasoning for the redaction of C4 into CB is the commen view held by sanjuanist scholars. See, for
example, Thampson who says much the same thing: *This more systematic delineation of the stages in the spiritual life is the clue behind the reorganization
of the stanzas. As the soul progresses San Juan's cleor teaching is that disturbances and demonie interferences recede. But the order of stanzas in CA makes
this difficult to maintain, because the 'raposas’ of CA 25 and the 'ninfas de Judea' of CA 31 represent just such troubles. This creates a tension between the
CA poem and the commentary it has generated. CA 25 offers on the one hand ‘turbaciones’, on the other, 'suave deleite'. CA 31 urges the nymphs to grant
the saul a peace she is long since supposed to have gained, Here the tension is explicit, and San Juan fecls cbliged to explain why the nymphs are distracting
the soul which has already entered the 'ameno huerto desseado’.” THOMPSON, The Poet and the Mvstic, 57. Thompson concludes a little later: "The best
guide to San Juan as a poet is CA, because it reflects mare nearly the original impulse to sing the divine love. But to appreciate his thought, there is every
justification for tuming to CB, because there is his final word on the Cdntico, the word of a poet who is also a theologian.” Ibid., 59. (emphasis mine)
Fernande Pepin reflects a similar attitude stating that later redactions of Juan's Cdntico were *corrections:® “Si Jean de la Croix ne demeura pas satisfait
une fois pour toutes de son ecuvre accomplie, la revisant, ln corrigeant, I'amplifiant et la refondarnt dans une second rédaction, ¢'est que la généralisation
du poéme révéluit un tracé plus logique et rectiligne, ainsi qu'un ajustement des strophes dil 4 une plus vaste réflexion scientifica-didactique.” PEPIN, Noces
de Feu, 322,

13 Pacho suggests, in line with Juan de la Cruz's own struggle to align the paetic sequence of CA with the unfolding of *mystical love:" "Todo
radica en ese heeho indudable: 1o trama podtica del primer Cdntizo no se comespande exactamente con e] proceso real del amor mistico, Manteniendo
su opden estrdfico, el comentarista ticne que desentraiiar en cada estrofa y lugar lo que allf s¢ cants, se lo impone el método sdoptade; no le queda otro
remedio que denunciar las incongruencias y alteraciones, tratande de situar cada cosa en su sitio sin alterar el orden de los verses. El resultado no puede
ser mds amplic aunque interferido con el poftico. Para descubrir el proyecto definitivo de fray Juan hay que recurmir a la declaracién. Si se quisre
identificar en Jo propuesta madurada con jos aiios, debe asumirse el CB." Eulagic PACHO, "Céntico espiriual,” in Introduccién a la lecturs de San
Tuan de la Cruz. ed. A. Garcia Simén, 471. Pacho, however, also attests to Juan's struggle in making even Cdntico B *fit* the threefold way: “El
Céntico ¥ In Llama semejan un impetuoso torrente de ideas sin connexién [sie], ni armdnica estructura doctrinal. Conviene no exagerar esta vision que
se funda més en opariencins extemas que en ef estudio metddice de la contextura literaria y, que, en buena parte, no responde o las explicitas
afirmaciones del mismo Santo.” PACHO, "La Estructura literaria del «Céntico Espiritualm,” 402, Later on he emphasis this point even further:
*La hucha entre ¢l esquema tedrico ¥ ¢l ritmo impuesto por las estrofas es tan monifiesta, que se trasparenta [sic] a cada paso, sobre todo en la Noche
y en el Cdntice.” Ibid, 405.

14 a] ;1 ordenacitn nueva de lus 40 canciones ro es creacion poitica, €5 obra del maesiro espiritual que intenta presentar un esquema fiel del
crecimiento del amor divino. Las disonancias entre marcha poética ¥ programa real del comentarista desnparecen, por lo menos en los puntas mis
contlictives. Por algo ¢l poema del CB responde a un orden més 14gico. Ha perdido la frescura de la espontancidad y de la inmediatez a la experiencia
mistica, pero se ha estructurado con mayor reflexién y dominio del argumento.” PACHO, "Céntico espiritual,” 471. (emphasis minc)
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precision, according to Pacho.!"* Given all these questions arising from a hermeneutical approach to Juan's
Cantico the relationship of C4 with CB needs to be investigated further to explore the contribution both poems
may make with respect to the mediation of meaning.''®* We have already seen that C.4 and CB are still being
used for scholarly research on the Céntico depending on the approach of the researcher.'”’

For example, an ascetical-theological approach to the text, characterized by Pacho, has
affirmed the singularity of the reference of all three texts, that is, Juan was trying to get across the same
"message” in each of the three Cdnticos. Pacho suggests that among the primitive Toledan "nucleus,” the text
of CA4, and that of CB, there is no referential difference which points to the individual contribution each text
might be able to make.!’® From Pacho’s perspective, each text was an attempt of Juan de la Cruz to improve
the clarity of his doctrinal program. Since CB is more closely aligned with the doctrinal progression of the
spiritual life, the ascetical-theologicalapproach would use CB for its research. Another approach, the literary
approach, seems to favour the text of CA for its artistic merit. Pepin, Icaza, and Morales all have recently
used CA for their studies.''® Thus, methodologically, within the ascetical-theological approach, as well as
the literary approach, there has been the practice of choosing one text.

A hermeneutical approach to the Céntico seems to challenge the exclusive use of one text

of the Cédntico. The hermeneutical approach suggests that each text may have a contribution to make in our

U Furthermore, Pacho suggests that Juan's real contribution was at the doctrinal level reflected in his didactic commentary, rather than in his artistic
genits which is captured in the poem: *No pretende admirar con creaciones artisticas, sino enscitar con sélida doctrina ¢l camino del espiritu o Joy almos
necesitadas de luz y guia. Fin y clementos literarios estin subordinados en el Céntico o la intencién didfictica del maestro que suplantn ol pocta® PACHD,
=13 Estructura literaria del ¢ Céntico espiritual»,” 400, We also see here the lack of importance Pacho places on literary structure and its contribution
toward meaning.

U5 See the comments on such a project suggested in footnote number 72, page E89.

%7 gome scholars chopse to work with C4 since they doubt the authenticity of CB., However, since the suthenticity of CB is no longer disputed,
sotne scholars still choose Cd because of its poetic dynamism. See footnotes 57 and 59, poge 185, for these poaitions. Since we have scen thul cach
text surfoces a different dramatic structure, a hemmencutic approach to the Cdntico does not foree this kind of decision on the researcher. Each text
can be invited into the dislogue from its various perspectives to contribute toward @ hermeneutical understanding of Juan's Cdntico,

UK =Eptre el nicleo poética de Toledo y las agregaciones posterieres no existe diferencia alguna en lo que 3 Ja estructura de cormposicidn g refiere,
La armoniosa unidad del conjunte mantiene el origen incontaminado de poesia pura, ai margen de imposiciones doctrinarias,” PACHO, "Cinlico espiritusl,”
351,

U9 Morales testifies to this choice available to researchers. He says in his introduction: "Los que prefieren el manuscrito de SanlGear (C4)
mantienen que en él se encuentra la espontdnea creacién y, por lo tanto, parece éste ¢l orden de Ins estrofoy més cercano a las fuentes de su inspiracién.
Los que prefieren el manuscrito de Jaén [CB] dicen que en este cbdice la ereacidn poética esth hecha o través del esluerzo y de claborado ¥ concienzuda
elaborneifn.* MORALES, EL Céntico espiritual de San Juan de Ia Cruz, 21. Howsver, he himscll goes cn to 3ay that he uses CA due to historicel
reasons. Ibid., 21. Ferdinande Pepin uses CA because of ils artistic campleteness, PEPIN, Noces de Feu, ix. Icaza uses C4 a3 well, citing it as “the
most relinble.” ICAZA, Stvlistic Relationship, 5.
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understanding of the Cdntico.'™ The differences in dramatic structure which we have described in the three
texts would suggest a unique contribution towards a mediated meaning of each of the three Cdnticos. In order
to support this position further, let us now come back to the question: What is a text?

What is important to stress here is that we have considered CO, CA and CB, as fexts in the
context of Ricoeur’s analysis of a text.!* It would be useful at this point to review Ricoeur’s main
characteristicsof a text. These can be applicd to the three poems to support my thesis that all three Canticos
have a contribution to make to a hermeneutical reading of the Cdntico.

We can recall some of the main characteristics of a written text from the earlier
presentation.'™ These are: 1. meaning is separated from the event of discourse and is fixed through
writing, 2. the text is freed from the mental intention of the author, 3. the written text has a universal
range with respect to whom it may address, and 4. texts display nonostensive references. Going back to the
first characteristic, let us recall what is fixed by written discourse: it is the objective meaning in discourse
which is fixed by writing. If the writing changes, then the objective meaning likewise changes.
Rearrangement (as in C4 to CB), or addition to a text (as in the eight stanzas added to the Toledan poem),
changes the text profoundly as we have seen.'”

The second characteristic likewise frees us from assuming that the redaction of C4 into CB
was only an attempt by Juan de la Cruz to clarify the religious concepts contained in the poem. As an

example we could cite the often used reasen for the redaction of CA into CB: the clarification of the steps

1 What might be questioned, therefore, is the sbsence of Céntico 4 in the recent critical edition in 1991 of Juon de la Cruz's colleeted works translated
into English by Kavanough and Rodriguez: Collected Works, trans. Kieran Kavanaugh and Otilio Rodriguez This is abl the more surprising, since the authors
state in their Foreward that they have *made continual use of two particularly valuable Spanish cditions of the works of St. John of the Cross,” ibid., 8.
One of the Spanish editions used is the recent 1988 critical edition: $an Juan de la Cruz: Obms Comaletas, ed, José Vicente Rodriguez This work includes
both C and CB. There was obviously a clear choice made not to include C4 in the "collected works" edited by Kavanaugh and Redriguez.

WL As Tavard also notes, there are abvious relationships between these three poems, "but no idensis.” TAVARD, Poetrv and Contemplation, 38.
{emphasis mine}

B! See especially my Chapter Four: 3. *The Act of Writing: The Significance for Interpretation of Distanciation through Writing.”

1 Anselmo Donazar is overly nonchalant when it comes to determining the number of verses in the Cdntico as if it really didn™t matter. He states:
*E| Céntico es abierto. Come tiene 40 canciones, podia tener $0 & 60 6 podria tener 20 & 25, La dltima cancin del poema aparece como un broche por
scparado. ... Asi como el autor afiadié mis tarde una cancitn, pudo haber afindido otras, pues en el poema hay espacios sbiertos. Sino intervine mas veces
para completarse o continuarse, seria porque no encontrd ¢l aire o la inspiracién o porque le parecieron bastantes 39 canciones para cemrar con la 40.
DONAZAR, Fray Juan, 61. Such o position does not give sufficient importance 1o the fact that cach of the three Cdnticos are compiete texts, each has 2
certain completeness. Juan could have added other verses to the Cdntico, but the fact is, ke didn’t; we have the texts as they exist today.
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associated with the classical spiritual jouney (the purgative, illuminative, and unitive ways). However, the
original auther does not have full possession of his or her own intentionality. Thereare conscious dimensions,
but also unconscious dimensions of intentionality that need to be considered in composing a text. Subscquent
interpretations of a text cannot always be attempts to get back at the intention of the author, even if the author
has indicated what he or she had in mind in the composition of the text. The intentionality of the author of
atext is also a question of interpretation on the part of the current reader. Therefore, if the text is freed from
the mental intention of the author, then interpretation of the text allows new readings that may be life-giving
beyond the expectation of the author and even the current interpretor.

The third characteristic suggests that a written text is available to whoever can read. The
text can therefore be available to produce meaning in a vast number of contexts simply because it is written.
The fourth characteristicof a text suggests that a text is more than a linear succession of sentences objectifying
what the author intended to say. This approach opens up the potential universality of the text based on its
non-ostensive references. Recall: "The depth semantics of the text is not what the author intended to say, but
what the text is about, that is, the nonostensive reference of the text. And the nonostensive reference of the
text is the kind of world opened up by the depth semantics of the text."’** Therefore, a written text "is a
cumulative, holistic process.”'® Understanding a text is not an end in itself. Understanding a text passes
through the investigation of the "cultural signs in which the self documents and forms itself;"'** however,
hermeneutical understanding culminates in the retrieval of the meaning of one's own life.'”” This meaning
of the reader’s life is oriented through the reference supplied by the semantics of the text.

Thus Juan de la Cruz does not merely say "more" in his addition of eight verses to the
primitive poem in the construction of CA. Nor is he saying "more," or saying it "better,” or even "more

completely,” in his rearrangement of CA4 to form CB with the addition of stanza 11. With cach of the three

13 RICOEUR, "The Model of the Text: Meaningful Action Considered as a Text," 165.
133 RICOEUR, "“The Model of the Text: Meaningful Action Considered as 8 Text," 159.
136 RICOEUR, "What is a Text? Explanation and Understanding,” 115,

i o shor, in hermeneutical reflectione-or in reflective hermeneuties——the constitution of the selfis contemporuneaus with the conatitution of meaning.*
RICOEUR, "What is o Text? Explanation and Understanding,® 119.
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pocems Juan de la Cruz is presenting something different. We have seen Juan constructed a different dramatic
structure each time.'™ Each poem (text) proposes a new way of looking at things, that is, "an injunction
to think in a certain manner."'®

Placing Juan’s Cdntico within the context of Ricoeur’s hermeneutical theory, therefore,
significantly shifts the objective of both "the written" and "the read” text of Juan’s Cdntico. The purpose of
interpreting Juan's Cdntico from a hermeneutical perspective is not to allegorize the "secular” images of the
poem to arrive at traditionally religious or ethical themes which are already known. It is Ricoeur’s concept
of mimesis which allows us to affirm that Juan’s Cénfico is not the poetic description of an “already known"
brought to language, but is a refiguration of a particular aspect of reality which becomes available to the
reader. Everyday reality is transformed with the help of the metamorphoses of that reality effected throngh
literature. Logos is transformative.

An analysis of the dramatic structure of the texts of the Cdntico suggests that the three poems
cannot be viewed as the linear description, development, or progression of Juan's personal journey.'*
According to Ricoeur’s theory of mimesis, poetic discourse is not the revealed landscape of the author’s inner
journey. We are not dealing here with either the external signs of Juan's inner mental life or exclusively the
lived experience of the author.

If a text is only the expression of personal experience, a reaching for words to communicate
the ineffable during a systematic analysis, then interpretation consists of bridging the gap between the mind
of the reader and the experience of the author, If a text is primarily the expression of personal experience,

or the attempt to find a common horizon for the meeting of two minds (that of the author and that of the

reader), then all distanciation from a text is alienating. This, as we have seen in Chapter Four, is not the case.

¥ As mentioned above, even Juon's own commentaries on C4 and CB emphasize only one side of the Cdntico. See RICOEUR, “The Medel of the
Text: Meaningful Action Considered as a Text,” 158, The question of the multiplicity of interpretations of the Cdntico is examined further in Chapter Seven
where [ discuss the impact of the hermeneutical approach da the poetry-prese relationship.

1% RICOEUR, *The Model of the Text: Meaningful Action Considered as a Text," 165.

¥ Fernande Pepin is an outhor who holds this position, It is clearly stated in reference to Cdntico 4. Referring to the Cdntico she says: "Le paéme
sanjuanist suit une marche linéaire, lente et sévére tout o cours des trente-neuf strophes que se déroulent sous nos yeux; Jean de la Croix, suivant une théorie
qui fui est propre, bitit son poéme comme, dans un travail erdonné ct pierre sur pierre, on éldve un édifice, sans laisser aucun interstice, suivant les plans
de I'architecte qui réve d'un monument a demeuter,” PEPIN, Noces de feu, 381.



215

Distanciation is a resource for access to meaning in a text as I have defined it according to Ricocur’s
hermeneuticalmethod. A text, as already explained, "fixes” discourse. preserving its meaning when the cvent
of speaking passes away, A text therefore expresses, preserves, and conveys meaning over temporal and
cultural distance. A text refers to its own "world," "where this world is to be understood in an existential
sense as a possible world for self-understanding and a potential mode of existing. It is, in a word, a new way
of understanding reality.""!

The difference in the dramatic structure of CO, C.4, and CB seems to indicate the difference
which lies in the text-worlds of the three Cdnticos, The judgement whether these text-worlds are radically
different or not must wait for a more complete structural analysis of all three texts. Structural analysis would
reveal the deep-structures (the "codes" of the Cdntico) that are bearers of meaning.™® This analytical
moment depsychologizes the interpretation of the Cdntico since these structures are uncarthed from within the
text itself. It is the "codes" within the text which result in the production of discourse once the reader returns
to the surface-structures of the "plot" (muthos). This means that in order to interpret the Cantice the following
question must eventually be asked: What does the Cdntico say about our fundamental existence?'”
Therefore, a totally subjective reading of the Cantico is avoided when the results of structural analysis arc
included as part of the hermeneutical interpretation of Juan's poem.

The work of structural analysis on the Cdntico is yet to be done. For now, however, in the

context of the dramatic analysis based on Ricoeur’s hermenecutical theory, it can be suggested that the

Y David PELLAUER, "The Significance of the Text in Paul Ricocur's Hermeneutical Theery,” in Studies in the Philosophv of Puul Ricocur, ed. E.
Rengan, {Athens: Ohio University Press, 1979}, 104,

" Ricocur acknowledges the invaluahle contribution of strucwralism: "The invaluable contribution made by structuralism was to offer an cxact
scientific dzscription of the codes and paradigms of language. But I do notbelieve that this excludes the creatlve expression of consciowness, The creativn
of meaning in language comes from the specifically human production of new ways of expressing the abjective paradigms and codes made available by
language.” RICOEUR, "The Creativity of Language,” 465.

[ have paraphrased this question from VAN DEN HENGEL, Home of Meaning, 136. Van den Hengel asks: “What doea the story suy about
our fundamental existence? Ibid., 136. Concemning story and meaning Ricoeur says: "A text has an entirely different significance from that which
a structural analysis, deriving from linguistics, aecords to it; it is a mediation between man and the wortd, between mun and man, between man and
himself, Mediation between man and the world is called reference; mediation between man and mon is communication; mediation between mun and
himself is selfsunderstanding. A litcrary work brings together these three dimensions of reference, communication, and self-understanding, Thus, the
work of hermencutics begins where linguisties stops. Hermcneutics would uncover new traits of non-descriptive reference, of noa-utilitarian
communication, of non.narcissistic teflexivity--traits engendered by the literary work. In a word, hermeneutics takes hold of the hinge between the
(internal) configuration of o work and the (external) refiguration of a life. As Isecit, cverything said ... conceming the dynamics of composition proper
to a literary creation is nothing but & lengthy preparation to understanding the rea) probiem, i.. that of the dynamies of transfiguration proper to the
work. In this regard plotting is the work of the text and the reader jointly.” RICOEUR, "Life: A Story in Search of a Nawmulor,® 431-432.
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rearrangement of Juan's Céntico 4 into Cdntico B may not merely have resulted in a clearer text or a more
accurate way to cxpress what Cantico A failed to adequatsly communicate. Ricoeur’s theory of mimesis
cautions us that we should not amalgamate too quickly CO, 4 and C3. This is to say that it is not enough
to give only one reading to the Céntico. (0, CA, and CB, need to be brought into dialogue with one another
to plumb the depths of the texts. Each text may have a particular vision € spiritual life to offer. As David
Pellauer summarizes:

Ricoeur maintains that a text cannot be simply analysed into its elements. It is more than

a mere collection of sentencesas can be demonstrated if we recall that the sequence of a text

cannot be altered without affecting its meaning, nor may a poem be reduced to a series of

propositions that "say the same thing."**
A hermeneutical approach to Juan’s Céntico suggests that its meaning may not be exclusively the outlining
of the doctrine of CB. Rather, Ricoeur tells us that understanding Juan’s Cdntico will be a project of self-
understanding in one’s present existential reality which is constructed by the text. All three Cdnticos,
interacting with each other, may have something to contribute toward this project.

It has already been said that a text decontextualizesthe original meaning-event of discourse
and makes possible the consequent recontextualization of its meaning through the redescription and
metamorphosis of reality. Reality itself is as yet unfinished. A text gives reality in its process of becoming.
Therefore, a text is an expression of "being." It is not a mere passing on of information, although this can
be part of the fanction of a text. As Ricocur says: "Language in the making celebrates reality in the
making."** Temporality is a structure of existence that is bound to language, especially in the poetic form
of language.

Ricoeur also leads us to question whether each of the three texts of the Cdntico succeeds the

other in some progressive, developmental fashion. It would be difficult to judge one text as better than the

% pELLAUER, "The Significance of the Text" in Studies in the Philosophy of Paul Ricoeur, ed. E. Reagan, 105, (emphasis mine)

95 poyl RICOEUR. "Poetry and Possibility,” in A _Ricoeur Reader, 462,
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other, one more complete, more detailed or unique.’*® This language may be inappropriate to discuss what
is occurring in the configuration of the three texts. Rather the preceding analysis supgests that all three texts
stand together, yet each one is unique with a unique contribution to make.

In summary, the text of Juan's Cdntico cannot remain as a lifeless entity against the backdrop
of the paper upon which it is written. The interaction of the text with the life of the reading subject completes
the hermeneutical framework which I am developing. It is the incorporation of the life-world of the reader
with the text-world which completes the hermeneutical arc. This step comprises the third moment of mimesis

in Ricoeur’s hermeneutical methodology. It is to this third mimesis, called mimesis,, that we now turn,

18 The correspondence between the two systems: betrothal and marriage, and the three ways of the classical spiritual joumney, are not so neat and tidy
in €B as some suggest. This becomes evident in reading the commentary on €8 which revesls Juan's own struggle 10 mateh them, Referring to the
commentary on CB Taverd remarks: "To tell the truth, the plan is not 3o elear as the author suggests. The notes or annolations that are charszleristic of
version (B) show the text swinging back and forth between the sequenee of three ways and some experiences or graces that may be anterier or posterior lo
the state of the soul that is being considered. One gets the impression that the narrative comes back several times 10 already bygone moments of the spiritual
joumney, or al times jumps ahead toward states that are yet 1o come for the soul.” TAVARD, Boctry and Contenplation, 235. See this reference for some
examples concerning Juan's struggle in this regard,



CHAPTER SIX

MIMESIS, AND APPROPRIATION OF THE CANTICO

1. Introduction

The third hermeneutical moment concemns the appropriation of textual meaning which
Ricoeur refers to as mimesis,. With this moment I come to the goal of the hermeneutical contextualization
of Juan's Cédntico which | havebeen investigating. Appropriation completes the hermeneuticalprocess because
at this point the meaning of the text is removed from estrangement to be brought into the realm of
understanding.

The understanding process is launched with a methodical laying out of the sense of the text.
This dynamic, as was shown in Chapter Four through Ricoeur’s dialectic of sense and reference, is necessary
in order to determine the ideal meaning of a text, but interpretation cannot be limited to this. Ideal meaning
(sensc) must be engaged as real meaning (reference) grounded in the life of the reader. The methodical
moment (explanation) orients the reader of the text to personalize its meaning but does not vet result in the
appropriation (understanding) of the text.

Appropriation of a text, in Ricoeur’s theory, could be described as the non-methodical
moment of interpretation. Understanding a text is not an explanation of its literary elements, a history of its
genesis, or an intuitive grasping of textual meaning, that is, a meeting of the mind of the reader with the mind
of the author.! Such a Romantic understanding of "understanding" is eliminated by the work of literary and
structura! analysis as was suggested in the last chapter. The tools of historical analysis, textual criticism,

literary criticism, structural analysis, and so on, give the interpreter the competence to enter into the text, but

' Eulogio Pacho sces just such a *meeting of minds” as the goal of the interpretation of the Cdntico. In commenting on the interpretation ¢ f Juan de
la Cruz's Cdntico, Pacho states: "La interpretacién genvina, profunda, total, de una obra es algo asi como su recreacién, o reproduccién por el lector, Tants
mis exacta serh cuanto moyer sea la compenetracion entre el autor ¢ intérprete. La posturs del exégeta ante un eserita doctrinal no puede ser idéntica a la
del espectador, o admirador, de una pieza artistica, Requicre ¥ exige mayer movirniento personal de accreamiento, Tiende y establece una comunicacion
directa entre ambos: autar € intérprete,” PACHO, "La Estructura literaria de! « Céntico Espiritual»,” 385, Furtheron he says that the goal of interpretation
is 10 recreate the situntion of the author in the life of the interpreter: *Se intenta sorpreader directamente Ia actitud, la pastura del autor desde dentro y en
¢l momente de crear su imagen, su alegoria, su simbolo. Para sbarcartodo el significado de la imagen es necesaria una especie de reincidencia eo lasituacién
en que aquélla 3¢ frugua. Hay que asisir a su fotja en Lo mente del escritor; asi serh ficil y segurn la caracterizacién de su tropologia” [Ibid, 389.
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the understanding of the text or its appropriation does not end with them.

Ricoeur’s theory of interpretation takes us beyond the linguistic or theological analysis of
a text. With the methodical (or analytical) moment, Ricoeur includes another dynamic. For Ricocur,
understanding or appropriation is the dialectic operative when an imagined possible world shaped by the text
is made actual through reading. This is to say that appropriation of the world-of-the-text results in the
metamorphosis of the reading subject.” In the process of reading the narcissistic self is challenged 1o let go
of the central place it guards for itself as a being-in-the-world." A new dimension of life is exposed for the
reading subject according to the prescription of the text. Exploration of Ricocur's theory of reading will
expose this relationship which the reader shares with the Cdntico of Juan de la Cruz so that this human
transformation is pessible.

In this chapter I will follow a definite procedure. First, I will give a general introduction
to the concept of mimesis,. Ricoeur suggests that understanding a text, in this case Juan's Cdntico, means
restoring the poem to the time of action and suffering whence it came, according to the act of the text itself.
Second, I will examine several components of Ricoeur’s theory of reading which is the basis for the passage
from mimesis, to mimesis,. It is this movement, under the guise of "play," which opens the rcader to the
appropriation of texts and thus the conversion of human subjectivity. Third, because Juan's Céntico is lyrical,
I will suggest how we may appropriate the Cdntico. Lyric poetry has a unique ability to refigure human
subjectivity through mood. [ have already presented this concept in several places. [ will develop it further
here to suggest what might be an appropriate reception of Juan's Cdntico for our time. We saw in Chapter
Three that some commentators suggested that the Cantico was sung during Juan’s day. In our own time some
readers have set Juan's Cdntico to music. For example, in 1991 sections of Juan’s Cdntico were set to music

and recorded for distribution. The current distribution of Juan's sung Cdntico may emphasize the importance

3 RICOEUR, "Appropnation,” in Hermencutics and the Human Seiences, 187.

1 RICOEUR, "Appropriation,” 191.

* Clarity about the relationship the reader shares with a poetic text will also set the atage for the unalytic in the next chapter which will allow an
examination of three corollary issues concemning th. interpretation, appropriation, and reception of Juan's Cdnrico. These are: 1. the rale of the utle of Juan's
poem; 2. the poetry-commentary refationship; and 3. the ontolagical impoert of the Cdntlco.
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of an aesthetic appropriation of the Céntico for our own times.

2. Mimesis,: The Meaning of Understanding

Mimesis, brings us to the end point of the trajectory which we began with mimesis,. We
arrive at mimesis, having already explored the pre-understanding of human action in mimesis, and,
subsequently, the emplotment of human action in mimesis.. Through the reading of the text, mimesis, passes
over into mimesis, and we encounter the return to time of the metamorphosis of reality configured by the text.
Ricoeur clearly states this thesis in the following quote: "The process of composition, of configuration, does
not realize itself in the text but in the reader, and under this condition configuration makes possibie
reconfiguration of a life."* Once the discourse of existence is fixed in a text, the text becomes the point of
access to that discourse in another life in the present. The poetic act is therefore only completed in the life
of the reader.® Mimesis,, in this context, can be described as "the intersection of the world unfolded by
fiction and the world wherein actual action unfolds."’

Just as the function of mediation is the predominant characteristic of mimesis,, the
refipuration of a life, that is, the presentation of new existential possibilities, is the hallmark of mimesis,. The
poetic text has its full meaning only "when it is restored to the time of action and of suffering."® Mimesis;

thus marks the “intersection of the world of the text and the world of the hearer or reader, the intersection,

therefore, of the world configured by the poem and the world wherein real action occurs and unfolds its

$ RICOEUR. “Life: A Stery in Search of a Narrator," 430.

* The possible critique that Ricoeur's interpretation theory simply leods to 8 vicious circle, i.e. that the end peint of mimesis, is already anticipated where
we begtn 1 mimesia,, is responded to in RICOEUR, Time and Narrative, 1:71-76. Ricoeur sums up his position with the following statement: “The manifest
ciczulanty of every analysis of nacrotive, an anobysis that dacs not stop interpreting in terms of cach other the temporal form inherent in experience and the
narrative structure, is not a lifeless tautalogy, We should see in it instead a *healthy circle' in which the argements advanced about each side of the problem
md one another.” Ibid, 1:76.

7 RICOEUR. "Mimesis ond Representation,” in A Ricoeur Reader, 148.

' RICOEUR, Time and Namative, 1:70.
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specific temporality.” Especially through poetic making, the world is transformed "to the extent that
recounting or narrating remakes action following the poem’s invitation."*® In this way Ricocur’s interpretive

theory overcomes the limitations of a theory of interpretation that would divide the text into an "inside" and

an "outside."!

Ricoeur says that "we must stop seeing the text as its own interior and life as exterior to it.
Instead we must accompany that structuring operation that begins in life, is invested in the text, then retums
to life,"'* The invitation for the text to "return to life” comes from the act of the text on the reader, not the
act of the reader on the text.! This is true even though, in the final analysis, it is the reader who is the
operator of the "unceasing passage from mimesis, to mimesis; through mimesis,.""" In the context of
Ricoeur’s theory of mimesis it is the reader who completes the work of Juan’s Cdntico through appropriation
of the world-of-the-text, but it is the work of the text before it is the work of the reader."

To appropriate the world-of-the-text is to bring the discourse of the text back into an cvent
of discourse in a life. It is the effects of reading, and the dynamics behind textual appropriation which
primarily effect the reconfiguration so characteristic of mimesis,. Ricoeur’s theory of reading will now be
examined in order to determine how the act of reading Juan’s Cdntico forms the basis for the transformation

of the individual through the appropriation of the poem.

¥ RICOEUR, Time and Narrative. 1:71.
¥ RICOEUR, *Mimesis and Representaticn,” 151.

1L *For hemmeneutics, ... seeks to reconsiruct the whole are of operations by which practical experience is turned into works, authors, and readers, there
is neither an inside nor an outside to the work--the distinction of inside and outside being a methadological artefact--instend, there is 0 concrete process in
which the textual configuration conjoins the practical prefiguration and the practical transfiguration.’ RICOEUR, "Mimesis and Representation,” 140, Ricoeur
places this movement in contrast with semioticians, such as those who follew Greimas' narrative semiolics, who have "given up the repreaentative illuzion
by having constituted the text as an inside without an cutside, or rather o3 an inside whose outside {be it withor, oudience, or socio-cuftural circumatances)
has become irrelevant, The referent of the text has become a function of the text. Within the narrative field, it is the nurrated story na narrated and nothing
more.” Thid, 144,

2 RICOEUR, "Mimesis and Representation,” 151,

U “The text, as writing, awaits and calls for a reading. I reading is possible, it is indeed beeause the text is not closed in on ielf but opens out anto
other things. To read is .. to conjein anew discourse to the discourse of the text. This cenjunction of discourses roveuls, in the very canatitution of the
text, an original capacity for renewal that 1s its open character. Interpretation is the conerete outcome of conjunction and renewn),” RICOEUR, “What 13
a Text? Explanation and Understanding,” 118.

4 RICOEUR, “Mimesis and Representation,” 151,

% yropically, this work of the text, actualized by the text, results in the completion of the text by the reader. As Ricoeur says: “Ulumately it is true
that the reader composes the text.” RICOEUR, *The Creativity of Lenguage,” 468.
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One must remember that mimesis, in its singular threefold movement, "is an action about
action. What it prefigures in the first stage and configures in the second, it transfigures in the third."¢ It

is this trajectory, the hermencutical interpretation of Juan’s Cdntico, which I set forth to explore in this thesis,

3. The Act of Reading: The Significance of Reading in Interpretation

Several components of Ricoeur’s theory of reading are significant for the hermeneutical
interpretation of Juan's Céntico. First, I will investigate the relationship between the reader and the author
through the reader’s act of reading. Ricoeur suggests that the task before the reader is not to enter into the
psychological space of the author, but rather to appropriate the world-of-the-text which is projected before the
text through the act of reading. Second, I will investigate the refationship between the Céantico itself and the
reader. Clarification of these issues will reveal that it is only through the reading and the appropriation of
Juan’s poem that the destiny of Juan’s Cantico is fulfilled.” Third, I will explore the dynamics of the
transformative process which occurs in reading through the model of "play." The model of reading as "play"
helps us to understand the invitation towards self-relinquishment that occurs through reading. Through
reading, the primacy of the cogito (the conscious, seif-constituting self) is subordinated to the possibility of
transformation of all levels of the self.

Ricoeur’s hermeneutical program abandons the primacy of the cogito and holds that "all
reflection is mediated, there is no immediate self-consciousness."'® “Reflection is never first, never
constituting--it arrives unexpectedly like a 'crisis' within an experience that bears us, and it constitutes us as

the subject of the experience.""” "Where consciousness posits itself as the origin of meaning, hermeneutics

* RICOEUR, "Mimesis and Representation,” 150.
7 RICOEUR, "What is a Text? Explanation and Understanding,’ 124
® payl RICOEUR, "Toward a Hermeneutic of the Idea of Revelation,* Harvard Theologicat Review 79, no, 1-2, (January-April 1977), 28.

¥ RICOEUR, "Toward a Hermencutic of the Idea of Revelation,” 29.
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brings about the abandonment of this pretension."”® The dynamic of transformation and conversion effected

by reading suggested by Ricoeur is astonishingly similar to the project that Juan cites for the individual in the

world before God ®

3.1 The Focus of the Reader-Author Relationship

Ricoeur’s reader-author relationship is a direct result of the decisive shift which he signals
in interpretation theory and the impact that this shift has on his understanding of the hermeneutical circle, In
the tradition of Romantic hermencutics, as we have already seen, the task of the reader was to place himself
or herself into the spiritual life of the writer. The task at hand was to delve into the psychelogical space of
the author, that is, 1o understand what the author intended to say. The text in this instance was a mere bridge
to the perceived goal, that is, to understand the author. However, the emphasis in post-Heideggerian
hermeneutics "is less on the other [the real author] as a spiritual entity than on the world which the work [of
the text] unfolds,"*

This world has already been presented as the world-of-the-text. "Beyond the situation of the
author," the reader comes before the text to offer himself or herself "to the possible mode of being-in-the-

n2d

world which the text opens up."* With this approach, the understanding of a text cannot be an objective

procedure which unearths the mind of the author, but must include "the way in which the reader already
understands himself and his work. Hence a sort of circularity is produced between understanding the text and

self-understanding."*

With this statement we encounter Ricoeur’s understanding of the hermenentical circle which

# RICOEUR, "Toward a Hermencutic of the Idea of Reveladon,* 30,

3 This dynamic is investigated in Juan's commentaries on twe other poems: The Ascent to Mount Carmel and the Dark Night,

4 RICOEUR, "Metaphor and the Central Problem of Hermeneuties,” 177,

# *Beyond my situation as reader, beyond the situstion of the author, 1 offer myself to the possible mode of being-in-the-world which the text opens
up and discloses to me,"* RICOEUR, "Metaphor and the Central Problem of Hermeneutics,” 177,

# RICOEUR, "Metaphor and the Central Problem of Hermeneutics, 178, (emphasis mine)
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further cmphasizes the kind of relationship the author and reader share. As just mentioned, understanding the
author is not the goal of reading, but instead reading leads to an increase in se/f~understanding. It is true that,
for Ricoeur, as in Romantic hermeneutics, the interpretation of a text is not authentic unless "it culminates in
some form of appropriation (dneignung)."” But what is appropriated is not the foreign experience of an
other®® What the reader appropriates is not the "alien experience” of the author, but “the horizon of a world
towards which a work directs itself."¥ Furthermore, the appropriation of the reference of the text is not even
an empathy cr a sympathy which the reading subject feels with the author of the text. As Ricoeur says: "the
reference of a text in language is the coming to language of a world and not the recognition of another
person."® This world is the inexhaustible world-of-the-text and not that of the author. Tt is the
objectification of meaning through the reference of the text which mediates the interaction between the writer

and the reader.™

3.2 The Interpretive Dynamics Operative Between the Text and its Reader
I have already said that it is reading which concretizes the transition between mimesis, and
mimesis,.”® In Ricoeur’s theory the reception of the work through reading is an integral part of the

constitution of its meaning®® The world-of-the-text is only produced through the act of reading by

¥ RICOEUR. "Metaphor and the Central Problem of Hermenentics,” 178,

35 Ricoeur does not believe that the hermeneutical circle is eorrectly understood *when it is presented, first as a circle between two subjectivities, that
of the reader and thot of the suthor; and second, as the projection of the subjectivity of the reader into the reading itself.” RICOEUR, "Metaphor and the
Central Problem of Hermeneutics,” 178, Ricoeur thus wishes to adjust a significant feature of the hermencutical circle through what he believes is the nature
of the authar-reader relationship and the abject of appropriation of the reading subject.

¥ RICOEUR, *Metaphor and the Central Problem of Hermeneutics,” 178,

3 RICOEUR, *Metaphor and the Central Problem of Hemmeneutics,” 178, Elsewhere Ricocur says: *Nothing has more hamed the theory of
understanding than the identification, central in Dilthey, between understanding and understanding others, s though it were always first a matter of
apprehending a foreign psychalogical life behind a text. What is to be understood in a narrative is not first of all the one who is speaking behind the text,
but what is being talked about, the thing of the faxt, pamely, the Kind of world the work unfolds, as it were, before the text* RICOEUR, *Explanation and
Understanding,” 131.

* RICOEUR, "Appropriation,” 185
® Ricoeur explores in depth the dynamics operative between the reader and the text in RICOEUR, *Between the Text and Its Readers,” 390-424.

3 RICOEUR, "Mimesis and Representation,” 150.
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someone.®® The encounter of the woerld-of-the-text with the world of the reader through reading actualizes
the reference of the sense of the text. The reading of Juan’s Cdntico, in the context of Ricoeur’s theory, is
therefore the connection to the poem’s capacity to refigure experience in the life of the reader.®

The potential for new existential possibilities by the appropriation of the poem is ultimately
the hermeneutical interpretation of Juan’s Cdnfico. The impact of the text on the individual rcader or the
reading community, and their impact on the text, are significant. In this section I will therefore affirm that:
1. The actal meaning of Juan’s Cdntico is influenced by the present reality of the reader, his or her
experiences, expectations, hopes, and so on. This is often referred to as the "horizon of the reader." The
actual meaning of the Cantico is also impacted by the previous history of its reception by the reading public,
2. There is a potential effect of the Cdntico on the reader which moves the reader to assume a new way of
being-in-the-world according to the prescription of the Cdntico. In reading there is an acsthetic cxperience
of the text that gives rise to a catharsis of the reader which in turn opens the door to this pre-figured way-of-
being of the text.

First, then, I will discuss the impact of prior readings of the Cdntico on the present meaning
of the text. Ricoeur suggests that through reading, written discourse is taken up again and allowed to fulfil
the configurational act through human action.® This is done by the reader following the directedness of the
text.* In Chapter Four and Chapter Five I have already explored how the structure of the text produces the
reference of the text and "directs" the reader through its sense.’® The received paradigms of the text structure

the reader’s expectations concerning the text, but the act of reading actualizes the capacity of the text to be

7 »after all, libraries are full of unread books, whose configuration is, none the less, well laid out, and yet they refigure nothing ot all. ... Without
the reader who accompanies it, there is no configurating gct at work in the text; and without a reader to appropriate it, there is no world unfolded belore
the text. Yet the illusion is endlessly rebomn that the text is a structure in itself and for itself, and that reading huppens to the text as some cxtrinsic and
contingent event” RICOEUR, "Between the Text and Its Readers,” 395,

3 RICOEUR, Time and Narrative, 1:76.

M Ricocur says that the very structure of o text is but "an cffect of reading,” that is, the *reading to come 15 the unknown that the wriling puts into
perspective.” Therefore, reading is not that which the text prescribes, "it is that which brings the structure of the text to light through interpretation.”
RICOEUR, “Between the Text and Its Readers,” 397,

3% RICOEUR, Time and Narrative, 1:76.

¥ RICOEUR, Time and Narrative, 1:76.
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meaningful in new ways.”” However, the reader does not read the text from within a vacuum. The reader
of Juan's Céntico participates "in the sedimented expectations of the general reading public” who have read
the text previously.® This position contrasts with that of Federico Ruiz Salvador. Ruiz Salvador says that
“the reading of a great mystic like Saint John of the Cross is of a strictly individual character, a dialegue
between the author and the reader."® However, Ricoeur holds that a text is read within a fradition of

readings which impacts the actual reading.*® A strictly private reading of the Cdntico is not possible in a

hermeneutical interpretation. The history of the reception of the work is "at work” in the actual meaning of

the text.®! And so are the personal expectations which the actual reader brings before the text, which, in par,

udl

have been shaped by this "sedimented history.

Ricoeur again moves away from a psychological understanding of interpretation that
subjectifies the meaning of the text. Instead he embracesa theory of interpretation that is connected with the
process at work in the production of the text itself. This production takes place through various r_eadings
which have produced a history of the reception of the text. "The entire theory of hermeneutics consists in

mediating this interpretation-appropriation by the series of interpretations that belong to the work of the text

' RICOEUR, Time and Narative, 1:76. Elsewhere Ricocur suys: "To follow a story is to reactualize the act of configuration which gave form to
it. Furthermore, it is the act of the reader whe accompanies the play between innovation and sedimentation. ... It is the act of reading which completes the
work, which transforms it into a reading guide with its zones of indetermination, its latent richness of interpretation, its ability to be reinterpreted in novel
ways within historical context that are always new.” RICOEUR, "Life: A Story in Search of a Narrater," 432,

N RICOEUR, "Between the Text and its Readers,” 399,

W “[4 ectura de un gran mistico como San Juan de 1a Cruz es de cardcter cstrictamente individual, diflogo entre el autor y el lector.” RUIZ
SALVADOR, *Introduccién,” 127, (translation mine) Futther comment could be made on this position beld by Ruiz Salvader. For example, how is it
passible 10 bave o dialogical situation when the author of 2 text is decensed? As we have already seen in Chapter Four, it is distanciation from the text
through the sbsence of the author which makes the text more productive of meaning.

© Recall this point which wos made earlier in Chapter Three: “To say that the narrative schema has & history of its own, and that this history passesses
ali the churacteristics of n tradition, is not at all to defend tradition understood a3 an inert transmission of dead sediment. On the contrary, it is to pointto
wradition, as a living passing-on of innovation which can always be re-activated by a retum to the most creative moments of the poetic comnpasition.”
RICOEUR, "Life; A Story in Search of a Narrator,” 429,

4 =The nct of reading thus becomes one link in the chain of the history of the reception of n work by the public.” RICOEUR, *Between the Text and
Its Readers,” 399,

4 *We must 20y that the reception of the work and the welcome given what Gadamer likes to call the 'issue' of the text are extracted from the sheer
subjectivity of the act of reading only on the conditicn of being inseribed within a chain of readings, which gives a historical dimension to this reception
and 1o this weleome. The oct of reading is thereby included within a reading community, which, under cemain favourable conditions, develops the sort of
normativity and cancnical status that we acknowledge in great warks, those that never cease decontextualinng and recontextualizing themselves in the most
diverse eultural circumatances.® RICOEUR, *Between the Text and Its Readers,” 413, Ricoeur also says: “The meeting between text and reader is a meeting
between the whole of the text's claims, the horizon which it opens onto, the possibilities which it displays, and another horizon, the reader’s horizon of
expectation.” Ibid., 452,
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upon itself. Appropriation loses its arbitrariness insofar as it is the recovery of that which is at work, in labor,
within the text. What the interpreter says is a resaying that reactivates what is said by the text."%

Down through the past four centuries Juan's Cdntico has enjoved a large audience within
the western mystical culture. Today it continues to be the most widely read of Juan's works.* At different
times particular academic disciplines, such as those of philosophy, theology, and literary studies have focused
upon specific aspects of the Cdntico.™ From the various points of interest demonstrated in these academic
disciplines we can see that the Cantico has had its own history of reception.* In the context of Ricoeur's
hermeneutical theory we can appreciate the reason that Juan’s Cdntico is open to speak to people from these
different perspectives in different cultures and time periods. Juan's writings have been read and appropriated
in various ways and continue to be read (received) today in new and original ways. Because of this
timelessness of the Cdntico, its interpretation calls for the hermeneutical approach. The richness of the text
requires a va.ri_ety of receptions. The ongoing interpretation of the Cdntico cannot be reduced to a single

reading, or to a deciphering of the message of the text in the form of theological concepts.

9 RICOEUR, "What is a Text? Explanation and Understanding,” 124,
4 pACHO, "Cintico espiritual,” 451,
“ Examples of all of these can be easily gleaned from the review of the literature in Chapter One.

A more detailed study of the history of reception of Juan's Cdntico, especially at the popular level, is yet to be done.  However, we knaw of the
diversity of the reception of Juan's opus as awhale. An interesting article reflecting on the influence of Juen's wrilings in various aspects of North Americun
life dating back to the 1800°s, inchuding Juan's influence on the famous poet T.8. Eliet, is Steven PAYNE, "The Influence of John of the Cross in the Uniled
States; A Preliminary Study,” in Carmelite Studies TV: John of the Cross. cd. Steven Payne (Washington: LC.S. Publications, 1992), 167-195. An cxample
of the shift taking place in the teeptian of Juan's work today is found in an article by Gerald May. May includes writings by Juon de la Cruz in his rescarch
on addictions counselling: Gerald MAY, *Lightness of Soul: From Addiction Toward Love in John of the Cross,” Spintual Life 37, (Fall 1991), 139-147.
A couple of quotes from May's article serve to show how the reception of Juan's work has became significunt in the field of psycholagy: "Western
psychological science did not even cnterain the idea of the unconscicus until Freud introduced it in the eurly 20th century. Yet centurics eatlier John, ..
and ather contemplatives were describing in fierce detail the inner life of the soul that goes on beneath our surface awareness. They seemed Lo know all
about what Freud would eventually call defense mechanisma--the tricks our minds play 6n us--and the subtle ways selfishness can masquerade as spiniteality,”
Ibid. 140: *What John deseribes as attachment is precisely what modem psychology calls conditioning and addiction. ... In uddresaing addictions, psychology
edvocates the substitution of 'better,! more efficient conditioning. John goes much decper than this. He sees the objects of our attachment s good tn
themselves. But no attachment, .. no matter how noble or efficient, can really be seen as good. ... The radical point of John's psycholagy for our fims
is his convictien that human beings are capable of growth beyond addiction, toward absolute freedom for love, * Ibid., 142, On addicuons and Juan de la
Cruz see also, Maric Theresa COOMBS and Francis Kelly Nemeck, O Blessed Night: Recovering From Addiction, Codependency and Attachment Bused
on the Insights of St. John of the Cross and Pierre Teilhard de Chardin, (New York: Alba House, 1951). On the usc of Juan's wnungs from the viewpoint
of o feminist theologian see, Constance FITZGERALD, "A Discipleship of Equals: Voices from the Tradition--Teress of Avila and John of the Cross,” in
A Discipleship of Equal i2_Towends s Christian Feminist Spirituality, ed. Francis A, Eigo (Villanove, PA: Villanova University Press, 198%), 63-97. On
Tuzn de la Cruz and Liberation Theology see: Richard HARDY, “Liberation Thealogy and Saint John of the Cross: A Meeting,” Eglise et Théologie 20
(1989), 259-282. From the perspective of an cthieal reflection see, David SANDERLINE, "Charity According to St John of the Cross: A Disinterested
Love for Interesting Special Relationships, Including Marriage,” The Joumnal of Religious Ethics 21, no. | (Spring 1993), 87-115. Anarticle which conncets
Junn de la Cruz and Paul Ricoeur from the philesophical, as well as the thealogical, perspective is: Pierre MASSET, *Cue suis-je? Qui suis-je? Que
sommes-nous? De Ricocur a St. Jean de la Croix,” Filosefia Oggi 57, no. | (Jonuary-March 1992), 31-46.
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Psychologists, addiction therapists, or feminist thealogians*’ are just as apt to turn to the
Cdntico for new insights into their being-in-the-world, as is the traditional spiritual theologian. Juan’s Cédntico
is continually being given a new voice at the behest of the text itself because of the different circumstances
and contexts in which it is being read. Ricoeur describes this quality of a text as its "surplus of meaning."
This is the "unwritten" part of the text.® Juan’s Cdntico demonstrates a surplus of meaning because it is
possible to read it in ways hardly dreamed of during the time of its composition.

Therefore, it is the Cdntico itself, its history of reception, and the personal horizon of the
reader, which furnish the guidelines for the encounter between the Cdntico and the reader. This dynamic
dispels the accusation of absolute subjectivity in the hermeneutical interpretation of Juan's Cdntico. It is to
be noted, however, that even though I have affirmed the importance of the history of reception of Juan’s
Cdntico which affects and effects its actual meaning, the future interpretation of the Cdntico is not limited to
past or even cuurent interpretations, The text is open for the future production of new meaning-events which
in turn are shaped by its actual meaning.

Second, in what way does the text affect the reading subject? Ricoeur says: "Through
fiction and poetry, new possibilities of being-in-the-world are opented up within everyday reality. Fiction and
poetry intend being, not under the modality of being-given, but under the modality of power-to-be. Everyday
reality is thereby metamorphised by what could be called the imaginative variations which literature carries
out on the real."” The hermeneutical interpretation is that interpretation which affects existentially the life
of the reader because of its ability to engage the life of the individual. Transformation, self-understanding,
and new ways of being-in-the-world, are made possible through the appropriation of Juan’s Cédntico. Through
reading, the text is freed to become grounded within the actual circumstances of the reality of the reading

subject.

" The term "thealogian® is becoming very current in feminist smdies, It refers to the use of mythologies which bave feminine deities. These
mythologics are used to construct anti-patrisrchal religious systems,

“ RICOEUR, "Between the Text and Its Reader,” 401.

* RICOEUR, *The Hermeneutical Function of Distanciation," 142, Recall the discussion on metaphorical reference and poetry. Poetic langunge,
according 1o Ricoeur, is par excellance that which effects what Aristotle called the mimesis of reality.
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Through reading, the subject stands before the work of the text with his or her own capacity
for receptivity of the imaginative variations of being-in-the-world which are presented by the text. Therefore,
it is not the work of the reading subject to limit the text by projecting her or his own limitations onto the text.
Through the analysis of the text explored in mimesis, the reader has already passed beyond a naive reading
of the text. Rather, that which has not been disclosed becomes the work of the text in the life of the reader.*
Or what has been lost in experience is "salvaged"” in the reception of the text. that is, sedimented in the text
as a "deposit of traces” of what is.*® This reception is possible proportionate to the sclf-availability that the

reading subject brings before the text . As Ricoeur says:

i appropriation is the counterpart of disclosure, then the role of subjectivity must not be
described in terms of projection. I should prefer to say that the reader understands himself
in front of the text, in front of the world of the work. To understand oneself in front of a
text is quite the contrary of projecting oneself and one’s own beliefs and prejudices; it is to
let the work and its world enlarge the horizon of the understanding which | have of myself.
... Thus the hermeneutical circle is not repudiated but displaced from a subjectivistic level
to an ontological plane. The circle is between my mode of being--beyond the knowledge
which I may have of it--and the mode opened up and disclosed by the text as the world of
the work.”

Given this approach to the question of the refationship between the text and the reader, the
question of denying the subjective dimension of reading and understanding Juan’s Cdntico disappcars. This
dimension forms the very heart of understanding Juan’s Cdntico, but it must be understood within Ricoeur’s
theory of author-subject and subject-text relationship. The task of understanding is to bring back to action the
reference of the work of the poem, not to reconstruct the psychological experience of the author. The reader,
however, is not to simply project his or her own subjectivity onto the text. Understanding only occurs when
someone appropriates the meaning for himself or herself in real life according fo the directions of the text,

Appropriation occurs when someone’s world is enlarged, when one’s self-understanding is moved beyond the

¥ Due to the surplus of meaning in the text, that is, there is always more in the text then what the author actually lived. The resder 13 the ane who,
in the end. composes the text. On this point, sec RICOEUR, *The Creativity of Language," 468.469, Ricocur also uses this point to emphusizz the task of
hermencutics: “The task of hermeneutics is to charter the unexplored resources of the to-be-said on the bans of the alrendy sud.” Ioad., 471

H *Tg rework language is to rediscover what we are. What is lost in experience is oflen salvaged in language sedimented as a deposit of traces, as a
thesaurus. ... To rediscover meaning we must retumn to the multilayered sedimentations of language, to the complex plurality of its instances, which can
preserve what is said from the destruction of oblivion." RICOEUR, "The Creativity of Langunge,” 474,

¢ RICOEUR, "Metaphor and the Central Problem of Hermeneutics,” 178.
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actual limitations of the cgo-subject. This enlargement of one’s world is the purpose of writing and reading.
Ricoeur, citing Jauss, assers that a significant part of the increase in self-understanding is due to the effect
of the "pleasure of the text" and the subsequent catharsis of the reading subject.”

"Contrary to the common idea that pleasure is ignorant and mute, ... it possesses the power
to open a space of meaning."* Ricoeur says that pleasure is a "perceptive reception” which gives rise to
understanding. In a way similar to the pleasing attentiveness one gives when listening to a musical score
which effects a certain self-relinquishment, the pleasure of reading releases one from everyday perception and
opens up new ways of being-in-the-world according to the "instructions" of the text.*® "The text asks its

readers, first of all, to entrust themselves to this perceptive understanding, to the suggestions of meaning that

a second reading will thematize, suggestions of meaning that will provide a horizon for this reading."*

From the first reading of Juan's Cédntico, that is, the aesthetic reading “just for pleasure,”
comes a certain pre-understanding of the text. In a first reading the reader has an idea what the text is about
and who the main characters are. However, this naive reading, as we have already seen, is displaced and
intercepted by the work of explanation. The original "puess" is displaced by critical readings which may
validate or adjust the initial "guess."”” For example, histesical studies will clarify the meanings of particular
words within the context of Juan’s sixteenth-century Spain. Literary studies will highlight the literary

techniques used to construct the Cdntico and lay bare the subtleties of the text. Through investigation of the

% gee RICOEUR, "Between the Text and Its Readers,” 408-410. Ricocur comments: °If the specific nature of literary understanding in terms of
enjoyment has been neglected, this is due Lo the curious convergence between the interdiction uttered by structural poctics, forbidding us to step cutside the
text o to move beyond the reading instructions it contains, and the disfavour cast on enjoyment by Adomnoa's negative aesthetic, which sees in it merely a
'bourgecis’ compensation for the asceticism of labour,” Thid., 408.

#4 RICOEUR, "Between the Text and Its Readers,” 408.

% »f fiction is o fundamental dimensicn of the reference of the text, itisnoless o fundamental dimension of the subjectivity of the reader. As reader,
1 find myself only by losing myself. Reoding introduces me into the imaginative variotions of the ¢go. The metamorphoesis of the world in play is also the
playful metamorphosis of the ego.” RICOEUR, *The Hermencutical Function of Distanciation,” 144,

36 RICOEUR, *Between the Text and Its Readers,” 408,

51 Ricocur says that we need an art of "divination” beeause of the metapherical nature of language and the polysemy of words, "A text has to be
construed because it is not a mere sequence of sentences, all on an equal footing and scparately understandable. A text is o whele, 2 totality. The relation
between whole and parts--as in a work of art or in an animol--requires a specific kind of ‘judgment for which Kant gave the theory in the third Critique.
Correctly, the whole sppears as a hierarchy of topics, er prmary and subordinate topies, The reconstruction of the text as a whale necessarily has a circular
charncter, in the sense that the presupposition of a eertain kind of whele is implied in the recognition of the parts. And reciproeally, it is in construing the
details that we construe the whole, Thers is no necessity and evidense concerning what is important and what is unimportant, what is essential and what
is unessentiol, The judgment of importance is a guess.” RICOEUR, *Ihe Model of the Text: Meaningful Action Considered as a Text,” 158. The kind
of validation of the "guess® is based mare an a logic of qualitative probability than a logic of verification. Sce Ibid,, 159.
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dramatic structure of the Cdntico, I have revealed the possibility that there is a deeper meaning to the text
which needs to be uncovered through structural analysis. A more complete structural analysis of the Cantico
would reveal the deep-structures of the text that are the "paradigmatic codes of language” which convey
meaning. Genre orients the reader toward the kind of meaning available in that particuiar form.

All this work on the text of the poem, within the dialectic of explanation and understanding,
involves the act of reading which orients the reader toward its potential meaning. Subsequent readings, again
at the level of the aesthetic surface-structures, move the reader further toward an understanding of the text.
Through the various readings, the reader follows the movement of the text from its sense to its reference, from
what the text says to what it talks about.”® This movement from sense to referenceis the activation of the
invitation of the text for the subject to think in a certain manner. Ricoeur describes the injunction of the text
to think in a certain manner as a catharsis of the reading subject that frees the reader to be present in the world
in a new way: "disthésis frees the reader from everyday concerns; catharsis sets the reader free for new
evaluations of reality that will take shape in rereading."*

Catharsis, therefore, designates the effect of the work of the text: "new evaluations, hitherto
unheard-of norms, are proposed by the work, confronting or shaking current customs."® Through catharsis
of previously held values or norms, the work "teaches."® This effect of reading is achicved by the beauty
of the work, a characteristic readily recognized in even a superficial reading of Juan’s Céntico.

Ricoeur notes an even more subtle effect which results from catharsis. "Thanks to the

clarification it brings about, catharsis sets in motion a process of transposition, one that is not only affcctive

1 RICOEUR, "The Model of the Text: Meaningful Action Considered as a Text,” 165, This medistion is archestrated by the text itaclf in conjunction
with the horizon of the render. This prevents the reader from "identifying understanding with some kind of intuitive grasping of the intention underlying
the text. What we have said about the depth semantics that structural analysis yields invites us rather to think of the scnsc of the text a3 an injunction starting
from the text as a new way of looking ot things, as an injunction to think in a certain manner.”  Tbid, 165.

# QICOEUR, "Between the Text and Its Readers,” 410,
@ RICOEUR, "Between the Text and Its Readers,* 410,

6t RICOEUR, *Between the Text and Ita Readers,” 410, Ricoeur goes on to 3ay: "What we find here is not simply a natation from Aristotle but a major
feature of Kantimn acsthetics—-the contention that the universel natire of the beautiful consists in nothing else then in its @ priori communicability, Catharsiz
thus eonstitutes a distinct moment from aisthésis, conceived of as pure receptivity; namely, the moment of communicability of perceptive understanding.*
Tbid., 410.
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but cognitive as well, something like allégorése." This allegorization is the translation of the meaning of
the text into the field of human action. Or, in the words of Ricoeur, to allegorize the text is "to translate the
meaning of a text in its first context into another context, which amounts to saying: to give it a new

signification which goes beyond the horizon of meaning delimited by the intentionality of the text in its

original context."®

Interpretation is not a subjective appropriation whereby the reading subject possesses the
"key" to the text. If there is a key, it is the semantic content of the text.® The Cdntico itself, in interaction
with the world of the reader, opens up possible paths to transformation in real action by the reader.” The
aesthetic-catharsis dynamic places the Cdntico and the readerin a "synergetic relation."® Mediating between
the Céntico and the reader is the mimesis of action of the world-of-the-text which expands the horizon of the
reader and makes new meaningful action possible for the reading subject. Ricoeur describes this dialecticas
a shift from the individual merely living in the world existing around the human subject (Umwelt) to the
creation of a meaningful and personal world (Welt) strengthened with the mimesis of the text:

The concept of horizon and world does not just concern descriptive references but also
nondescriptive references, those of poetic diction. ... The world is the whole set of
references opened up by every sort of descriptive or poetic text I have read, interpreted and
loved. To understand these texts is to interpolate among the predicates of our situation all
those meanings that, from a simple environment (Umwelf), make a world (Welt), Indeed,
we owe a large part of the enlarging of our horizons of existence to poetic works. Far from
producing only weakened images of reality--shadows, as in the Platonic treatment of the
eikon in painting or writing (Phaedrus 274e-77e)--literary works depict reality by
augmenting it with meanings that themselves depend upon the virtues of abbreviation,

® RICOEUR, "Between the Text and Its Readers,” 410.
© RICOEUR, "Between the Text and Its Readers,” 411,

 Recall thut the meaning of a text is stabilized in its semantic content such that it can be identified and reidentified over again: "It is necessary to
understand by the meaning of the speech act, or by the noema of the saying, not only the sentence, in the narrow sens¢ of the propositional act, but also the
illocutionary foree and even the perlacutionary action in the measure that these three aspects of the speceh act are codified, gathered into paradigms, and
where, cansequently, they ¢an be identified and reidentified as having the same menning. Therefore I am here giving the word meaning a very large
accepiation that covers ail the aspects and levels of the intentional exterierization that muokes the inscription of discourse possibte.” RICOEUR, *The Model
of the Text: Meaningful Action Considered as a Text,” 147,

& *The render belongs 10 bath the experiential horizon of the work imaginatively, and the herizon of his action concretely. The awaited horizon ond
the horizon meet and fuse without ceasing. In this sense Gadumer speaks of the ‘fusions of horizons' (Horizontverschmelzung) essential to the aet of
undemtanding a text® RICOEUR, "Life: A Story in Search of a Namator,” 431.

o RICOEUR, "Between the Text and Its Readers,” 412




saturation, and culmination, so strikingly illustrated by emplotment.”’

To the extent that readers subordinate their expectationsto those developed by the text, they
themselves become unreal to a degree comparable to the unreality of the fictive world
towards which they emigrate. Reading then becomes a place, itself unreal, where reflection
takes a pause. On the other hand, inasmuch as readers incorporate--little matter whether
consciously or unconsciously--into their vision of the world the lessons of their readings, in
order to increase the prior readability of this vision, then reading is for them something other
than a place where they come to rest; it is a medium they cross through,®

Therefore, Ricoeur’s theory of reading makes the confrontation between the world-of-the-
Cdntico and world of the reader "at once a stasis and an impetus,” that is, an alteration between moments of
stepping back from the text and other moments of moving with it.*® Ideally, reading involves a synergetic
play between the world-of-the-text and the world of the reader. The transformative power of the text lics in
its ability to prefigure an experience yet to come in the life of the reader.’”® Hence the paradox surfaces; the
reader becomes unreal with the unreal of the text and subsequently enters more profoundly into the authentic
depths of human reality.

We have been following the movement of the production of Juan's Cdntico from its first
roots in the pre-understanding of human action through to its consequent empiotment and subsequent rcading.
In the general introduction to mimesis in Chapter One, I stressed that Juan’s participation in the Jebenswell,
that which gives rise to the world-of-the-Cdntico, is itself a metamorphosis of reality. In Chapter Four, |
emphasized the fact that the interpretation of that experience through the inscription of a poctic text is also
a production, that is, an objectification of Juan’s participation in Being, Therefore, the metamorphosis of the

reading subject results from the metamorphosis of reality which takes place through emplotment.” The text

mediates subsequent discourse-events through the configurational act and the succeeding reading of the text

1 RICOEUR, Tite and Narative, 1:80, Ricoeur supports this position by reference to Frangois Dagognet’s work Ecriture et Iconographic which conteats
Plato's srgument that writing and eikdns are weakened representations of reality, Instead, Dagognet characterizes the productions of writers and artiats oa
riconic augmentations” which reconstruct reality through artistic work.

H RICOEUR, *Between the Text and Its Readers,” 414.
% RICOEUR, "Between the Text and Its Renders,” 414,
® RICOEUR, "Between the Text and Iis Readers,” 405,

" RICOEUR, "Appropriation,” 186.
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by others. I have said that the reading subject appropriates this metamorphosis of reality configured oy the
Cdntico through the effects of aisthésis and catharsis. But, more preciscly, how does Ricoeur suggest that
this occurs with respect to the reading subject? What kind of interaction between the text of Juan’s Cdntico
and the reader effects the metamorphosis of the individual which we have just explored?

It is the concepts of "play" and "mood" which are at the heart of Ricoeur’s understanding
as to how reading impacts and refigures the life of the reading-acting subject.” Ricoeur, following Gadamer,
suggests that reading is transformative as play is transformative. It is an exploration of the dynamic of play
which I now turn to deepen the understanding of Ricoeur’s theory of reading and the appropriation of Juan
de la Cruz’s Céntico. The role of "mood" in appropriation of a text will be examined in the section following

this one.

3.3 Reading as Playful Production

The protagonist at work in readiug is usually described as the reader. Frequently the text
is only seen as a life-less objectifiable entity subjected to the exploitation of the reading subject. However,
this approach leaves little room for the possibility of transformation of human lives which we know has
occurred since the production and reading of texts. “The accomplishment of reading is its power to transform
the othemess of the text into an event of discourse for me. The event of discourse of the reader is a new
event; that is, not a repetition of the original event, but a creation produced at the behest of the text."™ Tt
is the concept of "play” in Ricoeur’s interpretation theory which makes the reader an active and willing partner
in the dynamics of reading and the refiguration of a life according to the Cdntico s prascription.

Ricoeur describes play in the following way: "Play is not determined by the consciousness

which plays; play has its own way of being. Play is an experience which transforms those ‘who participate

™ Rycocur uses Huns-Georg Gadamer's concept of "play” in Truth and Method, Sce for example: GADAMER, *The Ontology of the Work of Art and
ity Hermeneutic Significance: Ploy as the Clue to Ontological Explanation,” in Truth and Method, 101.134,

™ VAN DEN HENGEL, Home of Meaning, 201,
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in it. It seems that the subject of aesthetic experience is not the player himself, but rather what 'takes place'
in play."™ We see then that the human subject can play, but can also be "played upon."™ Through play,
the playing subject is removed from his or her immediate conscious seif to be engaged in play by the "game."
"Play shatters the seriousness of a utilitarian preoccupation where the self-presenceof the subject is too secure.
In play, subjectivity forgets itself; in seriousness, subjectivity is regained."™ The activity of being-played
can even take place with an unknown partner, such as the risk of playing against "all the odds!" In our casc
the engaging other is Juan’s Cantico.

If I apply this brief analysis of play to reading, we see that the Cdntico and the reader are
both "livin'g" entities which interact through the act of reading. Juan’s Cdntico, in Ricocur’s theory of text
and reading, can therefore be described as a "form of life." Reading produccs a distanciation of the reading
subject from his or her own self allowing a playful entry into the life of the Cantico.

It is this distanciation which Ricocursuggests is the precondition for sclf-understanding. This
distanciation also provides the mutual meeting space for the world-of-the-text and the human subject which
creates the possibility for transformation in the realm of action.” What we come to sce, then, is that self-
understanding is not immediate, Self-understanding is mediated by the text interacting with the reading
subject. Self-distanciation through reading provides the possibility of self-transformation. Itis this latter point
which I would like to explore further in our model of reading Juan's Cantico looked upon as "play.”

The shattering of illusions in life is made possible through reading. New possibilitics of the

real arc proposed in the mode of play.”™ The playfulness of reading can shatter illusions because in reading

™ RICOEUR, "Appropriation,” 186.

% »On the one hand, the presentation of a world in a poem is o heuristic fiction and in this sense 'playful’s but on the other hund, ull play reveuls
something trze, precisely because it is play, To play, says Gadamer, is to play at something. In entering a gume we hund ourselves over, we abunden
oursclves to the space of meaning which holds swuy over the reader.” RICOEUR, "Appropriation,” 1%7.

7 RICORUR. *Appropriation,” 186,
T RICOEUR, "The Hermeneutical Funetion of Distancistion,” 142-144,

7 RICOEUR, "Appropristion,” 186. "A balance is sought between the signals provided by the text and the synthetic activity of reading. 'This balance
in the unstoble effect of the dynamism by which ... the configuration of the text in terms of structure becomes cgual to the reader's refiguration in terma of
expericnce. This vital experience, in tum, is a genuine dialectic by virwe of the negativity itimplies: depragmatization and defumiliarization, inversion of
the given in image-building consciousmess, illusion-breaking." RICOEUR, "Between the Text and Its Readers,* 402.403, Also, "Play is fe. miduble precisely
because it is loose in the world, planting ils mediations everywhere, shattering the illusion of the immediacy of the real.” Ihid,, 470,
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we set free our imaginations and temporarily live in an imaginary world. We live in an "as if* mode which
breaks down our defences and makes our imagination dwell in possible new ways of being-in-the-world.
However, in the act of reading, the reader must play within the constraints of the text as the reader enjoys "the
pleasure of the text."” In this way it is the reader who completes the work of the text "inasmuch as ... the
written work is a sketch for reading."® The written work "consists of holes, lacunae, zones of
indetermination, which ... challenge the reader’s capacity to configure what the author seems to take malign
delight in defiguring. .. It is the reader, almost abandoned by the work, who carries the burden of
cmplotment.”® I examined some of these lacunae in Juan’s Cdntico in the study of its configuration in
Chapter Five. Ricoeur sees these "zones of indetermination” as instigators of the work of interpretation for
the reader. Incongruenciesin the text are not necessarily inhibitors to understanding but, in Ricoeur’s model,
may be productive of meaning since they participate in the construction of the metaphorical reference of the
text. This concept of reading allows the text o be appreciated as a set of instructions that the reader exccutes
in a creative way in the mode of piay.”

In this way, the reader receives the work according to his or her ewn receptive capacity.®
The reader "plays” the text as best he or she can. This stance of Ricoeur is similar to that held by Juan de
la Cruz in the guidelines that he suggests for the reading and interpretation of his Cantico. Juan states: "It
is better to explain the utterances of love in their broadest sense so that each one may derive profit from them

according to the mode and capacity of one’s own spirit, rather than narrow them down to the meaning

™ RICQEUR, Time and Nareative, 1:77.

Y RICOEUR, Time and Naorrative, 1:77, (emphasis mine)

% RICOEUR. Time and Narmtive, 1:77.

B RICOEUR. Time and Nartative, 1:77. Ricoeur follows the theory of Ingarden. A text is necessarily incomplete first, because it offers different
‘schematic views that readers are asked 10 'caneretize!  They strive to picture the characters and the events reported in the text. It is in relation to this
image-building concretization thet the work presents lacunae, ‘places of indeterminacy.! However well-articulated the 'schematic views' proposed for our
execution may be, the text resembles o musical score lending itself to different realizations, A text is incomplete, second, in the sense that the world it
propases is defined os the intentional correlnte of a sequence of sentences (intentionale Satckorrelate), which remains to be made into a whole forsucha
werld to be intended. Tuming to advantage the Husserlian theory of time and applying it to the sequentinl chain of sentences in the text, Ingarden shows
how cach sentence points beyand itself, indicates something to be done, apen3 up a perspective.” RICOEUR, “Between the Text and Its Readers,” 399-400,

B =The listeners or readers feceive it the text] according to their own receptive capacity, which itsell is defined by a situation that is both limited and
open to the world's horizon.” RICOEUR, Time and Narrative, 1:77.




unadap:able to every palate."®

The play which is enacted in reading and whereby the reading subject loses immediate
subjectivity effects a metamorphosis whereby "everyday reality is abolished and yct cveryone becomes
himself."®* The subject’s true being is thus realized through the playful act of reading:

The player is metamorphosed 'in the true'; in playful representation, ‘what is emterges"; but

'what is' is no longer what we call everyday reality; or rather, reality truly becomes reality,

that is, something which comprises a future horizon of undecided possibilities. something

to fear or to hope for, something unsettled. Art only abolishes non-metamorphosed reality.

Whence the true mimesis: a metamorphosis according to truth.*
The essential true being thus emerges through poetic composition and the subsequent act of reading. Through
reading Juan’s Cdntico, the subject is invited to undergo an "imaginative variation of his ego. ... The reader
is this imaginary 'me’, created by the poem and participating in the poctic universe."” This universe is the
world-of-the-Cdntico to be appropriated by the reading subject. The actualized Cdntico thus resumes the
referential movement of the world-of-the-text as construsted by its semantic "rules." As Ricocur says:
"Reading is like the execution of a musical score; it marks the realization, the enactment, of the semantic
possibilities of the text."® But, as we have just scen, not only does the reader produce the production of the
text, but the text also plays or produces the reading subject. "For the work itself has constructed the reader
in his role."® To enter into a work of art such as Juan's Cdntico is to divest oneself of the former "I" in
order "to receive, as in play, the self conferred by the work."*

This concept of appropriation, as presented by Ricoeur, once again emphasizes certain

fallacies of the Romanticist’s approach to interpretation and understanding of a text. We can review scveral

" B Prologue 2, (Kav., 470). "Y esto tengo por mejor, porque [os dichos de amor s mejor declurarlos en su anchura, purs que coda uno de ellos 3¢
aproveche seghn su medo ¥ caudal de espiritu, que abreviarlos 2 un sentido g que ne s¢ acomode todo paladar.® CB Prologo 2, (Rad., 572))

¥ RICOEUR, "Appropriaticn,’ 187,
¥ RICCEUR, *Appropriation,” 187,
¥ RICOEUR, "Appropriation,” 189,

# RICOEUR, “What is a Text? Explanation and Understanding,” 119, Ricocur gaes on 1o say that this feawre *is the most tmportant because it is the
condition ... of overcoming cultural distance and of fusing textual interpretation with self-interpretation.”  Ibid., 119.

® RICOEUR, *Appropriation,” 189,

* RICOEUR, *Appropriation,” 190,




233

of these quickly here. First, appropriation is not the recovery of the genius of the author, whether it be
through a recovery of the message of the text or an analysis of its depth structures. Second, appropriation is
not the discernment of the true intention of the author. We have already seen how written discourse escapes
the narrow boundaries of authorial intentionality. Third, appropriation is not a discovery of the original
audience of the text whereby one attempts to identify oneself with that first eriginal group. Let us now retum
to the line of thought presented above: the production of the reading subject through the act of reading.

In the process of reading there is the potential for the appropriation of a text as well as the
fundamental relinquishment of the self, This is the twofold movement which is the paradoxical result of
reading. Ricoeur rhetorically asks and responds:

How can this letting-go, this relinquishment, be incorporated into appropriation? Essentially

by linking appropriation to the revelatory power of the text which we have described as its

referential dimension. It is in allowing itself to be carried off towards the reference of the

text that the ego divests itself of itself®
Interpretation of a text and its appropriation, therefore, "does not imply any direct congeniality of one soul
with another."”* Hermeneutics is thus securely linked with fundamental ontology. In the end, appropriation
of the Cantico

is the process by which the revelation of new modes of being--or, if you prefer Wittgenstein

to Heidegger, new 'forms of life'--gives the subject new capacities for knowing himself. If

the reference of a text is the projection of a world, then it is not in the first instance the

reader who projects himself. The reader is rather broadened in his capacity to project

himself by receiving a new mode of being from the text itself.”

Therefore, within the context of Ricoeur’s theory of mimesis, the only interpretations which

satisfy the admonition of Juan's Cdntico are those interpretations which follow

the 'arrow’ of meaning [of the text] and endeavors to 'think in accordance with' it, engenders
a new self-understanding, By the expression 'se/funderstanding’, I should like to contrast

*t RICOEUR, "Appropriation,” 191, David Klemm gives a succinct description of this movement: "The self finds itself and gains its true destiny only
in the willingness to withdraw itself from the positicn of constituting consciousness in order to allow the text-tradition to confer that conscicusness in
belongingness 1o and dependence on that tradition.® KLEMM, The ermeneutical Theory of Paul Ricosur, 156-157.

% RICOEUR, “Appropriation,” 191, It is interesting to nois. how=ver, that this posrtion of Kicocur's does not deny the hallmark of Schleiermacher’s
hermeneutics which purports that the task of hermencuties is to understand an author better than the author understood himself or herself. Ricoeur builds
on this view by saying: "To understand an author better than he understood himself is to unfold the revelatery power implicit in his discourse, beyond the
limited horizon of his own existential situation.* Ibid., 191.

¥ RICOEUR, *Appropriation,” 192,
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the self which emerges from the understanding of the text to the ego which claims to
precede this understanding. It is the text, with its universal power of unveiling, which gives
a self'to the ego.”

Understanding the meaning of Juan’s Cantico is thus imeversibly linked with self-
understanding and the revelatory power of the text. Juanr's Cdntico is a manifestation, an cpiphany, of a
particular way of being-in-the-world which the text invites the rcader to appropriate. "What a reader receives
is not just the sense of the work, bui, through its sense, its reference, that is, the experience it brings to
language and, in the last analysis, the world and the temporality it unfolds in the face of this experience."™
£ ppropriation of this world is, in the end. what it means to interpret Juan's Cdntico.” This bringing back
to the event of discourse the meaning of the text will be unique in the lived experience of each individual.
This approach to interpretation suggests that interpretation does noi result in the certainty of absolute

knowledge. Therefore, "between absolute knowledge and hermeneutics, it is necessary to choose."”’

4. Appropriation of the Cdntico Through its Unique Productive Capacity

We have seen through the preceding presentation that reading is the act by which mimesis,
passes to mimesis;, The text is not meaningful unless it is read. Through the dynamics of play the text
interacts with the reading subject orienting the reader toward the uitimate reference of the text. But we have
already seen in Chapter Four that lyric poetry has a unique referential capacity to construct "mood." Feelings
constructed by the poetic text are, to a large extent, what the text is about, We will continue to explore the
truth of this thesis in this section. Ultimately we must question the unique referential capacity of Juan's

Cantico.

* RICOEUR, *Appropriation,” 183,
# RICOEUR, Time and Narrative, [:79,

% » Above ail, the subordination of the theme of appropriation to that of manifestation tums more lowards a hermencutics of the [ am then 4 hermeneutics
of the [ think." RICOEUR, "Appropriation,” 153,

7 RICOEUR, "Appropriation,” 193,
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The question, therefore, to be responded to in this section is the following: based on the
Céntico’s particular literary form, its genre, and Ricoeur’s reading/reception theory which we just examined,
how might Juan’s Cdntico be appropriated for our own time? I have already stressed in several places
(Chapter Two, Chapter Four, and Chapter Five) the importance of the form of the text in the construction of
meaning. In each instance what is to be appropriated from a literary work is qualified by the form or genre
of the work. The genre of a work determines what a work can "do." Genre suggests the kind of appropriation
which may be suitable to that particular work.

In Chapter Four, I described the genre of the Cdntico as a pastoral hendecasyilablic love
poem. I also linked the genre of the Céntico with the genre of the Song of Songs, describing both of them
as canticles. I asked the question: What do canticles do? Canticles have the capacity to create mood, to
evoke feelings. If this is what canticles do, then their reception must be such that this productive capacity of
the text is allowed to shine forth, The question, therefore, is what kind of reception through reading is
appropriate for this form of literature which is highly metaphorical?

Metaphorical truth recognizes that language can divest itself of direct description in order
10 discover levels of reality that are not accessible through ostensive reference. Language, therefore, has the
potential to schematize feelings which link us to the world. Feelings are a way of knowing the world which
preceds the subject/object dichotomy characteristic of scientific knowing. In as much as feelings or mood
insert us into levels of reality not before known, feelings are pro ductive; they discover and create reality. To
interpret a text in this context, is to understand this new vision of reality schematized by the text.

We have therefore returned to the questions of genre, the function of metaphorical reference,
and the role of moad, in order to lead us toward the kind of reception appropriate for Juan’s Canfico. How
are we to appropriate the Cdntico for today? In Chapter One we reviewed many ways the Cdnfico has been
received and appropriated. These various ways of approaching the Cdntico are all different receptions of the
text which resulted in a particular appropriation. But if the Céntico's genre is directed toward the production
of mood. as love poems or canticles are, then it appears that there are other possible receptions and

appropriations which may not yet have been explored, or at least formally reco gnized in the appropriation of
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Juan’s Céntico.

I would now like to examine ferther the significance of the Cdnticoe's production of mood
in order to explore how the Cdntico may be approprated. 1 have already e¢xamined this question in a
preliminary way in Chapter Four where I connected fecling with an experience of learning. 1 stressed there
that to feel is to experience a feeling as a property of the felt object. Feelings are not merely subjective.
Since metaphorical reference directs us toward non-ostensive reality, feelings connect us with the deeper
dimensions of existence. Appropriation of the Cdntico through feeling or mood can be described as an
aesthetic reception of the Cdntico. I will now return to the question of the relatienship of feeling and knowing
in order to strees the importance of an aesthetic appropriation of Juan’s Cdntico.™

Ricoeur says that feeling and knowing "explain each other."” Feclings connect me to the
world and insert me into reality. We are attached to the realities being presented through affective levels of
our being. [ thereforc come to know reality in a new way. Feeling and knowing have a shared genesis
whereby one promotes the other, We are affected by what we know, we also know through our affections.
Knowing something engenders various levels of feeling about that which we know. We feel qualities on
things, on persons, on the world.'™ What we know, therefore, is not before us without some level of feeling
about that which we know. On the other hand, feeling directs the intention of our knowing. Feeling, in its
intentionality, leads us to know more. Feeling is an awareness of "something"~the lovable, the hateful.'"
Feelings are organized around what we know of something, and what we feel of this something directs our
knowing of it. We are thus led to a paradox: intention and affection are held together within the same

experience.

# T order to further cxplore the relationship of feclings and knowing, I will usc a chapter of Paul RICOEUR, Falllble Man, trans, Charles A. Kelby,
(Chicago: Henry Regnery Co,, 1965), 122-202. It is here that Ricocur most clearly develops his understanding that feeling, through moed, develops our
belonging 1o the world objectified a1 an intention toward the world,

# RICOEUR, Fallible Man, 126,

¥ This js a paraphrase of an expression Ricoeur uses to deseribe the shared intentionality of feclings and knowledge: "But it Is a very suange
intentionality which on the onc hand designates qualitics felt on things, on persons, on the world and on the other hand manifests and reveals the way in
which the self is inwardly affected.” RICOEUR, Fallible Man, 127.

1 RICOEUR, Failible Man, £27,
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But whereas knowing holds the something know. at a distance, perpetuating the subject and
object dichotomy, feeling is understood, "by contrast, as the manifestation of a relation to the world which
constantly restores our complicity with it, our inherence and belonging in it, something more profound than
all polarity and duality.”® "By means of feelings, objects touch me."'® This kind of relation to the
world, effected through feeling, "is irreducible to any objectival polarity and can on'y be achieved
indirectly."'® "Feeling is the privileged mode through which this pre- and hyper-objective relation is
revealed."'® Feclings express my belonging to the world objectified as an intention toward the world and
an affection of the self,'® “This paradox, however, is only the sign pointing toward the mystery of feeling,
namely, the undivided connection of my existence with beings and being through desire and love."'””

If we say feelings are merely "subjective," we miss the intentional dimension of feelings;
feclings aim at something, are focused on something. Ricoeur brings this insight to bear on the significant
relationship of feelings and knowledge:

If feeling manifests what life aims at, if it reveals the orientation of tendencies which direct
our lives toward the world, feeling must add a new dimension to the merely transcendental
understanding of human reality. Furthermore, if feeling manifests its meaning only by
contrast with the work of objectification proper to knowing, if its general function is o
interiorize the reality that we objectify over against us, then the advent of feeling is
necessarily contemporary with that of knowledge.'®

Feelings are therefore revelatory about that which we feel. But Ricoeur says we must say more about this

revelatory capacity of feelings if we are not to fall back into mere formalism which would "allow the essence

i2 RICOEUR, Fallible Man, 129.

1% RICOEUR, Fallible Man, 135,

14 RICOEUR, Fallible Man, 129,

104 RICOEUR, Fallible Man, 129, Ricoeur explains that scholastic theology was sensitive to this dynamic: “The scholastics had an excellent word
to express this mutual coaptation of man to goads which suit him and 10 bads which do not suit him. They spoke of a bond of connatrality berween my
being and other beings. This bond of connaturality is silently effected in our endential life; we feel it in a conscious and sensory way in all our affections,
but we do not understand it in reflection except by contrast with the movement of objectification proper o knowing. Consequently fecling can be defined
only by this very contrast berween the movement by means of which we "detach’ over and against us and 'objectify’ things and beings, and the movement
of which we somehow "appropriate’ and interiorize them.* Ibid., 1334,

14 RICOEUR, Fallible Man, 134.
! RICOEUR, Fallible Man, 134,

¢ RICOEUR, Fallible Man, 137,
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of the revelation of feeling to escape."'® For Ricoeur, based on Kant, it is a question of recognizing that
we are already inserted in that reality which we feel and in which we may continue our existence. "Fecling
is wholly itself only through that consciousness of being already in ..., through that primordial inesse. Feeling
is more than the identity of existence and reason in the person; it is the very belonging of existence to the
being whose thinking is reason."!*

Whatever exists, feeling confirms that we are part of it: "it is not the Entirely-Other but the
medium or primordial space in which we continue to exist. This fundamental fecling, this Eros through which
we are in being, is particularized in a diversity of feelings of belonging which are, as it were, the
schematization of it. These feelings, called 'spiritual,' are no longer adaptable to any finite satisfaction; they
make up the pole of infinitude of our whole affective life,"'"!

Ricoeur refers to the above schematization as "ontological fecling,"!'* feeling that shapes
our world and anticipates that which is to come. However, not all feeling takes on ontological impont.
Feelings are capable of being felt without effecting any ontological change. As Ricocur states:

All feelings are capable of acquiring form or of retuming to a formless state; this is a
consequence of the intentional structure of feeling in general: in turn, it takes on form in
accordance with the objects of knowledge to which it fastens its felt epithets, or returns to
the formless in accordance with the law of interiorization, of introception, the plunging back
into the ground of life from which intentional acts emerge.'*?

It is the particularization of feeling in mood which mediates between the ontological level
of feeling and intellectual knowing. Feeling, potentially, serves to instruct us about that which we feel and
through various moods to shape our world, They, therefore, open up new possibilitics for existence, for

knowing reality in a new way. Moods create new possibilities for being-in-the-world which did not exist

before, The ontological manifests itself through mood.

19 RICOEUR, Fallible Man, 155.
ue RICOEUR, Fallible Man, 156,

it RICOEUR, Fallible Man, 156.

2 RICOEUR, Fallible Man, 157,

13 RICOEUR, Fallible Man, 160,
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The particularizationof "ontological feeling” is named joy, delight, serenity, exultation, and

so on. Moods such as these are often elicited by a reading of Juan’s Cdntico. These particularizations of

feeling are what Ricoeur says characterize our openness to being, that is, our feelings are open to acquiring

form in their particularization. Mood holds a special place in bringing together two sets of poles: the

coincidence of the transcendent with intellectual determinations, and the interiority of the human person with
existential movement.'"

Feeling {as particularizedir .nood), therefore, mediatesbetweenliving and thinking, between
bios and logos.!* It is in this intermediate region that the seif'is constituted. Through feelings, my world
is enlarged and I come to know myself as different from natural beings and other selves.!'® Feelings betray
my adherence to and my inherence in aspects of the world that I no longer set over against myself as
objects.!'” New existential possibilities therefore become possible because I am bound to that which my
feelings feel. As mentioned, this mode of being has the potential to take on ontological import in my life.
In conclusion Ricoeur states:

The universal function of feeling is to bind together. It connects what knowledge divides;
it binds me to things, to beings, to being. Whereas the whole movement of objectification
tends to set a world over against me, feeling unites the intentionality, which throws me out
of myself, to the affection through which [ feel myself existing.''®

If feeling, or mood, is so essential a part of existential movement and self-understanding,
then Juan's Céntico which is productive of mood, needs to be received in such a way that this production is
not only possible, but enhanced. This becomes especially significant since the reception of Juan’s Cdntico has
largely beenreligious in nature. If the Cdntico’s referential capacity through mood is uniquely directed toward

the reality of the Divine present in our world, and if it is mood which unites us with that reality, then mood

becomes the operatar, par excellence, to plunge us into the productive depths of Juan’s poem. Although the

s RICOEUR, Fallible Man, 160,
8 RICOEUR, Fallible Man, 163.
us RICOEUR, Fallible Man, 163,
' RICOEUR, Fallible Man, 171,

1t RICOEUR, Fallible Man, 200,
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doctrinal elements of the poem are important, they are not productive of life and existence in the same way
as mood.

1 therefore am now in a position to respond to the question conceming the appropriation of
Juan’s Cdntico. Given the significance of mood and its productive capacity, how might Juan's Cintico be
appropriated? How might we receive Juan's Cdntico such that its productive capacity is set free?

It was suggested by some commentators that Juan's Cdntico may have been sung during
Juan’s own time. As I pointed out in Chapter Three the literature on this question is not decisive one way
or another, even though there is one eye witness account of Juan singing his own Cdntico.'® However, the
research on the genre question in Chapter Five lends support to the possibility that Juan’s Cdnrico may have
been sung, or is at least based on literary forms that were sung (i.e., recall the a lo divino movement). The
fact that Juan’s Cdntico is referred to as a canciéne by Eulogio Pacho, and is situated within popular
cancioneros cortesanos by Damaso Alonso, supports the possibility that Juan’s Cedntico was indecd sung during
Juan’s own day. Poetic discourse, coupled with music, has a unique capacity to evoke mood, to surface
feeling, to get us in touch with the affective level of our being, Is it, therefore, an aesthetic reception of
Jnan’s Cdntico through music and song which would set free its ultimate referential capacity? If reading
Juan’s poem orients us toward the metaphorical reference of the poem, might singing open up the poem cven
more, allowing the singer/listener to exploit its rhythmic patterns, its poetic movements, its particular literary
devices? Through music the poem would be allowed to "embody more.”

This aesthetic reception of Juan’s Cdntico takes seriously that it is a canticle, possibly even
a song in its earliest reception. Various musical settings would obviously interpret the Cdntico differently,
each one making unique use of the Cdntico’s metaphorical referential capacity. 1 am aware that some of the

Céntico has recently been set to music and song. The Grupo Polifonico San Juan de la Cruz set CA 1, 6, and

1% Ay ] notzd in Chapter Three Francisco de 1a Madre de Dios reported Juan singing the Cdntice in her Declaration during the gathering of infarmation
for Juan's canonization.
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19 to music and song for the fourth centenary of the anniversary of Juan de la Cruz’s death.’®® The song
is titled "Cancion 15." Other stanzas of the Cdntico are included within other songs on the same cassette.
In order to take advantage of the metaphorical reference of the Cdntico it is also possible
to receive the poem through recitation. Such was the situation with the nuns at Beas and Granada. Juan
shared his poem with those nuns, they memorized it, and used it for their personal edification and reflection.
Juan’s poem, it seems, is opened to its full referential capacity, when the poem itself is the centrat focus of
our attention, Such is the conclusion which comes from Ricoeur’s reading-reception theory which suggests
that we enter into the depths of the text through its metaphorical reference. The primary access to the world
of Juan's Cantico is not through the commentary which Juan wrote, but is through the poem itself. It appears
that an acsthetic reading, whether, sung or memorized, is the reception of the poem which would free up its

referential capacity to "do” what the poem is capable of doing.

5. Conclusion

What becomes apparent in Ricoeur’s theory of textual interpretation is that the "meaningful

patternsthat a depth interpretation wants to grasp cannotbe understood without a kind of personal commitment

v ul2l

similar to that of the reader who grasps the depth semantics of the text and makes it his or her 'own',
Understanding Juan's Céntfico has little to do with an immediate grasping of Juan's psychic life or with an

emotional identification with his mental intention.'? "Understanding is entirely mediated by the whole of

W Grupo Polifonico San Juan de 1a Cruz, (Montilla [Cérdoba], Spain: Sonsisur, 1991}, CO 1412, sound cassens. Why "Cancién 15 is the title of
e song is not obvious, Stanza 15 from either CO, CA or CB is included in the seming. Other musicians have recently sct other picces of Juan's peetry
to music: Paul GURR, Poul Gugr Sines Vol. 2: Still Waters: Poetry of the John of the Cross, trans, of poems Marjorie Flower (Richmond Vic, Australia,
1992), sound cassettz;  Lorecna McKENNITT, "The Dark Night of the Seul,” on The Mask and Mirror, (Scarborough: Wamner Music Canada, 1994),
99 52964, sound cassetie.

121 RICOEUR, “The Model of the Text: Meaningful Action Considered as a Text" 167.

12 RICOEUR. *The Model of the Text: Meaningful Action Considered as a Text,” 167,
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explanatory procedures that precede it and accompany it. The counterpart of this personal appropuation is
not something that can be felt in sympathy with the author of the text; it is the dynamic meaning released by
the explanation which we identified earlier with the reference of the text, that is, its power of disclosing a
world.""* This world-of-the-Cdnrico is ultimately what is to be appropriated through reading.

Ricoeur’s theory of reading and appropriation accounts for the dynamic reception of Juan's
Céntico over the past four hundred years by a very diverse public. Juan's Cdntico has had a large "following"
through a variety of receptions. These receptions have been in a plethor of cultural and historieal settings.
This testifies to the readers’ ability to enter into the surplus of meaning contained in the text. Ricoeur’s
concept of appropriation, as developed in his theory of reading, also accounts for the present chamcter of
interpretation and for the continued receﬁtion of Juan's Cdntico by a wide spectrum of people. Reading
actualizesthe possibilities of the Cdntico for today, thus overcoming cultural and historical distance, two main
roadblocks often cited in the interpretation of Juan’s Cdntico. In Ricoeur’s theory it is because of historical
and cultural distance that the referential power of the Cdntico is resumed through appropriation and once again
becomes living speech (discourse) in today’s world.

Ricoeur’s theory of reading and reception, particularly his ¢mphasis on the configurational
capacity of mood, accounts also for the self-involvement in the interpretation of the Cdntico which Juan de
la Cruz signalled in his commentary. Juan was sensitive to the "mystical understanding” which gave birth to
the Cdntico as well as to the "mystical understanding” which each person brings to its reading. Thercfore, in
his commentary on the Cdntico, Juan did not pretend to define once and for all the meaning of the poem,
rather he knew that meaning would vary according to the disposition of the individual. Juan says in the
Prologue of his commentary on the Cdnfico:

I do not pian to expound these stanzas in all the breadth ar:d fullness that the fruitful spirit
of love conveys to them. It would be foolish to think that expressions of love arising from
mystical understanding, like these stanzas, are fully explainable. ... Who can describe in
writing the understanding he [referring to the "Spirit of the Lord"] gives to loving souls in
whom he dwells? .. Cerainly, no one can! Not even they who receive these

communications. As a result these persons let something of their experience overflow in
figures, comparisons and similitudes, and from the abundance of their spirit pour out secrets

B RICOEUR, "The Model of the Text: Meaningf] Action Considered as a Text,” 167,
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and mysteries rather than rational explanations. ... The saintly doctors [referring to
scholastic theologians], no matter how much they have said or will say, can never furnish
an exhaustive explanation of these figures and comparisons, since the abundant meanings of
the Holy Spirit cannot be caught in words. Thus the explanation of these expressions
usually contains less than what they embody in themselves.

Since these stanzas [referring to the Cdntico), then, were composed in a love flowing from
abundant mystical understanding, I cannot explain them adequately, nor is it my intention
to do so. I only wish to shed some general light on them. ... Ibelieve such an expianation
will be more suitable. It is better to explain the utterances of love in their broadest sense
so that each one may derive profit from them according to the mode and capacity of one's
own spirit, rather than narrow them down to a meaning unadaptable to every palate. Asa
result, though we give some explanation of these stanzas, there is no reason to be bound to
this explanation. For mystical wisdom, which comes through love and is the subject of
these stanzas, need not be understood distinctly in order fo cause love and affection in the
soul, for it is given according to the mode of faith through which we love God without
understanding him.'**

In Juan’s own approach to interpretation of the Cdntico there is an indication of a
hermeneutical approach to the Cdntico. If we consider the dialectic of explanation and understanding in
Ricoeur’s theory of mimesis, Juan’s own commentary on the poem can be included as a particular reception
and appropriation of the poem. Juan’s commentary is an interpretation but .in itself does not constitute the
fullness of meaning contained in the Cdntico. Juan himself suggests that understanding the stanzas of his
Céntico results only from the interaction of the poem and reader, since each person "may derive profit from
them according to the mode and capacity of one’s own spirit." Juan appeared to be sensitive to the
hermeneutical dialectic of interpretation when he suggests that his commentary on the Cdntico contains "less
than what they [the stanzas of the Cdntico] embody in themselves." To use Ricoeur’s term, there is a "surplus
of meaning” in the Céntico which is accounted for by his theory of mimesis and his reading/receptiontheory.

The Cantico only becomes meaning-fi/ when its meaning is appropriated in a human life. In a particular way

1 prologue CB 1,2 (Kav., 469-7). (emphasis minc) ‘No pieaso yo ahora declarar toda I anchura y copia que ¢l espiritu fecundo de! amor en cllas
fleva; antes serin ignorancia pensar que los dichos de amar en inteligencia mistica, cuales san los de las presentes Canciones con alguna manera de palabras
sc puedan bien explicar; ... Parque zqui¢n podra eseribir lo que a lns almas amorosas, donde él mora, hace entender? ... Cierto, nadie lo puede; cierto, ni
¢llas mismas, par quien pasa, lo pueden. Porque ésta es la causa por que con figuras, comparaciones, y semejanzas, antes rebosan algo de le que sieaten
y de la ebundancia del espiritu vierten secretas ¥ misterios, que con ruzones lo declaran, ... De donds se sigue que |us santos doctores, aunque mucho dicen
y mas digan, nunca pucden ncabar de declararlo por palebras, asi camo tampoce por palabras se pudo ello decir. Y ash, lo que de cllo se declara,
ordinariumente es lo menas que centiene en sk

Por haberse, pues, estas Canciones compuesto en amos de abundante inteligencia mistica, no se podran declarar al justo, nimiintento
serd tal, sina 5610 dor alguna luz general. .. Y esio tengo por mejor, porque los dichos de amar es mejor declararlos en su anchura, para que cada uno de
¢llos se aproveche segin su modo y caudal de espiritu, que sabroviarlos o un sentido a que no s peomade todo paladar, Y ast, aunque en alguna manera sc
deelaran, no hay para qué atarse o la declaracién; porque la sabidurin mistica, la cual es por amor, de que las presentes Canciones tratan, ne ha menester
distintamente entenderse para hacer efecto de amor y aficidn en ¢l alma. porque esa made de la fe, ¢n 1a cual amamos a Dios sin entenderle,” Prologe CB
1,2 (Rod, 571-2)
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we saw that mood, as constructed through metaphorical reference, brings the Cdntico to bear on the life of
the receiver of the poem,

Therefore, appropriation involves a reader who places himself or herself within the world-of-
the-Cantice and understands its mysteries in the context of authentic human life, rather than "rational
explanations," as Juan himself appreciated. The rcader who understands the Cdntico will understand better
his or her place in-the-world before the mysteries of that world. The mimesis of the text thus takes place in
the context of a life. The story of the bride and bridegroom is what the Cdnvico relates.

Beyond this, the reader finds something non-sensical at the literal level that overtumns the
primacy of litcral meaning even while it points to a second, metaphorical meaning that
appears 'on’' or 'througly’ the literal meaning. This new sense and referent is first understood
apart from its appropriation by a reader. But when the reader actualizes the 'semantic
virtualities' in the meaning by identifying with the signified mode of being so that the reader
encounters a figure who represents 'I' as I ... [could be], then we reach the stage of
appropriation. Where the reader can see himself reflected in the text so that he can say 'l
understand my own authentic being through this text-world,' the text-world is
appropriated.'®

Authentic appropriation of the Cdntico therefore culminates in self-understanding but this
is not knowledge that is objectifiable in a strictly scientific way. This self-understanding exteriorizes itsclf
in personal commitment to the project of the text-world in conjunction with the present text-situation of our
fives, It is this fusion which gives rise to what I have already referred to as the world-of-the-text. A new life-
project, or at least a reoriented one, is embarked upon when textuai understanding in the form of the world-of-
the-text occurs. Christian theology calls this dynamic conversion: the turning of the egocentric self towards
another Centre, another way of being-in-the-world not dictated by the cogito. Conversion "dislocates our
project of msking a whole of our lives"**® and makes possible a "life-lived for others."'¥” A new way of
being-in-the-world which questions the status quo ultimately surfaces with authentic understanding of a text.

This new way of being-in-the-world is not conceptually described, nor "mapped” out by the text, but rather

it is made available to the imagination in such a way that the ordinary way-of-being is disrupted to make way

8 g1 MM, The Hermeneutizal Theory of Paul Ricoeur, 148,

2 pICOEUR, "Biblical Hermeneutics,” 125,

77 RICOEUR, "Biblical Hermeneutics,* 126,
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for 2 more authentic grounding in cxistence.'”

The understanding of the text therefore shows itself in the life of the individual. Ricoeur
refers to this dialectic as "testimony."'® Through testimony the incividual’s life takes up the discourse of
the text in exterior action which shows the individual’s interior convictions In religious discourse, testimony
ultimately reveals the immanence of the transcendent Other. This revelation is bound to the divestment the
individual makes with respect to his or her personal destiny in accordance with the generosity of a God who
appears through contingency.”® Ut'imately, in the extreme, testimony may involve the sacrifice of a life.
It is this act which Ricoeur refers to as the absolute testimony of the Absolute.” This ultimate divestment
disposes reflection to receive the meaning of events which would attest that the encounter with evil (the
"unjustifiable") is overcome in the here and now.'*

Through the interpretation of texts, therefore, new possibilities for the historic revelation of
God and the positive encounter with the unjustifiable are preserved. Otherwise, without a text and its
subsequent interpretation, historical acts are obliterated and lost to history. Current meaning is more important

than historicity.'® "Testimony, each time singular, confers the sanction of reality on ideas, ideals, and

3 RICOEUR, "Biblical Hermeneutics," 125,

13 According to Ricoeur the issue of testimony is both a philesophical issue as weil as o religious one: *The term testimony should be applied to words,
warks, octions, #1d to lives which attest to an intention, an inspiration, an idea at the heart of cxperience and history which nonetheless iranseend experience
and history. The philosophical problem af testimany is the problem of the testimotyy of the absolute or, better, of absolute testimony of the absolute,” Paul
RICOEUR, ~The Hermeneutics of Testimony,” Anglican Theological Review 51, no. 4 (Octaber 1975), 436; *The religious meaning of testimony arises
«» [in] on absalutely new dimension that we are not able to deploy starting with the profane use of the word, But--and this counterpart is not [ess important
w the profane sense is not simply abolished but in a certain fashion conserved and even exalted.” Thid., 444, Ricoeur uses a text from Second Isaiah (43:8-
13; 44:6.8) to explore this new dimension of testimony within the religious sphere. Four points are noted: 1. a "witness is not just anyons Who cornes
forward and gives lestimony, but the ofic wha is sent in order to testify;" 2. the witness does not *testify about isolated and contingent fact but about the
radical, global meaning of human experience;” 3. “the testimeny is ariented toward proclamation, divulging, propagation* for all peaples; 4. “this profession
implics a lotal engagement not enly of wards but of octs and, in the extreme, in the sacrifice of a life.” Ibid., 445.

0 *|; iy by this "divestment’ that teflection is broughtto the encounter with contingentsigns that the abselute, in its gencrosity, allows o appear of
iself.” RICOEUR, "The Hermeneutics of Testimony,” 436,

1 RICOEUR, *The Hermencutics of Testimony,” 436,

M RICOEUR. “The Hermeneutics of Testimony,” 437, This ultimate divestment "waiti for words and especially actions which would be absolute
actions in the sense that tie root of the unjustifiable will be more manifestty and visibly uprooted.” Tbid., 437.

BY *Yt is necessary to understandthal consciousness, in fact, advances oward the most interior self only at the price of the most extreme attention uscd
in looking for signs and glimpses of the absolute in ity appearances.” RICOEUR, “The Hermencutics of Testmony,” 457.
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modes of being.""** Texts depict and discover for us our personal possibilitics. We come to know God
through an interpretation of the contingent signs that the Absolute gives of itself in history,

Ricoeur’s theory of mimesis, therefore, accounts for the "materiality” as well as the
"spiritualization" of the Cdntico: through the use of "secular" and "profanc” imagery, Juan conjures up a
"spiritual" world, that is, a world which submerges the reader in the most authentic structures of human reality
and turns the subject toward the /imits of authentic forms of human life in the here and now.'* Ultimately,
Ricoeur paradoxically points out, the living of authentic human life may resuit in the loss, or radical
transformation of one’s life modelled on the testimony of Jesus Christ.' "We alse understand that
testimony, at the human level, is dual; it is intemnal testimony. the scal of conviction, but it is also the
testimony of works; that is, it is modeled on the passion of Christ, the testimony of suffering."'"’

The use of theological categories may aid the reader in his or her scnsitivity to these reatitics
surfaced by a text, but theological categories do not constitute the revelatory power of the texts. The
revelatory power of the Céntico, within Ricoeur's theory of mimesis, lies within the power of the text to
refigure a life by "indirectly informing" the subject of the limits of reality itself. We have already seen how
this indirect informing takes place in the text through metaphorical discourse which redescribes reality in the
made of "as if." The specific redescription of reality in the mode of "as-if" by Juan's Cdntico will be
examined in the last section of Chapter Seven. Metaphorical discourse creates "models” of what the deepest

structures of reality "are like" but does not disclose what they "are."

M RICOEUR, "The Hermeneutics of Testimony,* 438, *What we can recognize in testimony--notin the sense of the story of a witness who tells
what hie has seen but of a work that auests-is that it is the expression of the frecdom that we desire to be, [ recognize as existing what is only an Idea for
me. What I recognize outside myself is, in its effectivensss, the movement of liberation that I posit only as an Ideal.,” RICOEUR, *The Hemencutics of
Testimony,” 460,

% wThe gruption of the unheard of in cur discourse and in our experience constitutes precisely one dimension of our discourse and of our experience.
To speak of a limit-experience is to speak of our expericniee, This cxpression in no way says that there is nothing in our common human experience und
in our common language which correspands o speech about the extreme. If this were not so, the cloim of the Scriptures that Christun self-undenstunding
in fact is the understanding of authentic humaon existence would fail entirely. It ia precisely as extreme that religious language is appropriated. And it is
this approprintencss of limit-expressions to iimit-experiences which is signified by our affirmation that religious [anguage, like all poetic lunguage, in the
strongest sense of the words, redescribes human experience.” RICOEUR, "Biblical Hermencutics," 127, A little further Ricozur states: *The [ordinary|
human coadition as such includes experiences which baffle discourse ond praxis.” [bid.,, 128.

#6 =The 'confessional’ kemel of testimony is certanly the center around which the rest gravitates. The confession that Jesus is the Chrlat constitutes
testimogy par excellence, Here again the witness is sent, and his testimony docs not belong to him.” RICOEUR, “The Hermencutics of Testmony,” 447,

¥ RICOEUR, *The Hermeneutics of Testimony, ” 452,
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The inability to conceptually know the depths of the divine reality present within the world,
yet the ability to live meaningfully within this not-knowing, has been referred 1o as the "apophatic way of
knowing" or theologia negativa in the Christian tradition. Juan de la Cruz has been traditionally labelled as
an “apophatic mystic." Although it has usually been his poem entitled Noche oscura which has given him this
reputation, the Cantico can also be appreciated within the same apophatictradition when it is approached from
within the context of Ricoeur’s theory of mimesis and his theory of reading/reception. Not-knowing in the
mode of “as-if" opens up the space for divine self-manifestation, a mimesis of the divine in the world. "For
the apprehension of the divine, the divestment (dépouillement) essential for mystical experience and the link
of the divine to a historic manifestation are mutuaily complementary."***

The refigured subject, therefore, may not "know conceptually” but nonetheless finds himself
or herself committed to the meaningful project founded by the text. Christian theology has described this
phenomenon as "faith," For his part Ricoeur states that "faith never appears as an immediate experience, but
always as mediated by a certain language which articulatesit. ... I should link the concept of faith to that of
self-understanding in the face of the text. Faith is the attitude of one who accepts being interpreted at the
same time that he interprets the world of the text."** Faith is to be lived by being-in-the-world within the
unknown horizons which the text opens up. Juan’s Cdntfico, in this context, could therefore be described as
wsubversive." This is true since religious discourse involves the imaginative refiguration of discourse in all
categories: speculative, practical, ethical, and political'*® Refiguration of a life-world, at all levels, is
therefore what takes place in Ricoeur’s theory of appropriation, or mimesis,.

Based on the role Ricoeur assigns to metaphorical reference, genre and mood, 1 have

™ Jean NABERT, Le desir de Dicu, (Paris: Aubicr, 1966), 265, quoted in RICOEUR, "The Hermencutics of Testimony, " 457.

% RICOEUR. "Philosophy and Religious Language,” §4. Ricocur goes on to say: “In this sense, faith is the limit of all hermencutics and the
nonhermeneutical origin of all interpretation. The ceascless movement of interpretation begins and ends in the risk of a respanse which is neither engendered
nor exhausted by commentary. It i5 in taking account of this prelinguistic or hyperlinguistic characteristic that faith could be called "ultimate concem,' which
speaks of the loying hold of the necessary and unique thing from whose bosis [ orient myself in all my choices. It hos also been called a ‘feeling of absolute
dependence’ 1o underscore the fact that it responds to an initiative which slways precedes me, Or it could be called 'unconditicnal trust’ to say that itis
inseparable from a movement of hope which makes its way in spite of the contradictions of experience and which tms reasons for despai into reasons for
hape nccording to the paradoxical laws of a logic of supernbundance, in all these traits the thematic of faith escapes from hermenentics and testifies to the
fact that the latter is neither the first nor the last word.* Ibid., 84.

@ RICOEUR, "Biblical Hermeneutics,” 126,
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suggested that an aesthetic reception of Jnan’s text might be the way of appropriating the Canrico which best
suits its unique literary form. New and varied interpretations would become possible through sctting the poem
to music, exploiting its unique rythmic movements. Minimally, it nceds to be recognized that it is the text
itself which is to be given primacy for the interpretive project. The referential capacity of mood, as sketched
by the text through reading, is only set-frec through the text itself.

Through mood is expressed our belonging to the world, that is, the way we are connected
with the deepest levels of reality through desire. Mood, as schematized through Juan's Cdntico, brings reality
into focus in a particular way. New existential possibilities are therefore presented through the world-of-the-
text as constructed through mood in the mode of "as-if." The question of the Cdntico’s particular ontological
significance will be cxamined in Chapter Seven. The question to be addressed there is © What is the
significance of existence, seen as being understood as a dialogue between lovers? Through the mystery of
human love, as lived and expressed through the interaction of the poem’s two main characters, Juan’s Cdntico
is revelatory of the Divine. This revelation is a unique mimesis of the Cdntico, a return of the text to

discourse, since the text has found its reconfiguration in a life.




CHAPTER SEVEN

MIMESIS; AND RECEPTION OF THE CANTICO

1. Introduction

In the conclusion of the last chapter, in the context of Ricoeur’s interpretation theory, I
suggested that Juan conjures up a religious world by turning the reader toward what we might call the fimits
of the authentic structures of human life. Through metaphor and image we "think" beyond the congeptual
limits of human existence. In poetic form the Cdntico tells of two lovers and their search for each other, a
search which models a way of being-in-the-world which is beyond human knowing.! The extra-linguistic
"appearance” of human reality through the refiguration of the poem is effected by metaphorical reference.’
Ultimately, however, reconfiguration of the ultimate reference of the Cdntico "shows" in the life of another
human being, a dialectic which Ricoeur refers to as "testimony."

In this chapter I am interested in reflecting on three specific issues which involve, or are a
result of, the reception and appropriation of the Cdntico. These three issues orient the reader in the reception
of the text and therefore affect the metaphorical reference of the text and the text’s ontological import
according to Ricoeur’s reader-reception theory which 1 explored in the last chapter. The three issues to be
investigated in this chapter are: 1. the hermeneutical role of the title of the Cdntico; 2. the poetry-prose

relationship and the role of the commentary in the reception of the Cantico; 3. the ontological import of the

! Ricoeur, agreeing with Crossan, says that we are sensitized to the extra-linguistic, through metaphorical reference, because of the "normnaley” of the
story. RICOEUR, "Biblical Hermeneutics,” 98. But, *if this nermalcy was not symbelic, ... the telling of the stery would be pomtless. Aswe assume that
it is not pointless.-perhaps because we listen to the waming; 'let those who have ears hear'l--we lock for an interpretation which rmakes sense.” Tbid,, 8.
Not yet satizified Ricocur asks again: *Br-, once mere, how do we know that someons is speaking ironically if he gives us no further clues of his double-
wlking?" Tbid., 9%, His hypothesis, con.plementing the previous one, is stated equally as simply with refetence to the metaphoricity of parables (which is
the context within which he is developing his discussion on metaphorical reference): *The trait which invites us to transgress the narrative structures is the
same as that which specifies the parable as a 'religious' kind of ‘pantic’ discourse. This trait is, to my mind, the clement of extravagance which makes the
'oddness' of the narative, by mixing the ‘extraordinary’ with the 'orolary.” Ihid., 9. Ricoeur continues: *Could we not say that this dimension of
extravagance delivers the openness of the metapharical process from the clogure of the narrative form?” Ibid., 99.

1 For Ricoeur it is not so much the metaphorical or poctic function that constitutes religious language per se “but a certain intensification of the
metaphorical function.” RICOEUR, "Biblical Hermeneutics,” 108, 1t is not my intention here to present in depth Ricocur’s eriterion for what constitutes
a *religious text.” Such on analysis would remave us from the moin purpose of this chapter, that is, to suggest the importance of the title of Juan's Céntico
and to nssess the role of the commentary in a hermeneutical reading of the sume. That the Cdntico is such atext is affirmed in the context of this dissenation
by two muin criteria: the intensity of the text or its "extravagence” to use Ricoeur's term, and its history of receplion. An introduction to the criterin which
Ricoeur outlines to identify specifically "religious texts® may be found in RICOEUR, *Philosophy and Religious Language,” 71-85; Thid, *Philosophical
Hermeneutics and Biblical Hermeneutics,” §9-101; Tbid., "Biblical Hermeneutics,™ especially *The Specificity of Religious Language,® 107-145. David
¥lemm treots this question in KLEMM, Hermeneutical Theory of Paul Ricoer, 106-135 as well as VAN DEN HENGEL, Home of Meaning, 220-246.
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Céntico. The first is intra-textual, the second is inter-textual, while the third issue relates to the existential
significance of Juan’s poetic act.

As we already know, it is metaphorical reference in conjunction with the reading subject
which constructs the world-of-the-text. The title of the Cdntico is being investigated in this context since it
has been virtually ignored by sanjuanist scholars as an integral component of the text which contributes toward
the meaning of the Cdntico, and, in Ricoeur’s theory, the world-of-the-text. Therefore, I will suggest that the
title of the Cdntico needs to be appreciated for its role in the dialectic of sense and reference which constructs
the world-of-the-text, The commentary needs to be contextuaiized within a hermencutical approach to the
Cantico since it may impede the hermeneutical interpretation if it is read as the paradigm for the Cdntico's
interpretation. Within a hermeneutical perspective, the commentary is described as a particular reception of
the Céntico, but is not considered to be the only possible one. Examination of the ontological import of the

Cantico will 1ead us to ask the question of the way of being-in-the-world which is modelied by Juan's Cdnfico.

2. The Importance of the Title of the Cdntico

Little attention has been paid to the role of the title in the interpretation of Juan's Cdntico .
Aside from the historical notes I referred to in Chapter Three which discuss the various titles given the Cdnfico
in different editions of the work, the title of the Cdnfico has not been considered as a significant part of the
text of the poem. Any discussion concerning the title’s contribution toward meaning is virtually absent from
the literature. This point is of interest since the present title used for the poem, Cdntico espiritual, is not the

title which Juan gave it.

3 The importance of the tile of a work is si malled by Werasr Jzinrond. "We find in the hcadings and title of the 1ext, Indlcations or cven precise
explanations of the theme [of the wx).” JEANROND, Text, 87. "The major function of & text can be announced through different suatcgics: --by the
heading (title); --by the mazzier of preseation; --by being embedded in a larger context of action.” Ibid., 9%.
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Juzn de la Cruz gave his poem the title: Canciones enire el alma y el esposo. Given the
dialecticof "sense" and "reference” which is central in Ricoeur’s interpretive theory, might not the title be seen
as playing a significant role in the constitution of the "sense” of the Cdntico? If this is true, then a
reassessment of the use of the title Juan gave his work seems to be in order.

1t is the title, from the beginning of reading, which orients the muthos toward something

extraordinary within the confines of a love story which has been told countless times down through the ages.
From the beginning, the title begins to form the mindset of the reader, orienting the reader toward the nature
of the muthos. With Juan’s title, "Songs Between the Soul and the Spouse," from the beginning, the reader
is alerted to the two main protagonists in the story (the "soul" and the "spouse") as well as the dynamic nature
of their relationship: "song." The title also provides a clue for the reader to the genre of the Cdntico. Again,
the above title suggests that the Cdntico is a canticle,

The use of the terms "songs," the "soul,"” and the "spouse” all construe metaphorical reference
which orients the mindset of the reader toward the real meaning of the poem. The "soul" and the "spouse”
are never named as persons, they could be anybody, and, as well, the two never "sing" to each other during
the entire poem. The use of the predicates “songs," "soul," and “"spouse,” therefore, constitute metaphorical
reference, not literal or ostensive reference. We have already seen how the "ruin" of primary literal reference
is achieved by metaphor in order to construct a second-order reference, that of the world-of-the-text. The title
Canciones entre el alma y el esposo begins to bring into focus through metaphor this second-order reference,
and therefore orients the entire discourse which is to follow.® It does this in a way which Céntico espiritual

does not do.

¢ Kicran Kavanaugh and Otilie Rodriguez translate this title as "Stanzas between the Soul and the Bridegroom,” (Kav., 471.) However, the more literal
translation by E. Allisen Peers is preferoble: *Songs Between The Scul and the Spouse, PEERS, The Complete Works of Saint John of the Cross, 2:25,
The use of the word “songs” is closer to the Spanish meaning of *canciones,” which, as 1 explained in Chapter Three is more in tune with two of the primary
sources for the Cdnfico: the Seng of Songs and popular folk songs of Juan's day (cancioneros). To use the word "bridegroom” already in the tile is to
interpret the text of the Cdntico in & direction which may alter its metophorical reference. "Esposo” means *husband” or “spouse” indicating that o union
Yas already taken place! This is an interesting detail considering that the classical interpretation of the poem has the "spiritual mamringe” only taking place
toward the end of the poem.

% Critical editions of bath Spanish and English publications of the Cdntico usually precede the stanzas by Juen's awn title, yet still refer to the peem
s Cdntico espiritval in any other context, Bath criticof editions which T have used throughout this dissertation, that of Kavanaugh and Rodriguez in English,
as wel] as that of Rodriguez in Spanish, use Juan's own title for the pocm itself within the context of the poem-commeztary complex. The suggestion around
use of the the tlle Canciones entre ¢l alma y of Esposo is made especially with respect to the publication of the poem autside the context of the pocm-
commentary complex.
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In Chapter Three I mentioned that it was Jerénimo de San José (Ezquerra) who gave Juan's
poem the title, Cantico espiritual entre el alma y Cristo su Esposo, in the first Spanish publication of Juan’s
complete works in 1630. Subsequent publications shortened this title to what we know it as today, simply,
Céntico espiritual. This is the title most often used when the poem is published with or without the
commentary. Given the impertance that a hermeneutical interpretation places on the "sense” of the poem as
it is constructed by the title of a work, it may be appropriate to consider the title as it appears in the critical
edition of the Sanlicar manuscript which is dated 1584 and personally signed by Juan de la Cruz, 3s the title
of Juan's poem The title Canciones entre el alma y el esposo is an essential part of the text since it plays
an irreplacable role in constructing the poem’s ultimate "reference” in orienting the reader toward whar the
text is about. The use of Cédntico espiritual could be restricted 1o refer only to the poetry-commentary
complex.

However, given the question of which title to use in the naming of Juan’s poem, there is one
commentator who would prefer not to allow the title of the Cdntico to play any role in its interpretation. Lot
us briefly examine the comments Jorge Guillén makes on the titles of Juan de la Cruz’s poetry. Guillén's
perspective will be used to emphasize the importance f the title in the hermeneutical interpretation of Juan’s
poem.

Jorge Guillén’s appreciation of the role which the title plays in the interpretation of the
Cédntico appears to be lacking in the hermeneutical context which [ have briefly revicwed above. Guillén
would like to read and interpret Juan’'s poetry from a "purely literary perspective,” that is, without the bias
of the commentaries or any other supplementary information such as the hisiorical circumstanceswithin which
the poetry was written. Guillén goes as far as placing the title of the Cdntico in the category of
"supplementary information."® Cutting the text in this fashion is not appropriate within a hermeneutical

setting, as we have seen, since we lose an important piece of the "sense” of the text. The Céntico, in its

4 Referring to Juan's three major poems Guillén says: "In order to fee] and understand these texts purely as poems, we must approach them direetly,
not as if they were cnonymous, but still disregarding for the moment the supplementary information available about them.” GUILLEN, {.anguage and Poetry,
8G Conceming the titles which he would plso like to insert into this category of *supplementary infarmation® he says: "In our reading of the three paems,
let us pay no attention as yet to the titles, which incline us toward the author's interpretation.” Ibid., 81,
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capacity as a canticle and as a fex?, creates meaning of a particular kind. The current meaning of the Cdntico
is Jinked to its history of reception, and, therefore, to read it without sensitivity to the work of the text
throughout the ages is to remove the text from its productive capacity.

Again, [ cite Jorge Guillén who opposes this position as he consistently follows the
"orofane” stance. Of Juan’s Cantico he says:
The symbolic import of these verses is clear. It is entirely within the order of the profane,
for this poetry does not offer any other. The reader, alone with the poem, cannot pass
beyond to the order of the divine. It is not here, in such symbols as these, that the allegory
is to be found which the author, and only the author, can indicate, for it exists only in his
private mind, and not objectively in the text.’

We have already seen in Chapter Four that it is precisely in the inscription of discourse that
meaning separatesitself from the event of discourse to be objectively availablein the text. This was Ricoeur’s
first moment of distanciation which 1 examined. The text of the Cdntico, within Ricoeur’s hermeneutical
theory, is not a roadblock to understanding but, rather, it is an enhancement. Meaning, previously only
existing in a virtual state, can be fixed through the semantic autonomy of the text, and can be recalled later.
This shapes the stance we bring before Juan’s Cdntico. Guillén’s stance before Juan’s Cdntico impoverishes
the productive capacity of the text according to Ricoeur's hermeneutical theory.

Suggesting that the title of Juan’s Cdnfico is a necessary and significant part of the text helps
recover the reference of the text which is construed by the entire and complete text through metapherical

reference. As well, the text needs to be read within its history of reception. The Cantico’s history of

reception is an integral part of the current meaning of the poem.

T GUILLEN, Langace and Poetry, 108-109. On the following poge, where Guillén further presents some of the symbols from the Cdntico and the
interpremation Juan gives them in his commentary, he says: “Only the authar can present these clucidations, From the poetic phrasing it is impoasibie to
infer the allegory, for it is not located within, Jike the marrow of its bones, but is mounted on air.” Tbid., 110,
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3. The Poetry-Prose Relationship of Juan’s Cdntico

Unlike the title of Juan’s Céntico, the relationship between the poem and the commentary
has been given considerable attention in the literature.® To a great degree the discussion has focused on the
doctrinal meaning of the poem as it has been clarified by Juan himself in the commentary. The commentary
is seen as a transposition or a paraphrasing of the symbolic images found in the poem which makes the
"message” of the poem more accessible to the reader. In order to suggest how this appreciation of the poetry-
prose relationship is better understood by using a hermeneutical approach, [ will examing the poetry-prose
relationship of the Cdntico in three steps.

First, I wiil present the findings of Eulogio Pacho, the leading sanjuanist schelar on the
Céntico, who represents the most common perspectives concemning the poetry-prose refationship and who has
given this topic the most attention.” Pacho characterizes the poem as Juan’s artistic outburst in the form of
symbols and images. These images and symbols are explained in the commentary and thus their noetic content
becomes accessible to the reader through the commentary Juan himself wrote on the Cdntico. Therefore,
Pacho describes the commentary, in large part, as an extension or unpacking of the poem through its
conceptualization of the symbols Juan uses in the poem. Pacho explores an analogical relationship between
the poem and the commentary.

In a second step I will present Ricoeur’s theory of the basic discontinuity of poetic discourse

(the poem) and conceptual discourse (the commentary). Study Eight in The Rule of Metaphor constitutes

Ricoeur’s central study on this issue and therefore will be the principle source for what follows.'?

¥ Sce for example ICAZA, The Stylistic Relationship in the Cantico; PACHO, Vértice, 41-126; RULZ SALVADOR, Introduccién o Sun Juan de In
Cruz: El escritor, los eseritos. el sistema, $9-128; THOMPSON, "The Pacm and the Commentarics,” in The Pact and the Mystic, 115.145; Elizabeth
WILHELMSEN, *Beauty and Truth, or the Poetry and the Prose,” in Cognition ond Communication in John of the Croas, Buropean University Stadiez, series
23 Theology, vel. 246, (Europilische Hochschulschriften, Reihe xxiii. Theologie: Band 246), (Frankfurt aMMew York: P, Lang, 1985), 121-143,

* Qeeasionally I will cite from other authors, These citations will land support o my introductory remarks concemning the predominant approach to
the poetry-prose relationship in the Cdavico which is exemplified by Pacho.

1 RICORUR, Rule of Metaphor, 257-313, I have used the following references to help guide my reading of Study 8: CLARK, Paul Ricoeur, 137-131;
Leonard LAWLOR, "Intersection: A Reading of Ricoeur's 'Eighth Study in The Rula of Metaphor® in Imagination and Chance: The Difference Between
the ‘Thought of Ricoeur and Derrida, (New York: State University of New York Press, 1992), 29-50; Loretta DORNISCH, Faith and Philosophy_in the
Writings of Paul Ricoeur, Problems in Contemparary Philosophy 29 (Lewiston, New York: Edwin Mellen Press, 1990), 311-314.
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In a third step I will bring the theory of Ricoeur into dialogue with the position of Eulogio
Pacho as presented in the first step. Based on Ricoeur’s theory, I will suggest: 1. that there is 2 radical
discontinuity between Juan’s poem and his own commentary on it; 2. that Juan be considered the "first
reader” who appropriates his own poem; and 3. that the commentary continually sends us back to the poem
{0 "think some more." These three findings suggest the possibility that the poem is open to new interpretations
which do not take as their starting point the doctrinal agenda of the commentary which is often viewed as the

interpretation of the Cdntico of Juan de 1a Cruz.

3.1 The Poetry-Prose Relationship in the Cantico: Eulogio Pacho
3.1.1 Introduction

Eulogio Pacho attests that the Cdntice is th > most harmonious, representative, complete and
attractive work of Jnuan de la Cruz."! Over the past forty years he has written extensively on the Cdntico and
today is considered one of the leading scholars in this area of sanjuanist research.!® Pacho has published on
various issues which impact the interpretation of the Cdntizo, As well, his textual and literary studies have
contributed enormously toward current scholarly work on the Cdntico. Manj; of Pacho’s publications on the
Céntico have already been cited throughout this dissertation.

However, at this time I will present a more systematic approach to his thinking on the
interpretation of the Cdntico using as the focal point the poetry-prose relationship. Pacho’s appreciation of
the poctry-prose relationship cannot be isolated from his overall interpretive approach to the Cdntico. 1 will,
therefore, explore a number of issues impacting the interpretation of the Cdnfico from Pacho’s perspective,
These, in turn, will help clarify the poetry-prose relationship as he sees it. The following areas of Pacho’s

thought conceming the Cdntico will thus be explored: 1. Pacho’s clave exegética: the doble vision of Juan

1 *Parece ser que en esa obra ¢ ve la propucsta mis arménica, representativa, completa y atrayente del sutor,” PACHO, *Noematica ¢ interpretacion,”
337. In amuch carlier writing Pacho comments on the literary value of the Cdntico: "En ninguna de sus obras sparece can lanto relieve el dominio det
pensamiento sobre la forma expresiva come en ¢l Cantice espirintal. Representa dentro de su aval literario el triunfo de la idea sobre la palabra, de la forma
meatal sobre Ja materia inerte del lengusje.” PACHO, *La Clave excgetica del 'Céntico espiritual,” 308,

H Pacho wrote his doctoral dissertation on Cdntico 4: Eulogio PACHO, "El primer Cintico expiritual® de san Juan de la Cruz:_Introduccidn eritica
v sintesis doctrinal, Doctoral Dissertation, Rame: Facultad Teolégica del Cologio Internacional, o.c.d., 1957-1958,




de la Cruz; 2. Corollary exegetical premises; 3. Conclusion: The poetry-prose relationship.

3.1.2 Pacho’s clave exegética: The doble visién of Juan de la Cruz

Pacho’s first publications on the exegesis of the Cdntico appeared in 1938." [n one of the
1938 articles, entitled "La Clave exegetica del «<Cantico espiritual>" Pache presents a central excgetical
principle which has since remained the foundation for all of his exegetical work on the Cdntico: the doble
visién (twofold vision) of Juan de la Cruz. It is an explanation of this "double vision" that I will explore in
this first section on Pacho’s approach in interpreting the Cdntico. Briefly stated, the doble visién of Juan de
la Cruz refers to "Juan the poet" versus "Juan the theologian.” The doble visién approach focuses on coming
to a description of how the Cdntico and its commentary (whether we are discussing Céntico 4 or B) describe
the stages of the spiritual journey as it is reflected in the purgative, illuminative, and unitive ways. This
exegetical key falls within the category of the ascetical-theological approach to interpreting Juan's writings.

Pacho terms his clave exegetica (exegetical key) the doble visidon del < cjercicio de amor®»

(double vision of the excercise of love) of the Cdntico."! This key, used to interpret the Cdntico, is based
on the following principle: there are two visions of the spiritual journcy, the first vision (that of the poet)
appears externally in the poem as well as in the commentary made directly from the poem; the second vision
(that of the spiritual theologian) develops independently from the poem, but follows the basic content and
ordering of the verses of the poem, The first conception is that which predominantly appears externally in
Cadntico A, the second dominates that of Cdntico B.

What Pacho suggests, then, is that beneath the irregular and undulating course of Cdntico

A, lies another pathway which is more direct and decisive, but oculto (hidden). The first pathway, or vision,

as Pacho refers to it, reflects the initial artistic creative moment of the poet; the second comes from the

discerned reflexive process of the theologian in the commentary. It is this fusion of expetience and theoretical

13 The two articles Eulogio Pacho published conceming exegesis of the Cdntico in 1958 are: *El Préloge y la hermenéuticu del Cdntico espiritual,”
and "La Clave exegética del ‘Cintico espiritual'.”

# PACHO, *La Clave exegetica del 'Cintico espiritual’,” 309.
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science which defines the peculiar doctrinal structure of the Cdntico for Pacho.”” From time to time these
two pathways cross or run parallel, but then separate once again. Pacho sees an understanding of this dynamic
as foundational in any interpretive approach to the Cdntico of Juan de la Cruz.

At the core of this idea is the metamorphosis of the poem that tock place in its transposition
into commentary. The spiritual theologian, author of the commentary, penetrated the depths of the almost
impalpablc intuition of the poet, author of the poem.'® I will now summarize the issues related to this doble
vision which will, in turn, surface corollary exegetical principles which I will cutline in the next section, Two
citations, one from the 1958 publication "La Clave exegetica del 'Cantico espiritual’,”" and one from a more

recent publication in 1983, Vértice de 1a poesia v de 1a mistica: El 'Céntico Espiritual' de San Juan de la Cruz,

summarize the main elements in this doble visién of Juan de la Cruz."

From Pacho’s 1958 publication "La Clave exegetica del 'Céntico espiritual™ the following
points are summarized:'

i. SPONTANEITY OF CANTICO 4 - The doctrinal commentary of Cdatico 4 closely
follows the doctrinal order spontaneously ¢stablished in the poem.

4 *Fusign de la noticia experimental con la ciencia terizante define la peculiar estructuracién dectrinal del Cdntice.” PACHO, "La Clave exegetica
del 'Céntico espiritual’,” 317,

1 Pycha describes this mevement in a few words: "Se ha realizado una especie de metamorfosis en que la concepeitn del maestro de teelogia espiritual
se ha sebrepuesio o la casi impalpable intuicién del poeta. .. lo consideramos de capital importancia para tode exégesis racionai d¢ obra. En realidad es
la llave mégica para penetrar seguros en cl santuario del Cdntico espiritual” PACHO, “La Clave exegetica del 'Cantico espiritual,” 310311,

1" Ty of Pacha's foundational articles on the interpretation of the Cdntico, both of which were published in 1958 later surfaced (with minor revisions)
in Pacha's 1983 publication Venice de la poesia v de la mistica: Bl ‘Cantico Espiritual’ de San Juan de la Cruz. Pacho's, "El «prologo» ¥ la hermeneutica
del «cdntico espiritusl » " was divided into two sections 1o became Chapter Tand Chapter I in Végtice: pages 1-33 became Chapter [ "Proceso redaccional
del "Ciintico™ in Vértice, while pages 33-108 became *E! ‘Prologo’ y la hermeneutica del ‘Céntico espiritual,” in Vertice. Chapter III in Vértice ("Claves
interpretativas®) is essentially a reprint of the other 1958 publication: PACHO, "La Clave exegetica dei 'Cintico espiriteal'”

' rE| Cdntico espiritual, en cuanta comentario o glosa de las canciones, en sw primer redaceidn sigue la ordenacidn doctrinal libremente establecida
et la poesia; tal erdenacién, sunque paatada por unu gencrica concepeidn del camino espiritual, ne responde exactamente en sus detalles al trazado que San
Juan de la Cruz establece, desde el punta de vista tedrica, como narmal ¥ ordinario para los almas que caminan a 1a perfeccién bajo el signo del amor. De
cllo se da cucnta ¢l mismo Santo, ¥ por cso, sin destruir la senda vitalmente marcada por el ritme poético, traza solerrafiamente otrd mis recta y mas conforme
con L realidad, segin sus conccimientos y su experiencia. Obligado a seguir el arden de los versas, no puede hacer patente este segundo trazado mis que
en contadas ocasiones, sirviéndose de digresiones o aclaraciones incidentales.

Mo se trata de dos caminos divergentes, sino de dos trazadoes diversos del mismo itinerario que coren paralelos, sungue en muches lugnres se separan para
valver o encantrasse més tarde. Mientras el primero es tortuoso, zgzugueante; el segundo, aunque oculto, es dirccio ¥ rectillneo. El primere domina la
estructusa del primer Céntice, ¢l segundo motiva ¥ dirige la composicion de su nueva redaccion.

Sin este presupuesto juzgamos comprometida radicolmente cualquier interpretacién doctrinal de Ja obra. No existe olra base segura para explicar
satisfactoriamente los irregularidades que sorprendemes a cada pase en el primer Cdntico: esas oparenies contradicciones que dificultan su comprensién
globul.® PACHOQ, *La Clave exegetica del 'Céntico espiritual’.” 311,
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ii. INCONGRUENCE QF EXPERIENCE AND THEQRY -- This spontancous order of
Céntico A does not respond to the theoretical perspective established by scholastic theology
as the normal and ordinary path to spiritual perfection.'”

iii. "CORRECTION" OF INITIAL IMPULSE -- Due to the incongruence of experience
and theory, Juan develops a separate spiritual itinerary based on scholastic principles which
Pacho says is more in conformity with Juan's "reality” and "experience, "™

iv. TWO SEPARATE TRAJECTORIES -- one indirect {but manifest) , the other direct (bt
hidden). These two irajectories form but one spiritual itinerary,

v. TWO COMPOSING PRINCIPLES -- Cdntico 4 is dominated by poctic spontancity;
Cdntico B is ordered by tlie classical spiritual itincrary.

vi. NO OTHER EXEGETICAL PRINCIPLE -- only the above doble vision is adequate
to explain the irregularities of Cdntico A, as well as its relationship to Cdntico B.

In 1983 Pacho slightly reworked the 1958 article and added several other points. In addition
to points i. - vi. the following elements surface from the 1983 description of the doble vision:*

vii. THE IDEA IS SUPERIOR TO THE WORD -- Pacho celcbrates the mind able to
master the expression of concepts through the passive medium of language.

viii. COMPLEXITY OF THE CANTICO -- doctrinally it is Juan's most imprecisc due to
the effort it took to conform the irregularitics of the poem to the scholastic doctrinal system.

¥ Pacho views the itinerary of the poem as giving a pancramic view of the Christian journey to perfection, but it does not give the detul thut the
commentary gives, Lacking in the pocm are allusions to specific stages of progression in the journey and temporal arientations. Pucho seems to he suggesting
that the general trajectory described in the poem is other then that of "real® lifc. The poem "Describe la prictica del “ejercicio de umor’ en visién panordimica
casi sin perspectivas temporzles. No hay que buscar el orden progresivo en la graduatoria del amar estrafa por estrofu, verse por verse. Se da s6lo entre
varios grupos estroficas o entre zonas sobrepuestas que, delimitando momentos ¥ situaciones clave, recortan la gradundu uscensién capintual escula armby
del amor,

Cuando leemos en la glosa que el camino trazado en el poema responde al que erdinuriomente siguen lus almas purn legar a la perfeceidn del umor,
comprandemas que san Juan de fa Cruz no alude a esa vaga y genérica trayecteria espinitual, visa sin relieves definides ni perfiles t=mporales por cf pocta
en el momento de alumbrar las canciones; se refiere al itineraric metédico que, basindose en lus cstrofas, ha establecido ¢l comenlarista.” PACHO, Vénuce,
132

® Pacho suggests it would be ieverent to suggest Juan had to correet himsslf, even though the redacuonal problem is abvious: ";Qué explicuctdn dur
4 tamafia urdimbre redaccional? El problema es de grandes properciones, porque los sefizlados son sblo algunos de los muchos catos que podrismes clencur,
Todo 12 trama del primer Cdntico cst involucrada en este desconcertante procedimiento redaccionsl. ;Se contradice, s cornge <l Sunto? Sélo penzar que
Ia obra cumbre del Doctor Mistico es un zurcido de mal avenidos pensamicntos en continuada oposicién, parece, mas que utrevido, irreverente.” PACHO,
*La Clave exegetica del 'Cintico espiritual’,* 326,

% *Eq pinguna de sus ohras aparece con tanto relieve el dominio del pensamiento sobre 1a forma expresiva como en el Cdntica esplritual, Represent
dentro de su aval literario e triunfo de la idea sobre La palabra, de la forma mental sobrs la materiu inerte del leaguage.

Por este motive es también ln obra doctrinolmente més imprecisa, d2 contomes mis difuses; la que menos 3¢ emolda 4 nucstros hibitos mentales de
ordenacién 1ogica, la més reacia a [a sintesis. Nada de extrafio que su interpretacién doctrinal haya scguido con frecuencia derroteros extraviudes, El hecho
tiene s explicacién. No se han sentado convenientements las bases cientificas de ru exégesis, Laclave interpretativa del Cdntico espiritual se busa cn eate
principic: en la composicién de 1a abra hay dos visiones del camino espiritual: la que aparece exlemamenle c3 la del poema y su comentario directe; lu
segunda es la del tratadista metddica que elabora su concepcion independiente del poema, pero sujetindose voluntanamente en lu diaposicién mutenol ul orden
estrbfico, hasta que decide redactar de nuevo el eserito ordenando de otra forma las cstrofas. La primera concepcidn ex ln que aparece extemamente en ¢l
Céntico 4, 'a segunda ta del Cénrico B,” PACHO, Vértice, 127-128. The ideas in this quotation, begianing with “Por eate motivo ..." are ulso essentislly
repeated 10 a later {1989) publication PACHO, “Noematica e interpretacion,” 342,
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ix. NEED FOR JUAN TO INTERPRET -- the complexities of Juan's work necessitated

explanation. To date no adequate scientific base has been developed to explain Juan’s own

method of interpretation in his passage from the poem to the commentary.™

x. REORDERING OF THE INITIAL POEM -- due to the inability of Juan to adequately

conform Céntico A to the classical spiritual itineray, Cdntico B is written as a reordering of

CA plus one more stanza (st. 11) to bring it into conformity with the threefold itinerary of

the purgative, illuminitive and unitive way to God.®
These ten elements are revelatory of other exegetical principles which Pacho sees as necessary to explain the
incongruenciesand irregularities of the Cantico as well as the poem-poetry relationship within the doble vision
of Juan. The corollary exegetical principles wu ¢ essentially principles of composition and of redaction, precepts

which help explain the dynamics behind Juan's presentation of his own work.* 1 will now present these

exegetical principles, four in total, one at a time.

3.1.3 Coroilary Exegetical Premises

As can be deduced from Pacho’s clave exegetica, the ten points stated above surface
principally from the following relationships: (i) the connection Cdnfico A4 and B have with their respective
commentaries, and (ii) the correlation which Cdntico 4 and B have with each other. A third factor of utmost
importance for Pacho in interpretation of the Cdntico comes from the ineffability and non-communicability
of mystical experience.” These three clements provide the organizing structure for the reflection which is

developed below concerning corollary exegetical premises related to Pacho’s doble vision of Juan de la Cruz,

= The work of this dissertation could be considered as a contribiontoward an "adequate scientific base™ to explain Juan’s cwn method of interpretation
in his passage from the poem 1o the commentary.

¥ Despite the continual changes which Juan made to his work Pacho seems to suffer from the Romanticist’s bias that Juan knew ail alang exactly what
he was doing and where he was going with his literary creations: "Tenemos noticins seguras parn camprobar que en la lenta elaborocién no se da pregreso
mis que en ¢l génera literurio y en Jas formas redaccionales; el pensamicato no sufre alteracién alguna: tan seguro y definitivo aparece desde un principio.
De la Subida a la Liama, pasando por el Cdntico espiritual en su doble redaccién corre la misma conc=peidn de la vida espiritunl; subsiste idéntico sistema
doctrinal. * PACHO, “La Cleve exegetica del ‘Céntico espiritual,” 308.

3 pycho develops his own Jist of corollary exegeticat principles. These include: i the relationship of mysticism to poetry; ii. the relationship of
poetry totheology; iti. the incomprehensibitity and ineffability of mystical experience; and iv. an indication of how the clussical spiritual itinerary is linearly
reflected in the Cdntico, These are pre:ented 1n, among others: PACHO, "Claves interpretativas” in Vértice, 127-191. See also: PACHO, "Nocimatico ¢
\nterpretscion’ and PACHO, Inicincidn, 24-33. My presentation here focuses on the principles behind his central clave exegetica, that is, Pacho’s doble visidn.
My prescntation is not an attempt to summanze all the claves interpretativas as Pacha has presented them in the above listed references.

3 »Entre los puntos clave considerados como presupucstos necesarios de su exégesis, <l dela inefabilidad es cl que moyor desarrolla y amplitud adquiere
en ¢l prélogo,” PACHO, Vértice, 68.
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3.1.3.1 Juan the Poet and Juan the Theologian

As can be seen from the presentation above, Pacho repeatedly casts two basic roles for Juan,
Juan the poet and Juan the theologian. Awareness of the point at which Juan is operating in either mode
Pacho sees as an important exegetical principle. The functions of the poet and the theologian are
complementary but he suggests there exists an inherent tension which definitively scparates the two. For
example, in commenting on the apparent disruption in moving from stanzas C:{ 2% and C 30 in the hannony
of the spiritual marriage just spoken of in stanzas C4 27 and 4 28, Pacho suggests it is the poet who hns
introduced the incongruence and not the theologian.®® Again, he sees this dynamic strongly expressed in the
progression from CA 25 to C4 26. In the passage from C4 25 to C4 26 Pacho says that these stanzas describe
diverse stages of the spiritual life without sensitivity to their real connection to linear time.”” I have already
referred to these poetic points of transition in Chapters Five and Six as "zones of indetermination” which the
text works on the reader in the production of meaning. Pacho views them as points of tension, or impediments
to an understanding of the poem, which Juan the theologian needs to reconcile in the commentary. We
therefore see the opposition between the poet and the theologian which Pacho accentuates.

What then is to be interpreted from the poem? In the context of the above statement we
once again see Pachy’s focus on the doctrinal content of the poem as it is presented in the commentary, A
correct reading of the Cdntico would reveal doctrinally correct information. Inconsistencies with this pre-
determined doctrinal system are dismissed as being artistic expressions of the poet and must be adjusted by

the theologian who wrote the commentary.

 Pacho is very explicit shout this point: "Es La visién del poeta la que crea csa ambientacién de temores y suspicacias, que, se doctnnalmente resulta
inexactn, artisticametae iderada aporta iones muy bellas,” PACHO, Vértice, 169, "Es evidente que c! pacta no se ha preacupado por el esquems
que ahora I atribuye €] comentarista. Ha visto el progreso «en el ejercicio de amor» sin precisa perspectiva cronalégica, en mirada panordmica, en elars
anaméresis. Lo que canta en cada estrofa ne puede adaptarse al punto clave de la ordenacitn tebrica ni sujctarse o un esquema rewroses del camino
espiritual* Tbid,, 138, Ssc also PACHO, "La Clave cxegelica dc! ‘Céntico espiriwal,” 318-31% far a discussion of this issue. Another example of this
incongruence is noted in the interruption of the unified and quict state of the soul previously described in Cdntico 4 18,5 and 19,4 by the anxicty of the soul
expressed in Cdntico 4 31,1 . In the previous stanzas the soul was nircady * «tan entera y unida® en Dios, que no hay obra ni sctividad de las potencing
que la Ilegue a turbar; ni siquiera tizne 'pnmeros movimicntos' de la parte inferior contra la superior.” PACHO, “La Clave exegetica del 'Clntico eapiritual’,”
319.320.

T *Lg progresién o, se se prefiere, la demarcacidn cronalégica de I vida espiritual dentro de este ciclo poético 3 manifiesta, Tumbicn ex clara que
na corre paralela a la secuencia estrdfica. Se describien diversos eatadios de In vida espiritun! sin atend: o 3u verdadero ¥ real enlace temporal. Se interfteren
de tal monera et In visibn poética que, ni aun con la explicacion del comentaristas, resulto fécil su identificacin.

En ln ordenacién teorética de 'a obra sc ha de distinguir ¢on cuidado lo que pertenece a la visidn poética, con sus requisitos anfsticos, ¥ lo que hace referencia
a Ia sistematizacién doctrinal intentada en o glosa posterior.” PACHO, Vértice, 168.
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This doble visién of poet versus theologian is fundamental in Pacho’s interpretation of the
Céntico and the relationship of the poem to the commentary. Pacho appears to present Juan’s primary role

as that of teacher, maestro, in opposition to a secondary role, that of artista.®® Pacho goes as far as

suggesting that Juan gave more value to the doctrine reflected in the commentary than he did to the artistic
quality of the stanzas.® Juan the artist, in opposition to Juan the theologian, is given second place with
respect to the reader’s ability to appropriate the Cdntico. The vision of the poet is beautiful, but lacks

precision and is therefore inadequate.®

3.1.3.2 Similarity of Experience Necessary for Understanding
As already mentioned, Pacho recognizes that at one level the commentary is a regression of

the abundante inteligencia mistica sung in the poem, but at another level the commentary signifies an

enrichment of the doctrinal content concentrated in the poem. Even though the poetry is more intense and
"contains more," it is inaccessible to the non-mystic.?' Pacho says the poem does not communicate as much
(o us as the commentary even though it contains more. It is a question of accessibility governed by two

classes of readers, those who have had experiences similiar to Juan’s and those who have not.* For those

M -f| somentario hecho pars * sotros no ileva intenciéa literaria sino dectinal. La actitud del autor es la del maestro que ensafia, no la del artista que
cren, o, si sc preficre, al artista que . 3 succde ¢l maestro que adactrina. ... ElCéntico, obra sustancialmente didictica, cae en los dominios del arte en euanto
realizn su fin pragmaica en formas de exquisita belleza PACHO, Vértice, 108,

B »gon Juz. ae la Cruz concede mds valor o la doctrina de la pardfrasis gue al mérito artistico de sus versos. Sacrifia voluntariamente su poesia en aras
de un caritative magisterio espiritual.” PACHO, Vértice, 108,

1 aNaturalmente, la magnifica visién anamérfica del poeta no encaja con precisidn en la coneepeidn del tedlogo escandido tras el comentasista. ...
Mognifica la visién del poeta, pero no satisface al meticulaso macstro de espiritualidad ocullo bajo las repliegucs ¥ sinuosidades de la pardfrasis." PACHO,
*La Clave exegetica del 'Cintico espiritual’,” 323,

N gl linsmo cuanto mas intenst, menos comunicative.” PACHO, Vértice, 124,

7 *§e hasa en la distincién de dos clases de receptores: quiencs han tenida experiencias similares y quienes carecen de ellas. Para los primeros <l
comentario o explicacidn docirinal es casi ocioso. Les basta ponerss en sintonia con el portador de lu experiencia para captar la sutenticidad y densidad de
su mensaje. Para ellos es mucho mis sugestivo y apropiado et lenguaje figutativa, la comunicacidu simbélica (supuesta ln comprensién lingdistica) que la
terminologin doetrinal. Esta achica y reduce [a realidad al marco angosto de lo denctativo, La zxpresién figurada la mantiene e la virtualidnd y vitalided
de lo connotativa,

En contrnpurtida, para quienes carecen de experiencia mistica, la riqueza opulenta de lo simbélico puede quedarse en «dislates »; no pasar de sugerencia
y atisho. Les dice mucho més la explicacién razonada y la terminologia «vulgar y usadad, es decir, tenica y comiente.” PACHO, “Noemiitica ¢
interpretacién,” 353, Juen de la Cruz himself scems 1o held this as being tnie. See Ibid., 353, This position is also held by Elizabeth Wilhelmsen: "Among
the almost ..inite posibilities [in response to Juan's writings), there is only one sharp dividing line to be recognized, and that is between non-mystic and
mystic readers.  Among the former, the understanding yicld=d by such readings always pertains to that we have called the noetic via affirmationis. The
resulting cognition will always be in terms of creatures, md is applicable to God or the mystical communion with Him only by analogy. The non-mystic's
potentiality for any higher mode of knowing has not yet been sctuglized, For the mystic, on the other hand, the reading or hearing of texts dealing with a
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who have had similiar mystical experiences to Juan's, the commentary on the Cdntico is pointless; it is
sufficient to read the figurative and symbolic language of the poetry. Those who have not had a similiar kind
of experience need the commentary to understand the poem.*

Pacho believes that to truly understand the poem, to have access to the "more.” one would
need to have an experience similiar to that of Juan, Access to the "abundant mystical understanding" is best
obtained through rational analysis for non-mystics. This seems to be the case for the bulk of humanity.™
The vast majority of humanity are outsiders that logk in upon an experience of God (contained in the poem})
which is not available to us, even through the artistic mediation of the poem. According to Pacho, the
experience is most available to us through an analysis of the commentary.

I have already stated how Pacho gives priority to the commentary because of its doctrinal
content. We once again see why this is so. Access to the doctrinal content leads to an understanding of the
poem and is simultaneously the door of entry to the mystical journey as Juan lived it. The only other way
to understand the poem is to have an experience similiar to Juan’s. Pacho himself sces little, if anything,
which can be understood from the poem directly unless one has had a mystical expericnce similiar to Juan's.

In this latter case the poem simply stirs up what is already "known,"

3.1.3.3 Literary Genre of the Poem and Commentary

In Chapter Five I examined the literary genre of the Cdntico in order to emphasize the
significance that the form of the Cdnfico plays in the mediation of the meaning. At that time [ briefly
included Eunlogio Pacho’s findings on the guestion of the literary genre of the poem and its implications for
mediation of meaning. How Pacho views literary genre is also significant for his understanding of the poetry-

prose relationship. I will therefore quickly review his position herc on literary genre including, this time,

preeminent communian with and experience of God can evoke and reactualize those very same expenences,” WILHELMSEN, Cognition und Communication,

122-3.

3 *Cuien no haya «tgustado el adobado vino de los viejos amadores», coma ¢l Santo, es intiul que intente vivir desde dentro lu expenencia mistica
vertida en la poesia lidea del Cdntico,” PACHO, Vértice, 124,

¥ *Miramos, pues, la vital experiencia desde fuera, llegamos a ella por proceso estrictamente racional.” PACHO, Yértice, 124,
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further details on his appreciation of the literary genre of the poem and the commentary.

Early in his discussion on the literary genre of the Cdntico, Pacho states what it means to
ultimately interpret the Cdntico of Juan de Ja Cruz: "To interpret the Cdntico espiritual means, in the end,
to understand the <¢authentic declaration® [the commentary] done by the Saint for the use of souls."*
Since interpretation of the Cdntico is ultimately an understanding of the commentary, Pacho goes on to say
that the determination of the literary genre of the Cdntico refers principally to the commentary, or to the poem
and the commentary when it is designated as a single work.”® For Pacho, then, the commentary occupies
centre-stage with respect to the question of the genre of the Cdntico and is also given exegetical priority.

However, even given this focus on the commentary, Pacho treats separately the literary genre
of the poem and the commentary. As I said previously in Chapter Five, Pacho seems to suggest that the
literary genre is not an essential part of a study on the Cdntico since genre research contributes little toward
our doctrinal understanding.®” This appreciation of genre helps, once again, clarify Pacho’s position

concerning the poetry-prose relationship and the role of each in understanding the Cdntico of Juan de la Cruz.

I will now briefly examine the genre of the poem and the commentary, each in tum, from Pacho’s perspective.

a) The literary genre of the poem.
As | specified in Chapter Five, Pacho describes the poem as an "égloga.” a style of poem
common in sixteenth-century Spain which contained some pastoral dialogue.®® But Pacho seems to indicate

later that this form is a mere covering for what is truly important, implying that the determination of the

» "Interpretar el Cdnlico espiritual significa, en witima instancia, entender esa «declaracitn auténticas hecha por el Santo para uso de los almas.”
PACHO, Vértice, 107, (cmphasis and translation mine)

* PACHO, Vértice, 107,

7 Pache's apparent lack of concem with literary genre is not du: to his lack of discussion of it in his work. Some ofhis publications deal specifically
with the literary genre of Juan as we have already secn in Chapter %ive. However, the point I made there is that one is left with the impression that Pacho
believes that the literary genre does not contribute specifically towards the central putpose of Juan de la Cruz: his doctrinal program. An exception in this
altitude of Pacho’s tay be found in the recent afticle "Lenguaje y Mensaje.” However, the same overriding sentiment is still present as will be shown in
the following discussion. For example Pacho suggests the literary genre was practically imposed, thus not giving it the value which a hermencutical approach
10 literary genre would give: “Entre las sbundantes posibilidades ofrecidas a fray Juan para comunicar su menaaje, la eleceién del género literario se ha visto
pricticamente impucsta en lay llamada obras mayores. S6lo en los escritos breves en prosa ha decidido con entera libertnd o autonamia, ... Juan de la Cruz
se ha puesto o escribir 4 ruegos de personas interesada en conocer lo que 3¢ encerraba en sus herméticns poesips” PACHO, "Lenguaje y mensaje,® 73.

% *E) Cdntico es un requichro amorose, una versién a lo divino de Jos amoers pastoriles morosamente descrilas en las mejores églogas o idilicos de la
ednd dorada de nuestras letras.® PACHO, Vértice, 90.
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literary genre of the poem is not so essential. The message is not conveyed within the literary form itscif, but
only somehow incidentally mediated through it.*

Pacho thus seems to suggest that one form or another for the poem, one literary genre or
another, would have made little difference with respect to the creative productivity taking place in Juan de Ia
Cruz’s poem. Pacho’s focus is on noetic content, not the poetic content or the specific form of the Cdntico.
Of primary importance is the existence of the Cdntico, whatever form it may have taken, Pacho docs not scem
to be genuinely concerned with the details of the literary genre of the poem even though he does consider this
in his own work. Pacho’s tendency is to see the form of art, literary art in this case, as not being essential
in an interpretation of the Cdnfico. Pacho suggests that more than one interpreter has exaggerated the artistic
form of the poem and, in so doing, has compromised its doctrinal value.*® The poem is described as a
"purely artistic creation” implying that it stands outside the real business of the Cdntico, that is, the business

of the doctrine which is contained in the commentary.*

b) The literary genre of the commentary.

Pacho’s determination of the literary genre of the commentary seems to produce two different
ways of describing it, depending on which criterion one uses to determine the literary genrc. In terms of
literary form Pacho describes the commentary in a general way as religioso-mistico,” With respect to the

purpose of the commentary, Pacho describes it as sustancialmente didéctico. Thesc two ways of treating the

® *Quiere deeir qua In forma literaria cs solamente extemns cobertura, §.os profanos amares de la églogn y del idilio s¢ tornan amores divinos.” PACHO,
Vénies, 91. "No debemos olvidar jamds que la unidad temética y la estructura literaria del pocma eatéin supeditodas a la situacién o actitud creadora del
poeta,” Ibid, $2.

“ *Mis de un intérprets ha desorbitodo su fisanomia artistica —amén de comprometer su valoracifn doctrinai— por olviar sistembticomente el
incontaminedo nocimienta del Cdntico como pura reacién artistica,” PACHO, Véice, 129. In Tbid,, 129 n. 2 Pacho cites some sunjuanist scholars who
have exaggerated the artistic merit of the Cdntico, Far example he cites Dom Chevalicr and Henri Sanson in this category.

4 1 suggest this is true even though Pacho himself says elsewhere: *El simbolo y la alegorizaci6n en la poesia sanjuanists no son invenciones retbricus
o simples rectsas artisticos; son medios comunicativos dircctos e inmediatos de In experiencia indecible, sunque escagidos de intento.” FACHO, Iniciacidn,
25, The emphasis keeps coming back to the real importance of the doctrine contained in the commentary.

% PACHO, Vértice, 108.
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literary genre of the commentary are dealt with together in his work.”

Pacho tells us that within the commentary we encounter formas complejas o_mixtas.*

These complex or mixed forms are the objective-descriptive form and the subjective-expository form.*
However, within these two categories the determination of the literary genre of the commentary is described
with primary reference to the first, that is, the objectivo-descriptiva elements of the spiritual life, and only
secondarily with respect to the subjectivo-expositiva elements which are more autobiographical,*®
Becausethe prose commentary presents the abstractanalysis of the poem in combipation with
the persenal experience of its author, Pacho suggests that the commentary does not respond to a single
category of classification, but overall the genre of the commentary can be described as "didactic.""

In the final analysis, therefore, Pacho describes the literary genre of the Cantico as a

declaracion or commentario since the intention of the author is to teach about the spiritual life.*® Pacho states

that Juan’s intention is to give useful information through the commentary for the spiritnal development of

the reader.”® We thus conclude, according to Pacho, that the literary form of the commentary is religiosa-

2 «gun Juon de 1a Cruz reduce sus escritos a dos métodos de expasicidn o dos géneros literaries: el tratado v la declaracién o comentario.” PACHO,
Vértice, 109, The tratado is a commentary *libre de Jas trabas impuestas por los verses,” while the comentarig serves to "dar alguna luz en general” to the
stanzas of the poem, CB Prologo 2, (Rod,, 572). The method of the tratado leaves Juan free to include comments on many themes not directly associated
with the poem (such as those on prayer or spiritual direction), while the commentaria keeps Juan cleser to the presentation of the actual stanzas,

“ PACHO, Vértice, 108. In describing Juan's work Pacho says: *Su talante ¥ su talento logran adpptaciones singularisimas en bisqueds de formas
expresivas eficaces, De ahi que los géneros senjuanistas resulten extrafios, excepcionales, hibridos y casi inclasificables.” PACHO, *Lenguaje y mensaje,”
55, Pacho's emphasis on the uniqueness of Juan's literary style seems a little exaggerated.

4 »ge entrecruzan en 6i [the commentary], con altemno predominia, la forma objectiva y la subjetiva, o, si s¢ prefiere Ja moderna terminologiia, la
cotegorin estética objetive-descriptiva y subjectivo-expositiva,” PACHO, Vértice, 108.

4 sprevalece en general la forma expositiva, pero no en su pura dimensién objectiva, perque carren parejos c! anélisis abstracto del tema y la naracion
de la personal experiencia del autar. La expasicitn doctrinal se conteapuntea constantemente con la vida conereta del Santa, con su mado personal de ver
y sentir la doctring que esti desentrafiondo.” PACHO, Vértice, 108-109.

41 sge amrecruzan ¥ combinan en é] diversas formas literarias menores con mayor @ menor predominic eatre s, pero siempre dentra del género
didéctica.” PACHO, Vénice, 107. "El intento del Santo es claro: dar una breve explicacién en forma de comentario o declaracién de las canciones
anteriormente compuestas. Establece primero en el Cdntice un médulo literario que mantiene luego ¢n los escritos posteriores. .. Tada ellos los presenta
al lector como parifrasis, comentarios o declaraciones de sus versas, cuajodos de doctring espiritual” Ibid,, 111,

" pACHO, Vértice, 109. Alejo Venegas deseribes what & "decluracion® meant in the literary terms of sixteenth century Spain: *Declaracién s una
desenvoltura de la cosa encogida; quiero deeir, que osi como o cosn envielta no se conoce hasta que se descoge, asi ¢l libro por claro que sea se dice que
exth encogido,” quoted in Thid,, 125 n. 87.

# «Ng sa teata de comentario literario, sino doctrinal-espiritual. Seria un contrasentido eseribirle sin la persuasisn de que consigue comunicar realidades
y vanocimientos de utilidnd para los demds,” PACHO, “Noemitica ¢ interpretacion,” 354,
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mistico and sustancialmente diddctico.”® When Pacho attributes to Juan the central role of maestro in the

form of this declaracion he says that the intention of Juan is clear, art and literary technique are subordinated
to his didactic purposes.”

Pacho thus seems to infer that Juan does not teach through art: the role of poet needs to be
replaced by that of theologian for didactic purposes. We once again see Pacho’s focus on the extraction of
the doctrinal principles which describe the spiritual joumey in the commentary rather than the artistic content

in the poem.

3.1.3.4 Priority Given to the Author’s Intention

For Pacho the poetry-prose relationship, as signalled by Juan himself, is absolutely essential
in any interpretation of the Cdntico.”* Central to all of Pacho’s claves interpretativas is his understanding
of Juan de Ia Cruz’s intentionality; "The primary intention of brother Juan is to endeavorto teach the spiritual
itinerary that culminates in union with the Divine, To tiis intention everything clse is subordinated and
ordered."*?

A knowledge of this pedagogical intention of the author is essential to the interpretation of
the Cdntico, according to Pacho. The pedagogical intention of Juan determines how the poetry-prosc

relationship can be described. However, I have already examined in Chapter Six Juan’s approach to his own

¥ *Estamos, pucs, ante un género literario peculiar bien definido; género que se pralonga sin interrupcion por toda [ obra. Tienc us ofinidades con
el de la Noche y la Llama, pero no puede confundirse con el de esos escritos, En la suma sutjuanista el comentario ¢s prapio y privative del Cdntlco
espiritual, o, usando su misma terminologia, ln'declaracién’ escueta, Podemos considerarlo contentario literal en cuanto explica todos los versos del poeman
y sc cifie siempre a la interpretacion directa de los vecablos, aun en los casos en que mds s extiende en |a justificacién teolégica, ... Lu aplicacién doctrinal
se basa casi siempre en la declaracién semintica de ins patabras empleadns en la poesia, ¢osa que no sucede en la mizma medida ni en lu Noche ni ¢n ln
Llama." PACHO, Vértice, 114,

§! "El commentario hecho para nosotros no Heva intencién literarin sine doctrinal, La octitud del autor es la del maestro que chacfia, no Iu del urtists
que cred, 4, si se prefiere, al artista que crea succde el maestzo que adoctrinn. ... El Cdntics, obra sestancialmente didictico, cas en les dominios del ane
en cuanto realiza su fin pragmatico en formas de exquisita belleza,” PACHO, Virtice, 108, *La intencién del autor es clara. No pretende admirar con
creaciones antisticas, sino ensefiar el camino del espiritu a las almas necesitades de luz y guia. Fin ¥ elementos literarios estin subordipados cn cl Cdnilcn
a la intencién diddctica del maestre que suplanta al poetn. Ibid,, 107.

# *Quiere decirse que la comprensiér literaria y poética de Jos versos no puede prescindir absolutamente de o conexiones sefclodes por el outer entre
poem ¥ comentario.* PACHO, *Noemitica ¢ interpretacién,” 338,

$1 *La intencién primordial de fray Juan persigue la enseflanza del itineraro expiritual que culming en la union divina, A ese «tiniznlos subordina
y ordena todo lo deméis.” PACHO, "Lenguaje y mensaje,” 62, (translation mine) Pacho writes a little later thet it is *féciles de espigar, se deduce que fruy
Juan no persigue en su prosa el arte por el arte. Su finalidad no ex estilistica ni literaria, sino espiritual. ... Busca la clegancia y la puleritud sin sucrificar
par ello In efieacin pedagdgica, que es norte y guin supremo de sa pluma* Thid., 64. See also Ibid,, 55, 58, 59, 61, and 63 where this same basic idea i3
underlined.
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commentary.**
Several elements are werth noting again in Juan's description of the commentary:

i. Juan himself admits he cannot explain the verses of the poem adequately in the
commentary.

ii. Juan indicates that he will "shed some general light on them,” which scems to
be a better approach.

iii. This approach is seen as better, since, each person may benefit from them
according to the mode and capacity of one’s own spirit.

iv. Not to follow this general approach, Juan says, would narrow the stanzas
down to a meaning unadaptable to the variety of persons that would read them.

v. Therefore, Juan does not bind us to the "explanation” he gives. Mystical
wisdom, he says, need not be understood distinctly and clearly.

vi. Mystical wisdom is a way of loving God without necessarily understanding
God.

Within Juan’s description of his own commentary, Pacho has tended to focus on the
pedagogical interest of Juan. Pacho's focus is on the message Juan intended to bring to the reader, that is,
the "explanation” of the stanzas.** In second place is the linguistic and artistic accomplishment of Jvuan, In
no place does Pacho mention the ontological import of the poem. Pacho thus separates the "message” (in the
commentary) from the linguistic and artistic "doings" (of the poem).*

The commentary is intended to bring a message, to transmit and communicate, to educate,”’

3 See the Conclusion of Chapter Six.

4 Pacho does relativize this focus on the pedagogical intentionality of Juan: *Sitaar sdecuadamente propdsitas y actitudes obliga a reconacer la primacia
de lo magisterial o pedagégico; pero 26lo la primacia, no la exclusividad.” PACHO, "Lenguaje y mensaje,” 62.

% *1 1 finalidud-motivacion pedogégica de la prosa (incluides los escritos breves) es 1naniffesta. No serian necesarias las declaraciones prologales para
descubnirlo. Si acaso, para identificar ¢l dmbito y el campo de «ctuacién.

Esto quicte decir que, en los escritos en prosa, los signoes expresivos son ante todo medios ¢ instrumentos del mensaje. Sélo ¢n segupdo plane tienen funcion
de signos linglisticos y artisticos. Se han seteccionnda en virtud de su eficacin comunicativa y educative., En esos escritos e} esfuerzo es més de transmisién
y comunicacién que de ereutividad.

Muy diferente es el caso de lus poesios. En ellas lo pricritario es la creacién. Lo fundamental y esencial es el signo artistico, no ¢l medio ¢ instrumento
pedagbgico. ... El mensaje es casi elusivo, no Heva referencios extrafias del autar, por lo menes en la mayoria de la poesias, A difererria de la prosa, no
recluma destinntarios concretos, En este sentido, la poesn es virgen, libre y excnta, segin sucle decirse para excluir la susencin de intencionalidad
pedagbgica” PACHO, "Lenguaje y mensaje,’ 58.55.

37 Pacha does recognize the breadth and poasibility with which Juan indicates his poems may be interpreted, thet is *segdn su modo y eoudal de espiritu.”
“This is indicated in his discussion on this question in PACHO, "Noemdtica ¢ interpretacién,” 344, However, cven given this evidence Pacho’s major focus
is still en Juan's "expianation” as being the explanation for the >2sm.
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The poem is seen to operate on the creative plane, where no pedagogical dynamic takes place, that is, there
is no "message" to be interpreted at this level. Pacho describes the poem as el signo artistico, and nos as a
medio o instrumento pedagogico. For Pacho this distinction of the status of the poem in relationship to the
commentary is foundational for his exegesis.*®

What is interesting to recall, however, is that the sequence of the stanzas of both C.d and CB
presented difficulties to Juan when he went to outline the classical spiritual itinerary.* Thus, cven given
Juan’s own intentionality, the question whether he in fact did what he intended to do is open for assessment,
Pacho himself tells us of Juan’s struggle in intending to do what he had originally wanted.*® In Chapter Four
I examined the frecdom of a text from the intentionality of the author. Pacho’s priority of intentionality with
respect to the interpretation of Juan de la Cruz can be called into question in this context. Ironically, Pacho
centres his exegeticalprinciples on Juan’s intentionality and simultaneously on the failure of that intentionality.
This issue is particularly significant for the commentary on Cdnfico A. Juan was not able to casily describe
the threefold classical spiritual journey based on Cdntico 4. It was this "failure” to which Juan’s redaction
of C4 into CB is attributed.

Cadntico B came into being because of the struggle Juan faced in making a commentary on
Céntico A. Céntico A would not fit into the classical spiritual itincrary. The fact that Jnan de fa Cruz did
redact Céntico A into Céntico B, gives some strength to the pedagogical priority of Cdntico B. The structure
of Cdntizo B accommodated the transitions associated with the traditional classicalitinerary which are reflected
by Juan in his commentary, However, at the same time, the need to redact Céntico A to fit that itincrary

St *] a historia nos docttmenta can plena garantia que la iltima razén de la obra es [a de instruir espintualmente a los elmas confiadny 4 la direccién de
fray Juan de la Cruz" PACHO, Vértice, 107,

% *En [a zona mds profunda de su espirite se enciende [n Jucha entre la cxpresién despersonalizada del wratado sistemitico ¥ la elevacién de la propia
experiencin a cotegoria de doetring, universalmente valedera, mediante cf comentaria verso a versa de las principoles poesias. En lusolucién concreta influyen
tan poderosamente las preferencias del Santo comio las imposiciones extemas del amnbiente.” PACHQ, Vértice, 112, Elsewhere Pacho says: "Cuando gvanizan
en Is declaracién y se da cuenta de que o pesar del relativo orden cronalégico-doctrinal que llevan los versos na concucrdan plenamente con ¢l plan tedrice
que ¢l tiene concebido de la vida espiritual trata de armeonizar ambos esquentas, pero sin subyugar el primero al segundo, de forma que altere el ordenumicento
de] poema ¥ la fisonomia del comentario.” Ibid,, 114,

@ rgirviéndose de sus conocimientos adquiridos, como de espejo retrovisor, ¢l Santo Doctor comprucha lus deaviaciones, las vuellas y revueltay del
trazado poético ¥ se pone a la brega de corregirio sin cambiar el orden c2trafico, sin deformarlo materialmente. Al términe de 1z jornadu s¢ da cuenta de
que su intento ha resultade en part faillide. Sec decide entonces por el dhico procedimiento vilide o su propdaite: cambior la disposictén de la estrofus
déndolas sira ardenacién y disponiéndalas segiin el esquema parte fraguado mentalmente por el tebloge. Entonces sique scpuede decir que el poema describe
con fidelidad la senda de la perfeccitn siguiendo las etapas establecidns por los maeatros de teclogla espiritual; pero cuande 3¢ adopla exw solucién noce
el Cdntico B. es decir, la segunda redaccién de 1o obra,® PACHO, “La Clave excgetica del 'Clntico espiritual,” 326. {emphasis mine)
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suggests something else was going on in Cantico 4. What is this "something?" The findings of Chapter Five
point to a different world-of-the-text in both CA and CB. Juan’s own struggle in writing a commentary,
especially on C4, may also point to the difference in the metaphorical reference which these two Canticos
construct. Again, a structural analysis, yet to be done, would help clarify these questions. That could be the
work of another study on Juan’s Cdntico. For now, let us summarize the relationship of the poem and the

commentary as envisioned by Eulogio Pacho and outlined in the above discussions.

3.1.4 Conclusion: The Poetry-Prose Relationship
3.1.4.1 Essential Unitv of the Poem and the Commentary

Pacho’s exegetical approach to any study of the Cdntico liesin an appreciation of the integral
relationship between the poem and the commentary on the poem. Commenting on the different exegetical
approaches to the Céntico, he says that the point of convergence of all of them is the radical connection
between the poem and the commentary.®

Essentially, Pacho views the poem and the commentary as an inseparable unit. He does
admit, however, that the possibility exists of studying the poem and its commentary independently when one
is examining Cdntico 4. From an artistic and literal perspective the relative autonomy of Cdntico A with
respect to its commentary is acknowledged, becauseof the problems Juan experiencedin fitting Cdntico 4 into
the threcfold spiritual way.® The interpretive unity of Céntico B with its commentary is safeguarded.”

In both cases Pacho suggests that the commentaries do not stand in any way on their own. Since they both

¢! “punto de convergencia desde los diferentes enfoques es el de Ja conexidn radical entre poema y comentaric en prasa® PACHO, *Noemitica y
interpretacion,” 337,

8 I o Jater work Pacho appears 1o nuanee this stanee, In discussing the intentionality of the author he says: *Los pormas son perfectzmente sutbnomos,
con o sin comentarios explicatives.” PACHO, “Lenguaje y mensnje,” 59, In this context he does not differentiate batwesn the peem of Cdntico 4 or B.
Hawever, given his doctrinat interest in the reordering of Céntico A into Cdntico B, Pacho's emphasis on the wtietic putonomy of Cdntico A just does not
seem to hold for Cdniico B.

© 1 4 relativa outanomia del poema ha de referirse on exclusiva a s primera redaccin, a lo composicién genving o auténtica (la de 39 estrofns), no
a la segunda (la de 40 eswrofas),” PACHO, “Lenpuaje y mensaje,* 59.
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originate from their poems, their absolute dependence on their respective poems is clearly indicated.™

The reason for the different relationship between Cantico 4 and its commentary and Céntico
B and its commentary comes from Pacho’s appreciation of the relative doctrinal value of each of the two
poems. Cdntico 4 is a result of the original poetic outburst of Juan, according to Pacho. It reflects
spontaneously his lived experience as expressed through art. Cénrico B. bomn frem the restructuration of
Cantico A as well as the additien of stanza 11, became a poem designed to reflect the doctringl progression
of the spiritual journey based on the threefold classical division of the purgative, illun:inative and unitive ways
to God.*

Despite this redaction, as has already been stated in Pacho’s clave exegatica, Pacho affirms
that the two works do not deal with two divergent journeys but rather speak of two parallel itineraries which
eventually arrive at the same spot.*® However, the journey to "the spot” differs in cach case. The medicval
spiritual progression of the purgative, illuminative, and unitive ways (Cdntico B} Pacho describes as direct and
in a straight line, while the trajectory of the paem of Céntico A is tortuous and zigzags.

The relationship of Cdntico 4 and its commentary could thus be described as "poetic-
doctrinal," while Céntico B and its commentary would reflect a "doctrinal-doctrinal” relationship. Pacho
describes the shift from a predominantly artistic arrangement of Cdntico 4, to a more doctrinal ene in Céntico

B, as alegitimate sacrifice of art for science, and criticizes those authors who would diminish the overall value

& "Los escritos en prosa (fuera de los breves) carecen de personalidad al margen de [a poesia. Subsisten gracias a clla. ... La vinculacién de la prosa
a la poesia atzfie por igual al [enguaje y al mensaje.” PACHO, *Lenguaje y mensaje, 59. And elsewhere Pacho says: “Es icgltimo, sin duda, el estudio
analitico de cada una de las partes y de cada uno de los elementos. La sintesis comprensiva ro puede prescindir de ningune de 2llos.” PACHO, *Noemitica
¥ interpretacidn,” 337,

¥ *Como es sabido, la tradicién cspiritual, fundada en textes patristicos, particularmente en ¢l Pseudo-Dionisio Areopugits, distingue tres estudios en
la via cepiritual: principiantes, proficientes o oprovechados y perfratos. A partir de Ja Edad Media prevalece la terminologia comelativa de las llamuadas viu
purgativa, iluminativa y unitive, aclimatadas y divulgadas por la famasa Theologia mystica (hacia el zfio 1250), atribuida modemumente a Hugo de Bulma.”
PACHO, Vértice, 147 n. 7. Pacho says Juan fits his writings into this classical spiritual itinerary. Ibid., 176. Pacho shows how we would have to rearder
the stanzas of Cdnrico A in order to give a true dectrinal schema which reflects the class:cal threefold way. Ibid., 183,

¢ PACHO, Vértice, 129. As previously mentioned (refer *o page 262) this iden is also expressed word for word in his 1958 unticle: PACHO, *Lu Cluve
Exegetica del 'Céntico espiritual’,” 311, Pacho continues saying that this understanding of the Cdntico is the enly surc base to explun the iregulantics which
surface in the first Cdntico. "Sin este presupuesto juzgemos comprometida radicalmente cualquier interpretacion doctrinal de laobra, No exisne otra base
segura para explicar satisfactorianmente las iregularidades que sorprendemos o cada paso en el primer Cdntico; esas apurentes contradiceiones que dificultan
su comprensién global.® [bid., 311,
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of Cdntico B due to its restructuration based on the doctrinal itinerary.*’

Pacho supports his negative criticism of those scholars who would give priority to Cantico
A, since Cdntico B is the fullest expression of where things were moving in Cédnzico A, that is, an acenmte
description of the itinerary of the spiritual life. Therefore Cdntico 8 brings Juan's overall project to its
ultimate completion. He thus infers that the real agenda all along was a doctrinal description of progression
in the spiritual life, and this is more easily outlined from the commentary based on Céintico 8.

Pacho thus establishes the dectrinal content, or as he refers to it, the "scientific" explanation
of the Cantico, as occupying excgetical priority, and in so doing establishes the preeminenceof Cantico B for
the study of the Cantice of Juaw ‘e la Cruz. Criteria for understanding the Cantico arc thus focused on criteria
which establish clarity for the possibility of objective discourse concerning the doctrinal elements ol the
Cdntico, The essential link of the poem to its commentary, whether it be Cd or CB, is thus the mutual
reflection of their doctrinal content. Cantico A is given poetic primacy, while Cdntico B is given preeminence

in the doctrinal sphere.

3.1.4.2 Essential Disunity of the Poem and the Commentary

In Pacho’s thought the various oral and literary forms which Juan used to write about his
experience of being-in-the-world are seen as increasingly distancing the reader from Juan’s mystical
experience. Pacho seems to posit an experience that is "pure,” i.c., with no admixture of language. The
language then, is a lessening, a loss of the original "pure" experience. However, in Ricocur's theory ol
mimesis, as we have examined in Chapter Two, it is language that gives the experience. Poctic discourse. in
the sense of poigsis, both discovers and creates new experiences, experiences of “new things.”

Pacho suggests the opposite. He indicates that the poetry in itself is a degradation of Juan’s

" *E5 incomprensible esa manfa de eminentes criticos que sigten contra |a segunda reduccién del Cdnrico por su inferioridad literaria. La postura del
Santo al redactor por segunda vez la obra, es la misma que sorprendemas al extender el primer comentarso; es la actitud del que zucnificy el arte par la ciencia,
solo que en el segundo Cdntico Heva los casas hasta sus ultinas consecuencias.” PACHO, Vértice, 108,
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mystical experience.®® The commentary is seen as a further step away from the primordial mystical
moment.” The progression of events which lead to the poem and the commentary could therefore be
described as follows: Juan is first living a sustained and intense relationship with God;™ then comes an
expression of this enduring experience through the poem (art); this is followed by the commentary on the
pocm (essentially doctring). Pacho sees each subscquent expression of Juan's mystical experienceas less than
the previous expression. However, as we arrive at the commentary our access to Juan’s experience s greater
due to the increased conceptualization of that experience.” There is an increase in understanding with the
commentary, since, as Pacho says, the figurative and symbelic world of Juan is nearly impossible to
penctrate,™

Ironically, with respect to the mystical experience, even though this literary movement
betrays a desadacién, Pacho suggests that we, as readers, have greater access to an undersianding of the
mystical experience through the actual regression of the various interpretive and literary moments. The

possibility of understanding the Cantico increases from the reader’s perspective due to the increased

“ *La poesén es en si misma una degradacidn respecto al fendmena mistico; el comentario impiica a su vez otra degradacidn de lo poético, resultanda
usi ci poatrer grade de regresién o separacién del <amoroso lance.” PACHO, Vértice, 123, This comment seems to be in tension with what he says
elsewhere: *Cuando sc decide a explicar su experiencia inicial y poetizada pone a servicio de la comunicacidn--por tanto, del comentario--ta riqueza
acumulada posteriormente por vin de mistica ¥ de ciencin. El resultado final acumule, por convergencia, ciencia y expericncia. Ofrece una condensacién,
sin duda, superior a ln referencia inicial de! poema® PACHO, “Noemdtica ¢ interpretacion,” 361.

# *Intepta en ellos [the commentaries] una sintesi 16gica, conforme o la concepeién téorica que tiene mentalmente estructurada, ¥ que es, en parte,
independiente de ln experiencia mistica cantada en los poemas, PACHO, Veértice, 111,

™ Pacho describes the unfolding of Juan's exp ~ience in these terms: “La manifestacidn, siempre precaria y limitada, tiende a realizarss de manera
impulsiva y en forma refl=xiva. La primera adopta de inmediata el ropaje simbélico o figuratico: la segunda, el descriptivo o explicative. La primera es,
ante todo, comunicacién en clave vital; la segunda, comunicacian en clave conecptual o dectrinal. La rrimera se vuelve poesia; la segunds, teologia. En
ef caso del Cdntico, la primera se corespende con el poema; la segunda, con ¢! comentario en prosa.” PACHO, "Nocmitica e interpretacidn,® 342. Pacho
says the above are unequivocat affirmations drawn from the Prologa 1-3 of the Cdntico.

™ This may be true with the possibility of conceptualizing and objeetifying the experience, but is it trus with respect to "understanding” {in Ricoeur’s
sense) one's own initial mystical or religious experience? Perhops further expressions of experieuce, even tiough poorer conceptually, may bring a fuller
~understanding” of the experienee, that is, move the individun! closer to "self-understanding.”

™ *Pese a la nmediotez, frescurn y plosticidad de ta manifestacion figurative-simbélica, su menszje resulta o puede resubtar difuso, impreciso y hasta
mncomprensible. Corre el peligro de quedarse en pura exteriorizacion sin recepeién ni percepeion olguna, La enorme virtualidad de su capacidad de
connatacién puede inducir, en sentido contrario, a diluir y difuminar tanto su contenido que acoge hasta sentidos contradictorios.” PACHO, *Nuemitica ¢
interpretacin,” 343. "La verificacion natural de que sélo a través de conceptos precises y coneretos es posible la comprensién y la enunciadion dela renlidad
explica que ¢l mistico sienta también impulso a manifestar su experiencia o través de categorins mentales y enunciadas conccptuales. Es el paso de la
connotacibn figurada a la expresién denotativa. Tiene conciencia de un achicamiento de su experiencia, pero ala vez persuasién de una clarificacién de cara
a Jos demids. Pasa de poesin a la teologia, de la mistica poetizada a la mistica teologizada” Ibid, 3d4.
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conceptualization of the experience which comes with the commentary.™ What becomes increasingly
available to the reader through the deeradacidnes, thercfore, is the doctrinal content of the myvstical
experience.” The above statement again emphasizes Pacho's focus on the doctrinal content of the Céntico
as the main focus of "understanding" the Céntico. This is true whether we are discussing Cidntico A or

Céantico B and their respective commentaries.

The meaning of the Cdnrico is available through understanding its dectrinal content as
reflected in the commentary. Since, for Pacho, we have no doctrinal understanding of the poem without the
commentary, we have no point of access to understand the poem more immediately. [n other words, if the
reader has no point of access to the doctrinal content, Pacho scems to be suggesting that there is no
understanding of the poem that takes place. Pacho gives primacy to the originial experience, but this
experience is best understood in the doctrine. For him the doctriac is the best articulation of the expericnce.

Pacho is therefore suggesting that there is a basic disunity that exists between the poem and
its commentary. This disunity focuses on the task of locating what is to be understoed. For Pacho, what is
to be understood is the doctrine, The commentary thus provides the reader with all that can be understood
in the Cdntico. Our inability to understand the poem is rectified only through the doctrinal commentary.”
The disunity of the poem and the commentary is also suggested by the way Pacho perceives the concept of
understanding.

The commentary, he says, presents the individual with a more “"natural" way of

™ =8 para el propiz autor la poesta supera con cteees al comentario, para nosotros el poema, sin la declaracidn, apenas significa nada desde el punto
de vista deiringl.” PACHO, Véntice, 120. A similar position is expressed by Elizabeth Wilhelmsen: “The deepest limitation of the poetry ia that it is auch
a remote and improper incamation of the reality represented. It could not be otherwise, given that it depends upon imagesy and the mutcrial phuntusms,
whereas the reality symbolized is wholly spititual, 1fthe function of the poetry is lo reproduce the experience in the reader, which it can anly da in n distant
and remote way, that of the prose is to disclose some of the intelligibility of said mystical encounter. The pros= sserifices the positive qualitics of the poeiry
for the sake of yielding an inteflectual p2osp of the symbolized reality: of what it is and how it ¢an be; of how it s ta be sought; of how it is raltonul and
in harmony with reality as we know it. The prose altows us to understand the mysticaf oct itself, although in an ubstract, portial and limited tunficr, whereas
the far more concrete experience which the poetry engenders is only a remote echo of that mystical act. Al the necessary price of losing the zense of
concretion, proximity and sensible beauty, the prose gains in that other beauty which is the splendor and radionce of truth.” WILHELMSEN, Cognitian and
Communication, 142, Fot ¥ilhelmaen Juan's poetry zppears 16 have been relegated to the mere expression of "beauty,” while the prose commentary contuins
*truth.”

™ PBut the questiont they surface: Is thus a?f that is to be understood from the Cantice? Or is it even the central “message” of the Cdntics?

 *f 3 doctrina del Cdntico no es otra que [n resellada en los versos, perio tal como [r desentrofia la perffrasis en prosa’ PACHO, Vértice, 132, Nole
that Pacho dors suggest that the doctrine is somehow present in the poem although he also curiously says that Cdniico 4 was not composed with the dectringl
commentary in mind. See PACHO, "La Clave exegetica del ‘Céntico espiritual,* 327; Ibid., "Lengunje y mensaje,” 69 . 23; ond Tbid,, Vértice, 97.107;
128-132. Despite this affirmation Pache indicates the radical and primary access to the meaning of the Céntico is threugh its commentary.
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understanding.”® To "know" what the Cdntico means is to be able to rationally objectify the doctrinal content
of the poem as it is expresscd through the commentary on it.” Again this is true whether we are talking
about Cdntico A or Cantico B. Pacho suggests that from this side of human experience we penetrate rational
discourse better than wr penetrate poetic discourse.™

Poetic understanding is given second place to the ability to objectify and make explicit in
conceptual language the content of the Céntico.” Explication of concepts provides us with the meaning of

the Céntico. The real treasure is the doctrinal content in the commentary as it describes the spiritual

pilgrimage.®® The two basic elements of the tesoro doctrinal which Pacho sees as central in an interpretation
of any section of the commentary are the description of which state the soul is in at any particular moment
and the doctrine which can be formulated from this state.”

In conclusion, then, Pacho suggests that the poem contains many intuiciones plasticas
profundas (profound expressive intuitions) which are not accessible to the reader. What is accessible, a traves

de largos v complicados razonamientos (through lengthy and complicated rationalizations), is the doctrinal

7 »Anarte los mil pormenares carentes de consistencia mental en ¢l momento de la creacién poética, y que luege se van acumulando a Lo largo del
comentario, son estas disquisiciones doctrinales las que alargan ¢f contenido doctrinal de la pardfrasis respecto al pacma y le hacen mar asequible a nuestro
modo natural de comprender.” PACHO, Véntice. 120, (emphasis mine} This is irue for Pacho ot the level of "understanding.” However, Pacho does affirm
that at the [evel of expression pactic-symbalic language is the most comnatural way for the human person to bring experience to expression. "Sise tiene
en cuenta la condicién inefable de lo mistico no resulta extrafio que un artista come Juan de la Cruz se refugic en la poesia al momento de tradueir su emocién
y su sentimicnte; lo que & llama 'noticia amorosa’. Lo figurativo y simbélico es lo més connatural a la experiencia profunda, lo mismo que para la capacidad
creadorn del poeta.” PACHO, *Lenguaje y mensaje,” 71. Pacho seems 10 suggest there is arichness of expression, but a paverty of understanding, because
\he doctrinal content is not sccessible through the postic medium. Conceptual expressicn of the poetic experience is the pathwasy to "natugal® understanding.
See also PACHO, Vértice, 68 which affirms this idea,

1 %] 4 idea central def pensamicnto sanjuanists gira cn tormo a los «<hibitos de ciencia®, e3 decin, ala capacidad radical y los conocimientos ndquiridos
con el estudio, la reflexidn, el progresiva enriquecimiento. De tode eso no hay evaporacién ni disminucién con el advenimicato de la experiencia mistica,
incluso lo mas clevadn” PACHO, "Noemética ¢ interpretacion,” 359, "La intencién pedagdgica y fa atadura material a les versos han producido ciesto
alegarismo e incontables < ocomodaciones > espirituales, Frente aesc dato marginal y secundarie seofrece la interpretacion auténtica, la comunicacién vilida
y In cnunciocin teolégica de la experiencia mistica.” Thid., 362,

™ <[jesde esta ladera hurmana penetramos mejor ¢l discurse razonoder, el minuciose andlisis del comentarista, que los sublimes dislates del poeta. Nos
acercamos mas o |a sabrosa inteligencia interior a través de largos y complicados razonamientos que par medie de las intuiciones plasticas profundas del
paeta.” PACHO, Vertice, 125,

™ This stalement scems to be in opposition o what he says later concerning the ability to understand the poem if one has had mystical experiences
similiar 1o that of the author of the Céntico, In this case, *intuitien,” I assume, would play a major role in understanding, Sce PACHO, Vértice, 124,

® spfsctivamente, per mas que los comenteries cn prosa produzean, al contacto con la poesin, una vaga sensacién de enfrinmients, es innegable que
sin ellos se nos esfuma el tesoro doctrinal.” PACHO, Virtics, 125,

1 *na casa es ¢l estado del alng, descrito en cada cancion, y oria, muy distinta, €l contendido doctrinal de su declaracién respectiva. Son postulados
bdsicos para lo interpretacién de In obra.” PACHO, Vértice, 116,
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content of the Céntico as expressed in the commentary.™ What we are led to belicve, therefore, is that there
exists a disunity of the poem and commentary due to two central factors: 1) the content of what is to be
understood, and ii} the capability of the human person to understand this content. This disunity seems to
surface from Pacho’s assignment to Juan de la Cruz of two central roles. that of poet and that of theologian.
According to Pacho, therefore, the poem is in relationship to the commentary as the basic
symbolic art form whose noetic content is conceptualized in the commentary. The noetic content of the
commentary, in turn, helps the reader enter into the symbelic meaning of the poem, through the concepts
explicated in the commentary. This interplay between the poem and the commentary is basically supported
by Ricoeur. However, for Pacho, the commentary appears to be a "remedy" for the enigmas of the poem,
The understanding of Juan’s Centico takes place through a synergetic play between the two literay forms, but
for Pacho the meaning of the Cdntico is limited to an understanding of the progression of the classical spiritual
itinerary: the purgative, illuminitive, and unitive ways to God as it is clarified in the commentary. The
Cadntico is reproduced, albeit in different language, through the conceptualizaiion of the commentary.
Conceivably, due to the upward movement that constitutes the formation of the concept, and
the wearing down of the metaphor through substitution, the commentary replaces the poem as the primary
point of reference in understanding the Cdntico. It is this latter position which is challenged by Ricoeur's

theory of the radical discontinuity of discourse to which we now turn.

3.2 Poetic and Speculative Discourse: Paul Ricoeur

What I want to investigate here is Ricoeur’s thinking about the relationship between poetic
discourse and speculative discourse. An investigation of the relationship between these two types of discourse
will cast light on the relationship of Juan’s poem (poctic discourse) to the commentary (speculative discourse)
as well as the implications of that relationship in a hermeneutical interpretation of the Cédntico.

Briefly stated, Ricoeur develops the position that conceptual thought does not reproduce the

T Elisabeth Wilhelmsen appears 10 supporta similiar perspective when she says: “The numerous enigmatic paradoxes which appear in the Sanjusnist
Iyrics are resolved in the prosc into propositions devoid of contradictory elements,” WILHELMSEN, Cogniton and Communication, 138,
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semantic functioning of poetic discourse, that is, poctic discourse and speculative discourse are two radically
different forms of discourse.* Only by safeguarding this principle, Ricoeur acknowledges, do we make
metaphoricity possible. Speculative discourse is based within a single referential field, that is, it draws from
the conceptual field of discourse. Metaphorical discourse, on the other hand, works in two distinct referential
ficlds simuitaneously, within the conceptual field (a known field of reference), as well as within the field of
non-ostensive reference (the field which opens up new meaning). However, it is to be noted that this radical
difference between poctic and speculative discourse does not, as we will see, exclude the "interanimation
between modes of discourse" required for interpretation.® Let us now pursue further details of Ricoeur’s
thesis concerning the discontinuity of poetic and speculative discourse.

Ricoeur begins his study by examining three counter-examples which, potentially, could be
used to refute his own thesis. The formidable opposition to his thesis which each of these counter-examples
presents and the detailed anlaysis he uses to refute them, bring home the fact that Ricoeur’s own position is
not as obvious as it may initially look. It is not my intention to follow the labyrinth which Ricoeur constructs
in his analysis of each of these counter-examples. 1 will present only, and very briefly, each of these three
counter-examplesto put us in a position to appreciate the gains from Ricoeur’s analysis which are summarized
at the end. I will then be in a position to bring these gains into dialogue with Pacho’s position which I
summarized above.

Ricoeur first goes to Aristotle’s Categories and Metaphysics (books I',E,Z, and A) which
explore the points of greatest divergenceand greatest convergence between philosophy (speculative discourse)
and poetry.*® Aristotle discovered a bridge between these two in the concept of ousia, "being which is shared

somechow by all that exists."® Aristotle then applies this concept to discourse: we can talk about things that

O At the beginning of this study Ricoeur states: "Taking the notion of discursiveness as such as cur theme, I should like to plead for a relative pluralism
of forms and levels of discourse. Without going s for as the notion, suggested by Wittgenstein, of a radical heterogeneity of language games .. it is
impoertant to recognize in principle the discontinuity that assures the outonomy of speculative discourse.” RICOEUR, Rule of Metaphor, 257-8.

¥ RICOEUR, Rule of Metaphay, 258,
" RICOLCUR, Rule of Metaphor, 260.

% DORNISCH, Faith and Philosophy, 311,



282

we do know, and by extension attribute this knowledge to things which we do not know.® Ricocur then
reviews the conclusion at which Aristotle eventually arrives: "being is said in several ways.” Aristotle thus
testifies that there is an ordered diversity of the categories of being, This leads Aristotle to formulate the
doctrine of the "analogical unity of the multiple meanings of being."™ However, docs this discovery imply
the generic unity of being and thus the "simple dispersion of its meanings"?* In other words, docs
Aristotle’s thesis put in peril Ricoeur’s theory?

After a detailed analysis of the potential threat posed by Aristotle’s findings concemning
analogy and the muitiple ways of the saying of being, Ricoeur concludes that poetic and speculative discourse
are not merged by Aristotle’s notion of analogical attributior, Aristotle, even in his owa project, had failed
since his theories of ontology were inadequate and therefore could not support his conclusions.” Aristotle
attempted to find a unity of the various ways of saying being which were beyond the metaphorical, that is,
to establish a properly philosophical discourse over and against the mythical discourse of Greek civilization.
Ricoeur suggests that Aristotle did not succeed in excluding the metaphorical because the doctrine of analogy
at which Aristotle had arrived could not exclude it.

In typically Ricoeurian style, Ricoeur ultimately used Aristotle’s threatening conclusion of
the analogical unity of the multiple meanings of being, even though flawed, to reinforce his own thesis; "the
plurivocity that is ... brought to philosophical [speculative] discourse is of a different order than the
multiplicity of meaning produced by metaphorical [peetic] utterance,"®" Aristotle’s own doctrine provided
for Ricoeur "the oceasion for showing that there is no direct passage from the semantic functioning of

metaphorical expression to the transcendental doctrine of analogy. On the contrary, the latter furnishes a

¥ DORNISCH, Faith and Philasophy, 311.
" RICOEUR, Rule of Metaphor, 258,
RICOEUR, Rule of Metaphor, 273,
% RICOEUR, Rule of Metaphor, 272,

% RICOEUR, Rule of Metnphor, 260.
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particulasly striking example of the autoromy of philosophical discourse.

In a second counter-example Ricoeur reviews the Thomist doctrine of analogia entis (the
analogy of being bon from Aristotle’s position stated above). Ricocur wonders whether his own thesis
concerning the radical separateness of the modes of discourse can stand up against the composite of ontology
and theology ("onto-theology™)?

The express purpose of onto-theology "is to establish theological discourse at the levei of
science and thereby to free it completely from the poetical forms of religious discourse, even at the price of
severing the science of God from biblical hermeneutics."” This project concerns the "possibility of speaking
rationally of the creative God of the Judeo-Christian tradition."™ An attempt to speak rationally of the Judeo-
Christian God leads to two radical positions concerning discourse. On one hand, if discourse is essentially
held to be of a singular nature then "to impute a discourse common to Ged and to his creatures would be to
destroy divine transcendence."® On the other hand, "assuming total incommaunicability of meanings from
one level [of discourse] to the other would condemn one to utter agnosticism."”® The concept of "analogous
attribution” was thus born as a third and median way between these two exireme and unacceptablepositions.”’
However, "many critiques culminating in the physics following from Galileo and the postulates formulated
by Hume made it clear that Aquinas’s concept of analogy and consequent participation would no longer
hold.* After this investigation Ricoeur once again affirms the radical divide that separates poetic and

speculative discourse "at the very point of their greatest proximity."*

% RICOEUR, Rule of Metaphor, 258.
7 RICOEUR, Rule_of Metaphor, 273,
™ RICOEUR. Rule of Metaphor, 273.
» RICOEUR. Rule of Metaphor, 273.
* RICOEUR, Rule of Metaphor, 273,

7 “The doctrine of the analogy of being was bom of [the] ... desire to encompass in a single doctrine the horizontal relation of the categorics of substance
and the vertical relation of crented things to the Creator.,” RICOEUR, Rule of Metaphor, 273.

“ DORNISCH, Faith and Philosophy, 312,

# RICOEUR. Rule of Metaphar, 280,
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In a third step Ricoeur examines "an entirely different sort of implication” which surfaces

between speculative discourse and poetic discourse when they are confronted at "the level of their hidden
presuppositions rather than at the level of their stated intentions."'® The two previous comnter-examples
"involved only the semantic intentions of each type of discourse that arc capable of being taken up in

niol

reflection, This third counter-example explores the possibility that poctic and speculative discourse are

joined tngether at the level of metaphysics. Ricoeur finds the potential source of this affirmation in
Heidegger's statement: "The metaphorical exists only within the metaphysical."' Ricocur goes on 1o
explain the challenge to his own position that this statement may suggest:'® 1. The ontology implicit in
the entire rhetorical tradition is that of western metaphysics of the Platonic type: reality as we know it is a
transfer of the fullness of true reality located elsewhere, 2. Mectaphor means a transfer frem the proper sense
to the figurative sense; 3. Both of the above-stated transfers assume a simple transfer of equivalence between
the visible and the invisible.

What is essentially at stake in affirming these coroilary assertions "is the claim of reflective

ni0d

philosophy to retain its traditional prerogative as governing metadiscourse. Ricoeur examines each of

the three assertions stated above by making use of references to metaphor in Heidegger's work which are
different from the concept of metaphor which Heidegger himself rejects. In the end Ricoecur concludes that
“the supposed cellusion between the metaphorical pair of the proper and figurative and the metaphysical pair
of the visible and invi.ible" is not mecessary and unfounded even in Heidegger’s own work.'” This

collusion of the "proper and figurative" and the "visibie and invisible" is a common idea which Heidegger

0 RICOEUR, Rule of Metaphar, 280,
ot RICOEUR, Rule of Metaphor, 280,
12 Afartin HEIDEGGER, Der Satz vom Grund, (Pfullingen: Neske, 1957), 89, quoted in RICOEUR, Rule of Metaphor, 250,

0 *This saying suggests that the trans-gression of meta-phor and that of meta-physics are but one and the same transfer, Scveral things are implied
here: first, thot the ontology implicit in the entire thetorical tradition is that of Western ‘metaphysica’ of the Platenic or neo-Platonic type, where the soul
is transported from the visible world 1o the invisible werld; secand, that meta.phorical means transfer from the proper scnse Lo the figurauve sense; finally,
that both sransfers constitute ane and the same Uber-tragung.” RICOEUR, Rule of Metaphor, 280.

% ¢LARK, Paul Ricaeur, 137,

19 RICOEUR, Rule of Metapher, 294,
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shares with Derrida.

Ricoeur, therefore, next examines Jacques Derrida’s position in White Mvthology, a position

that claims there is a wearing away of metaphor which eventually leads toward absolute knowledge or
idealization. With this position, poetic and speculitive discourse are once again fused. However, Ricoeur
argues in great detail that even "dead metaphors,” these metaphors stripped of their creative potential through
the apparent entropy of language achicved in the “'elevation’ of the concept," can be revivified by means of
a new act of discourse.'” In the end Ricoeur holds that philosophy must "recognize its own secondariness
and refuse to succumb to the tempation of 'binding metaphorical and speculative discourse’.™® The role
of philosophical discourse is to set itself up "as the vigilant watchman, overseeing the ordered extensions of
meaning; against this background, the unfettered extensions of meaning in poetic discourse spring free."!®
Once again, therefore, Ricoeur affirms the distinctness of speculative and poetic discourse.

By an examination of these three counter-examples Ricoeur places his thesis concerning the
radical separatenessof poetic and speculativediscourse on solid ground. However, distinctness does not imply
the inability for these two modes of discourse to be related in some way, or at some level. To show how the
two modes of discourse are related is Ricocur’s next task of Study Eight in Rule of Met:ighor. In this section
he wishes to show that speculative discourse has a condition of possibility based on poetic discourse.'”
However, speculative discourse does not, of necessity, spring forth from poetic discourse. It is this epoché
which makes poetic discourse possible,

Speculative discourse is generated on its own terms from within the resources of the concept

of which the mind is capable on its own. Speculative discourse has its own base referents which, Ricoeur

186 RICOEUR, Rule of Metaphor, 255.

97 CLARK, Paul Ricoeur, 137.

0 RICOEUR, Rule of Metaphor, 261.

® sgoeculative discourse has its condition of possibilizy in the semantic dynamism of metapharieal utterance, and that, on the other hand, speculative
dJiscourse has its necessity in itself, in pulting the resources of conceptual articulation to wotk. These are resources that doubtless beiong to the mind itself,
that are the mind itself reflecting upon itself. In other words, the speculative fulfils the semantic exigencies put to it by the metaphorical only when it
establishes o break marking the irreducible difference between the two modes of discourse.” RICOEUR, Rule of Metaphor, 296.
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says, "belong to the mind itself.” Metaphorical discourse, however, may also give risc to the conceptual
order.''?

It is metaphorical reference which forms the bridge between these two forms of discourse.
Ricoeur suggests that it is the construction of the "similar" in metaphor which gives rise to the "same" in the
concept, despite a clash of differences.''’ Conversely, as the "same” is articulated in some fashion through
the concept, uew possibilities surfacc for invention of the world of "as if" discovered in the metaphor. The
figurative in the form of the metaphor gives rise to the speculative in the form of the concept. "To the
imaginative power of thought-full poetry, the poet replies with the specuiative power of poeticizing
thought."!**

It is this creation of metaphorical reference which girds the primacy of the poctic text in
interpretation. The primacy of the poetic text is established because in the possib/e movement from metaphor
to concept a limit that is unsurpassable is reached in the concept. Metaphor, on the other hand, constantly
urges us on to "think again." Hermeneutics constantly brings us back to the world-of-the-text to interpret its
proposals for new modes of being-in-the-world. New projects for existence are available through interpretation
of poetic texts. Speculative discourse, within the confines of the concepts, alse has the potential to expand
the meaning of poetic discourse. "The dynamism of meaning is shown to be a dual and intersecting dynamism
where any progress towards concepts has as its counterpart a more extensive exploration of the referential
field.""* Recall that in the dialectic of explanation and understanding meaning can be developed
analytically.

New referents are constantly opened up in metaphorical discourse by this interchange

between speculative and metaphorical discourse, This is true even thougu speculative discourse frees "itself

19 "Eor from the coneept's being reduced to an abbreviation, by reason of some principle of thrift und economy, some play of substitution, it 1s the
concept that makes this play of re-presentation possible.* RICOEUR, Rule of Metaphor, 301,

Ul *Tg see the similar, in Aristotle’s words, is to apprehend the ‘same’ within and in spite of 'difference’.” RICOEUR, Rule of Metuphor, 296, “If the
imagination is the kingdom of 'the similar,' the intellectie is that of the ‘the same. In the horizon opened up by the speculative, 'same’ grounds 'simalar’ und
not the inverse.” [bid., 301,

W RICOEUR, Rule of Metaphor, 510.

¥ RICOEUR, Rule of Metapher, 257.
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114 The semantic tensions inherent in

from the play of double meaning" characteristic of the poetic order.
the metaphorical order cannot be reduced to absolute knowledge nor do they allude to some "primordial
meaning” as neo-Platonic thought might assume.'”® However, the concept has its role to play in expanding
meaning at the level of the metaphorical.

“Thus the referential field can extend beyond the things we are able to show, and even
beyond visible, perceptible things.”'® New aspects of reality are therefore shaped and given through
language when conceptual exploration is used to detve further into the metaphorical. As Ricoeur says: "On
the one hand, as regards its sense, the metaphorical utterance reproduces the form of a movement in a portion
of the trajectory of meaning that goes beyond the familiar referential field where the meaning is already
constituted. On the other hand, it brings an unknown referential field towards language, and within the ambit
of this field the semantic aim functions and unfolds.""!” Poetic discourse posits being in the realm of the
“similar," while speculative discourse thinks of it as being in the realm of the "same."

New possibilities of meaning in the poetic text are therefore made actual by meanings that
have alrcady been established in the speculative order. To state it once again, the history of reception of a
work is a significant component of its actual and present meaning: "This semantic dynamism, proper to
ordinary language, gives a 'historicity' to the power of signifying.""'® What is "known" is used to plunge
the depths of that which is "not known." This dialectic is based on the instability of meaning. Speculative
discourse is, therefore, not in a linear refationship to poetic discourse. Gains in meaning (understanding) in

the metaphorical ficld may no: "pay back” with an equivalent gain in the conceptual field. Gain in meaning,

W RICOEUR, Rule of Metaphor, 302,

W =pfy inclination is to se¢ the univarse of discourse a3 a universe kept it motion by an interplay of attractions and repulsions that ceaseiessly promete
the interaction and intersection of domains whose erganizing nuclet are off-centred in relation to one another; and still this interplay never comes to rest in
an ebsolute knowledge that would rubsume the tensions.” RICOEUR, Rule of Metaphot, 502, Ricocur's investigations have led him to believe that “this
language ploy invoives no mystique of ‘primordiol meuning.’ ~ buried sensc becomes 2 new meaning in the present instance of discourse, This is all the
tmore true when speculative thought adopts the new meaning in order to blaze a path to the 'thing' itself.” Ibid., 311,

Us RICOEUR, Rule of Metnphor, 203.

W' RICOEUR, Rule of Metaphor, 295. Later Ricocur uses a phrase from Heidegger to destribe this situation: "The flowers’ of our words -- Horte,
wie Blumen - uiter existence in its blossoming ferth.” Ibid., 309

1 RICOEUR, Rule of Metaphor, 295,
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Ricoeur says, is not necessesarily "a conceprual gain."'"® Rather. the indications of speculitive discourss
are at the service of new meaning that is potentially inexhaustable in the present metaphorical potentind of the
text. As Ricoeur says: "It is always in a particular utterance ... that the sedimented history of assembled
meanings can be recovered in a new semantic aim. Placed in the perspective of its use, meaning appears less
like a determined content, to lake or to leave, than ... like an inductive principle capable of guiding semantic

innovation."*%°

(ain in new meaning is therefore inseparable from the tension of the schema of the text that
mediates the meaning in the life of the reader.'™ Meaning is ultimately bound to the poetic text itself,
although it invites a conceptualization that is, to some degree at least, coherent.  As we have already
examined in Chapter Four, ultimately meaning is "in search of itself in the twofold dircction of sense and

reference.”'* Interpretation cannot "help but be a work of elucidation, ... and conscquently a struggle for

nl23

univocity. "Every interpretation aims at relocating the semantic outline sketched by metaphorical

utterance inside an available horizon of understanding that can be mastered conceptually.”*" Ricocur thus
arrives at a paradox which affirms at one level the importance of the rational content of interpretation, but,
at the same time affirms that rationalization may destroy the primacy of metaphorical reference.'** But we
already know this is not the terminal point in Ricocur’s understanding of interpretation. Understanding for

Rigoeur does not rest within the noetic content of the text.

Metaphoricity functions in two referential fields at the same time, that of the known or

"2 RICOEUR, Rule of Mctaphor, 296,
¥ RICOEUR, Rule of Metaphar, 298.

12l =This is another way of saying that the gain in meaning is not carred 1o the concept, Lo the extent that it remains caught in the confliet of ‘same’ and
‘different,’ although it constitutes the rough outline and the demand for an instruction through the concept.” RICOEUR, Rule of Metuphor, 297.

i# RICOEUR, Rule of Metaphor, 299,
1B RICOEUR, Rule of Metaphar, 302,
2 RICOEUR. Rule of Metaphor, 302-3.

1 “Whereas the metapherical utterance leaves the second sense in suspension, while its reference continues to have no direct presentation, interprelztion
is necessarily a rationalization that at its limit eliminates the expericnce thot comes o Janguage through the metsphorical process. Doubtless it is only in
reductive interpretation that rationalization culminates in clearing away the symbolic base.* RICOEUR, Rule of Melaphor, 302.
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speculated to be known (noetic content) and that of the other field "for which we consequently are unable to

ulz2s

make identifying descriptions by means of appropriate predicates. Ricoeur thus refers to the "split
reference” of poetic discourse which becomes apparent in interpretation.'™” "On one side, interpretation seeks
the clarity of the concept; on the other, it hopes to preserve the dynamism of meaning that the concept holds
and pins down."'*® The dynamic category which has been used throughout this dissertation to describe the
intersection of these two referential fields is discourse at the level of the world-of-the-text. The world-of-the-
text, referenced by metaphorical discourse, is serviced by the tools of language.'®

The prejudice that scientific discourse alone discovers and describes reality is therefore
challenged.” This challenge was already implicit in Chapter Four and Chapter Six where I discussed the
dynamics of reading and the heuristic function of "mood.” In the present context, Ricoeur again reaffirms his
belicf that "feeling is not less ontological than representation.”*' The opposition, often assumed, between
descriptive discourse focused on the "outside" of a text and poetic discourse focused on the "inside” of a text
(feelings), is also challenged.'”

We have, therefore, come back full circle to where we started from at the beginning of this
dissertation. I began this dissertation by suggesting Ricoeur’s notion of mimesis had implications for the

methodological issues associated with the interpretation of Juan's Cdntico. In Ricoeur’s understanding of the

relationship between poetic and speculative discourse we have discovered a central methodological issue in

¥ RICOEUR, Rule of Metaphor, 299.

W RICOEUR, Rule of Metaphor, 305, *Split reference .. signifies that the tension characterizing metapharical utterance is earried ultimately by the
copuln ir. Being-as means being and not being. Such-and-such was and was nat the case,” RICOEUR, Rule of Metaphor, 306, I referred to this quality
it the last chaopter as capuble of describing the apephatie nature of postic disourse.

% RICOEUR, Rule of Metaphor, 303.

2 RICOEUR, Rule of Metuphor, 304,

"2 RICOEUR, Rule of Metashor, 305,

Bl «poetical lextures, ... ore no Jess heuristic than fictions in narrative form; feeling is no less ontologicai than representation.” RICOEUR, Rule of
Metaphor, 305.

2 *Must we not forgo the opposition between a discourse tumed towards the ‘outside,’ which would be precisely deseriptive discourse, and a discourse
turned tawards the 'inside, which would pertmay only a mood end raise it to the hypothetical level? Is it not the very distinction between outside’ and 'inside’
that is shaken along with that between representation and feeling?* RICOEUR, Rule of Metaphor, 306,
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the interpretation of the Cdntico, that is, the reception of Juan's own commentary in the reception of the poem.,
Within Ricoeur’s analysis the commentary cannot be considered as the exclusive point of reference for a
hermeneutical interpretation of the Cdntico. Through his understanding of the dialectic operative between
speculative and poetic discourse, Ricoeur has restored to poetic discourse its "twofold task of both discovery
and creation."™* This position dismantles the reign of speculative discourse in interpretation. This is not,
as we have already seen in the careful work that needs to be done on the level of "explanation," a plea for the
irrational.”** Rather it affirms the creative power of the poetic text in itself, while maintaining the valuable
contribution which speculative discourse offers the creative process. Both the poct and the phitesopher
discover and create; each have their own and unique linguistic tools.

It now remains for me to show what has been gained by the affirmation that poetic and
speculative discourse operate on separateplanes and the way in which their relationship affectsa hermeneutical
understanding of the relationship between Juan's Cdntico and his commentary. It is to this task 1 will now
turn by bringing Ricoeur’s understanding of the relationship of poetic and speculative discourse inte dialogue

with Eulogio Pacho’s understanding of the poetry-prose relationship in the Cdntico.

3.3 A Reflection on Pacho’s Position From Ricoeur's Perspective
Pacho's key exegetical principle which accounts for the poetry-prose relationship is

something which he describes as Juan’s doble visidn. This doble visidn puts at odds Juan the poct and Juan

the theologian: the poet describes an irregular and undulating course toward the "spiritual marriage," while
the theologian describes a direct and sequential course known as the classical spiritual itinerary. The poem

is therefore metamorphosized or simply transposed by the theologian into the commentary.'* However, at

133 RICOEUR, Rule of Metanhor, 306,
M RICOEUR, Rule of Metaphar, 306,

13 *Es imperioso mantener firme ¥ presents ¢l proceso evolutivo de creacion y comunicacién; primero e3 la experiencia mislica, a In vez teofénica
y apofitica; viene lucgo la manifestacion en ¢lave, que ¢s la pocsia; s le afiade posteriorments unia wraducciGn y una explicacién, que ¢s ¢l comentario.
De esc modo cl mensaje inicial --de seatido indefinido y universal, como creacién-- 3¢ convierie en mensaje concreto, oricntado en direccifn determinada,
PACHO, “Lenguaje y Menssje,” 77. Thompson holds a similar visw, OF the poetry-prose relationship in the Cdndico he eays: “The Cdmilco wavers
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stake here is whether a metaphor can ever be translated. Pacho’s doble visién appears to support the eventual
translation of metaphor into concept.

Pacho’s assessment of the poetry-prose relationship accounts for the noetic content of the
Cdntico and Juan's significant contribution to Western dogmatic theology which we reviewed in Chapter
Three. For Pacho, the reader has access through the commentary to the concepts that are latent in the poem.,
Pacho therefore relies on a substitation theory, based on allegory, which "fuses” the poetic and theological into
a singular vision in the commentary,'® Conceivably, and with enough work, the Cdntico would be
transposable from the poetic level to the predicative level. In other words, Pacho’s understanding of the
poctry-prose relationship, even within the dialecticof the poetry-prose interplay, ultimately leads to conceptual
categories and the possibility of exhaustive paraphrase. Pacho is therefore able to account for the noetic
content of the poem to a certain degree but further exploration of the metaphorical referents does not appear
to be possible. New meaning is eclipsed by his understanding of the poetry-prose relationship.,

Pacho’s understanding of the poetry-prose relationship, therefore, subtly distances the reader
from the poetic text. By putting the poem at the service of the commentary and not the commentary at the
scrvice of the poem, the metaphorical play of the poetic text on the reader is impeded.'” The noema of the
text, the "thing" itself, as Ricoeur loves to say, becomes inaccessible to the reader.

Pacho’s theory of the poetry-prose relationship, therefore, appears to have several
disadvantages: 1. His approach restricts the split-reference constructed through the dialectic of sense and

reference operative in metaphorical discourse; 2. It does not account for the potential contribution each of

berween poctic commentary and spiritual treatise because it is much longer than the other posms and because its imagery i3 so much more varied. The prose
commentaries have 1o create order out of a lyrical outburst. Images, metaphars, and symbols have to be cashed. The instinet of the poet has to yicld to
the studied refelction [sic) of the theologian.” THOMPSON, The Poct and the Mystic, 59.

38 According to Juan de Ia Cruz's stated intention in the Prologue of the Cdntico Pacho fuses together the poetic and theological content of Juan's
literary output: “En la infroducidn o <declaracidn» sumaria que precede a la parafrasis de los versos sucltos de cada estrofa, y en esas divisiones o
csquemas del nimero anterior, cs donde trata de intento de fusionar ambas concepeiones: la anamérfica y panordmica del poeta y 1a diferencial y detallista
del tedloge. Es aqui sobre todo donde se pretende hacer ver cdmo las estrofas se suceden en riguroso orden, marcando ¢l progreso de 1a perfeccion segiin
los peldafios de Ia cscals mistica disefinda por los tratdistay de Ia vida cspirimal. Lo que aquf, lo que en cadn estrofa «canw ¢l poctas o <¢cuenta ¢l
almas, encuadraperfectamente en Is graduatoriade] « ejercicio del amor cntre ¢l alma y ¢l Esposo Cristo».* PACHO, "La Clave exegetica del 'Cintico
espiriwal’,” 335,

W Elizabeth Wilhelmsen makes an imeresting comment conezming the particular contribution of Juan's poems and their commentaries, Conceming
the play of cither the poetic text or the comumentary on the reader she says: *Within the wrilings of San Juan de la Cruz no absolute differentiation should
be made bepween the poetry and the prose regarding cither style or effect upon the reader,” WILHLMSEN, Cognition and Communication, 123,
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the Cdnticos may make toward the mediation of self-understanding (being-in-the-world); 3. Tt does not
account for new meaning, that is, the enigma of the transformative event of the Cdntico in the life of the
reader who may or may not be a mystic. How might we, therefore. account for the contribution the
commentary makes towards understanding the Cdntico (4 1a Ricoeur) without hampering the ultimate reference
of the Cdntico which is constructed not in its reference to the commentary but in the poem’s ultimate
metaphorical reference, the wotld-of-the-text?

We already know this ultimate reference is constructed in conjunction with the reading
subject who stands before the Cdntico as one who ultimately brings the poem back into discourse and thus
understands himself or herself betteras a being-in-the-world. Discourse, in Ricoeur’s theory, ultimately refers
to the world, not to conceptual systems. However, we know froni the above presentation that hermenecutical
interpretation functions precisely at the place of intersection of poetic and speculative discourse,

It is because of this understanding of interpretation that Ricocur would suggest a different
relationship between the poem (poetic or metaphorical discourse) and the commentary (speculative discourse).
Within Ricoeur’s theory, the poem, ultimately, does not have as its primary reference the conceptualization
of the poem which is undertaken by Juan in the commentary. As well, the poem-prose relationship doces not
reflect a mutual dialectic which deepens the understanding of the commentary and the poem in a strictly
reciprocal fashion, Rather, the commentary provides a conceptualizationof the poem, but ultimately the poem
points elsewhere to the world which is lived in by beings-in-the-world. The commentary conceptualizes that
which has been "discovered" and "created" through the metaphoricity of the poem, but returns the reader to
"think again" within the context of the poem,

The commentary’s challenge is to continually assist in the discovery of this "morc" by
exploring the referential ficlds of metaphorical discourse in the current act of discourse. The commentary,
therefore, is a speculative or theological appropriation of the poem which, in turn, helps form the referential
structure of the poem. Appropriation of the poem at the level of the world-of-the-text is the poetic or aesthetic
appropriation of the Cdntico which is based on the poem’s metaphorical reference. This approach to the

poetry-prose relationship values the poetic as well as the speculative appropriations of the Cdntico. As well,
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it liberates the referential capacity of the poem to account for the mediation of #new meaning integral to the
nature of poetic discourse.

In the poetry-prose relationship, as defined by Pacho, we arrive at the end of discourse, with
the attempt to define "sameness” within the poem and the commentary. Pache’s stance subtly assumes that
the poem is ultimately translatable: figurative meaning is substituted for conceptual meaning. Pacho,
ultimately, is therefore working within a closed system (that of the visible and invisible), whereby the poem
and the commentary mutually enlighten each other, but allow no other interpretations.

Semantic innovation, as I developed it within Ricoeur’s thought in Chapter Four, is not
possible within Pacho’s poetry-prose dialectic. No new information about reality is discovered, nor is it
deemed possible. Pacho’s theory leads the reader along the lines of the increased conceptualization of the
poem. This noetic content, however, does not account for the emergent meaning which can only occur in the
present through the noema of the poem.

The poetry-prose relationship, as defined by Ricoeur’s theory, also describes the mutual
relationship between the poem and commentary but adds a vector peinting the poem toward the world-of-the-
text which is constructed in conjunction with the reader. Because of the split-reference of metaphorical
discourse there is a rift between the “similiar” (based on metaphor) and the "same" (based on the concept)
which allows the reader to play a role in the emergence of the meaning of the Cdntico. The reader is
continually sent back to the poem for more thought. This "more" is not a mere unpacking of what is already
in the poem, but, because of the referential capacity of the metaphor, the poem continnes its poeticizing work,
its work of discovery and creation. Sedimented predicates are used by the metaphor to keep the creative act
alive. The "similar/same" rift, therefore, allows for other interpretive elements to enter into the poetry-prose
dialectic which opens up the meaning of the Cdntico for the "mystic” as well as the "non-mystic."

The distinction between the "mystic" and the "non-mystic" fades and loses its significance
in the context of Ricoeur’s interpretation theory. Each readerbrings a unique experience of being-in-the-world
before Juan's Cdntico. Each reader comes with his or her own horizon of meaning within the

contextualization of the current sociological, political, cultural, and religious milieu. We have already seen
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how all these contribute toward the emergence of metaphorical truth in a poetic text, mystic or not. Within
Ricoeur’s theory, the commentary is selected as one of the semantic fields that orients meaning for each
reader, but the commentary does not eliminate the truth which is virtually present in the poem. The poem is
therefore freed from an overdependence on the commentary which tends toward interpreting the poem as an
allegory describing the threefold classical spirituat itinerary. Even though Juan interprets the poein within the
confines of the purgative, illuminative, and unitive ways (although he says himself it is only one possibility
for interpretation} we already know of the freedom of the poetic text from the intentionality of the author,

In Ricoeur’s theory, the poem is therefore left open to explore the full range of its scmantic
possibilities, even given Juan’s own interpretation or reccption. Juan is the first reader of his own Cdntico
which brings into play the dialectic operative between poetic and specuiative discourse which we have been
examining. Metaphor, which mediates between these two forms of discourse, does not close the poem in upon
itself, but rather opens it up to new and varied meanings and continually gives rise to new thought.

Ricoeur’s theory of the relationship between poetic and speculative discourse acknowledges
that the Céntico gives rise to the noetic content of Jean’s commentary, but Ricocur’s theory keeps the poem
open to other previously unknown fields of meaning. Poems have their own type of reference, that is, indirect
reference. Indirect reference in poetry reverts back upon the reader and touches upon our affectiveattachment
to the world. Hermeneutical interpretation functions on the edge which exists between the clarifications of
the speculative field (the noetic content of the commentary) and the deconstruction/construction of the
metaphorical field (the symbolic world of the poem) in relationship with the world. Interpretation can never
be displaced from this productive place of tension, which, in the end, creates the world-of-the-text. Only here
do the various fields or horizons of meaning intersect and allow new meaning to emerge from the interplay
of sense and reference, explanation and understanding. The enigma of why Juan’s Cdntico continucs to be
read across cultural, historical, as well as religious traditions, is thercfore accounted for by Ricoeur’s theory
of the basic discontinuity of poetic (metaphorical) and conceptual (speculative) discourse.

It would be helpful at this point to recall from Chapter Three that the threefold classical

itinerary did not originate with Juan de la Cruz. This paradigmatic description of growth and progression in
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the spiritual life had been used long before Juan wrote the Cdntico. However, metaphors and metaphorical
systems, such as that found in Juan’s Cdnfico, make and remake the world. According to Ricoeur’s dialectic
of sedimentation and innovation, metaphors virtually posit a new way of existence. Juan's innovations were
not a redescription of already known concepts in the categories of classical spirituality.

Juan's innovations from the sedimented past brought to life a new way of visioning and
being alive in the world. From Juan's poem we come in touch with a certain way of seeing and acting in the
worid. To describe this new way of being-in-the-world suggested by Juan’s Cdntico is to describe the
ontological impoert of Juan's Cdntico. Ricoeur says that hermeneutics has done its job only when it "has
opened the eyes and ears, i.e., when it has displayed before our imagination the figures of our authentic
existence."® Ricoewr’s theory of the poetry-prose relationship allows this dialectic of sedimentation and

innovation to continue even in the present. This is the ontological import of the Cédntico I will now explore.

4. The Ontological Import of the Cdntico

The metaphorical redescription of existence by the Cdntico has ontological bearing. Juan’s
creation of a resemblance of human existence to a song of dialogue between lovers says something about the
ontelogical status of existence and reality. What is the significance of existence seen as being as a dialogue
between lovers? To ask this question is to pass from the sense to the reference of the discourse of the Cdntico.
The world-of-the-text or, in our case, the world-of-the-Cntico has ontological significance: that may be its
most significant aspect. With this approach to the Cdntico we move beyond the simple transposition of the
Céntico from poem to commentary by the way of analogy. Paul Ricoeur states:

Through fiction and through poetry new possible modes of being-in-the-world are opened
up in the midst of reality. Fiction and poetry intend being not as given being but as
potentiality of being. Consequently everyday reality undergoes a metamorphosis, thanks to

what could be called the ‘imaginative variations’ which literature displays. Metaphorical
language is the kind of discourse which is most able to gencrate these imaginative variations

9% RICOEUR, "Biblical Hermeneutlcs, ™ 144,
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and thus to redescribereality according to the new mode created by the peet. Metaphorical -
- and, more generally — poetic -- language aims at a mimesis of reality. However this
language 'imitates' reality only because it recreates reality by means of a mythos, a ‘plot,' a
'fable,’ which touches upon the very essence of things,'*

Metaphorical redescription sustains new referential fields that arc lost if the text is restricted
to its analogical interpretation. We have already seen how metaphorical redescription, in the mode of "as if,"
posits new possibilitics for being-in-the-world.'"® A new way of sceing the world emerges through
metaphorical redescription. However, Ricoeur holds that to metaphorize well, is at the same time, to posit
the proximity between the things themselves,'"! Through metaphorical redescription in the mode of "as if,"
a world is discovered and created. The appropriation of the ontological significance of the Cdntico, therefore,
moves us beyond analogy and calls us toward a different kind of reception of Juan’s text.

Ricoeur says that "under the name of mood, an extra-linguistic factor is introduced, which
is the index of a manner of being."'** Because of the Cdntico 's construction of mood, we are capable of
discovering new ways of being-in-the-world. As well, through mood we remake and discover new things
about the world: "in aesthetic experience the emotions function cognitively."® Lyric muthos is joined by
a lyric mimesis in the sense that the mood created in metaphorical redescription of the world is a model for
"seeing as" and "feeling as,"'*’

What can we say about the mood of the Céntice which allows us to "sce" and "remake" the
world in a new way? Ricoeur asks: "is it not the function of poetry to establish another world -- another

world that corresponds to other possibilities of existence, to possibilitics that would be most deeply our

B Paul RICOEUR, *Philesophical Hermeneutics and Theological Hermencutics,* Studies in Religion 5 (1975), 26.

1 Reeall; “It would seemn that the enigma of metaphorical discourse is that it 'invenws® in both senses of the word: what it creates, it discovers; and
what it finds, it invents.® RICOEUR, Rule of Metaphor, 239,

1 RICOEUR, Rule of Metaphor, 230,

2 RICOEUR, Rule of Metaphor, 229,

13 Nelson GOODMAN, Langusees of Art:_An Approachto a Theory of Symbols, (Indianapolis: Bobbs-Merrill, 1968), 248, quoted [n RICOEUR,
Rule of Metaphor, 231,

i« RICOEUR, Rule of Metaphor, 245,
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own?"'** The author of the Cdntico cannot control the level of appropriation of each reader. However, we
can describe in some fashion the world-of-the-Cédntico toward which the text is directed throngh a description
of its mood. Mood, or "state of soul" as Ricoeur says, is a way of finding or sensing oneself in the midst of
reality.'** How do I find myself among things in the Cdntico through mood?

In Chapter Five I pointed out that the particular thythmic pattern which Juan used in the
Céntico, that of the hendecasyllablic lira, gives the whole poem the appearance of "light dancing." Tavard
notes that the double thythm of the lira “introduces a dancing motion into the music of the discourse."'"?
All this "dancing” takes place in the context of the highly affective and erotic exchange of the two principal
protagonists of the Cdntico. The movement of the poem, in the form of dancing and light music, takes the
reader along a varied pathway of moods. Although we have already followed the dramatic unfolding of each
of the three Cdnticos in Chapter Five, let us now briefly recapitulate the pathway of the principal moods of
one of the Cdnticos as an example in our present context. This will help describe the mood of the existential
backdrop before which the Divine-human drama takes place according to the Cdntico of Juan de 1a Cruz.
Since CO has received the least amount of attention in the literature, I will use CO for my example in order
to indicate the variety of moods sketched in the Cantico.

Stanza 1 of CO is marked by torment and anguish. The Bride is searching for her Beloved.
She already is very much in love with the one whom she seeks. After expressing her pain and distress, due
to the absence of her lover (st. 2), the Bride is filled with desire and hope (st. 3). With determination, she
sets off into the world without fear, to search for her love. In a moment of reprieve the Bride discusses the
situation with those she meets along the way. They assure her that her world is clothed in her Beloved. Not
sure of this herself, she is suddenly thrust back again into a distressing search (st. 6-8) that leaves her feeling
that she is dying. Her desire is focused on her Lover, not the things he has left behind, and so her misery is

great. But has she discounted too soon the genuine presence of her Lover in the world about her, in those

5 RICOEUR, Rule of Metaphor, 220,

1 RICOEUR, Rute of Metaphor, 229,

1 TAVARD, Poctry and Contemplation, 42,
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things he has touched and "left behind"?

We are then told, again, of the deep love shared between the two main characters of the
Cantico (st. 8-9). The Bride once more expresses her longing (st. 10} and she comes close to recognizing her
Beloved in the world of nature which surrounds her (st. 11). As this insight forms in her mind, she is moved
to ecstasy, but her euphoria proves ovenwvhelming and she retreats. The calming presence of the Lover
suddenly comes upon her from nowhere (st. 12). Was he there all along, but she could not see him?

Stanza 13 ushers in a new depth of feeling. The Bride now recognizes her Lover in the
world about her (st. 13-15). As this realization takes hold, there is a mood of serenity, calm, and quiet. These
silent moods deepen love and refresh the Bride. She is happy (st. 15-23) and the sctting is tranquil. However,
in stanza 24 there are hints of trouble which become explicit in stanza 26. There are still problems to deal
with. Consternation is expressed by the Bride before she settles down in peaceful repose (st. 27). But again,
there is the expression of fear over the possibility of an intrusion in the relationship between the Bride and
Bridegroom (st. 29). The source of these problems is admonished so that peace may prevail (st. 30). Restful
repose again comes with the distancing of all that would interfere with the love of the {wo (st. 31). However,
vigilance is still necessary. While the Bride and Bridegroom rest in solitude, there is an anxious chord which
is struck by the near presence of that which caused apprehension earlier. The poem ends with this admixturc
of tension and peace.

What are we touching through these moods of the poem? What picture of our world in
relationship with the Divine does this sketch give us? How does this tableau shape the way we experience
God alive-in-the-wotld? Does the Cdntico give us a world, based on the appropriation of scripture, on Juan's
experience, and on the tradition of the community, which invites a vital and new way of being-in-the-world?
If appropriation of the Cdntico is of a sexual nature, what does this say about all of our relationships, that is,
with God, with our world, with others, with ourseives? These are some questions on which we can reflect
and which may open up the world-of-the-Cdntico to new meaning

If this world is valued by the Christian community, and, according to the reception which

Juan’s Cdntico has received through the vears, it is highly valued, might it be time to explore the world-of-the-
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Céntico more integrally through an aesthetic reception of the text rather than a strictly doctrinal one?

A hermenecutical appropriation of the Cédntico opens up my self-understanding in the world.
An acesthetic reception of the text through mood creates this possibility. Through metaphorical redescription
which constructs mood, Juan has liberaied us from the limitations of descriptive reference and opened up
access to reality in the mode of fiction and feeling.'*® Perhaps it is time to allow Juan’s Cdntico to speak
to us about reality in new and varied ways in order to allow the productive capacity of Juan’s text to shape

and reshape our lives.

5. Conclusion

In this Chapter I have examined three separate issues which affect the reception of Juan’s
Cantico. All three of these issues come under the umbrella of mimesis, in Ricoeur’s threefold concept of
mimesis. These three issues are: 1. the role of the title of the Cdntico; 2. the poetry-commentary
relationship; 3. the ontological import of the Cdntico.

The first issue was the role of the title in the context of a hermeneutical interpretation.
Within Ricoeur’s theory of metaphorical reference, the title becomes an important player within the dialectic
of sense and reference. The title orients the reader in his or her approach to the text and forms part of the
metaphorical tension inherent in the text which is productive of meaning. I suggested, therefore, that the title
which appears at the top of the Sanliicar and Jaén manuscripts: Canciones entre el alma y el esposo, be
considered an integral part of the text and be used to title the poem itself, even when it is not accompanied
by the commentary. The title Cdntico espiritual could be used to refer only to the poetry-prose complex.

The second issue concemedthe poetry-prose relationship. Eulogio Pacho’stheory concerning

the poetry-prose relationship was first reviewed. Although Pacho suggests a dynamic relationship between

4% This fa a parial paraphrase of *The creation of a concrete abject -~ the poem itself -- cuts language off from the didactic function of the sign, buc
at the same time opens up access to reality in the mode of fiction and fecling.” RICOEUR, Rule of Metaphor, 229,
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Juan’s poem and the commentary, ultimately Pacho’s approach leads to a lincar substitution theory: the
commentary is a paraphrase or an unpacking of the symbols and images in the poem. No new meaning can
be accounted for in the way Pacho describes the poetry-prose relationship. Pacho leads the reader to believe
that there is @ meaning in the symbols of the poem and that this meaning is exposed in the cenceptualization
of the commentary and not in the referential capacity of the text of the Cadntico itself. However, the
commentary is less helpful if one is already a mystic or has had a similar experience to that of Juan dc Ia
Cruz. Meaning in the poem is therefore relegated to that which is already known by the mystic, or vet to be
discovered in the commentary by the non-mystic. For Pacho the poem’s metaphorical and symbolic tanguage
generates the noetic content of the commentary which is what can be ultimately "known" by all, but only
through the concept.  The commentary is the "natural” way for most people to enter into the mysterious
ineffability of the poem.

However, Ricoeur’s theory of mimesis opens up the availability of the meaning-cvent
virtually present in the poem to all readers. The commentary is given a role in appropriating this meaning-
event, but it is not given exclusive priority. The commentary is only one resource which the reader brings
to his or her reading of the Cdntico. The commentary, exemplified as speculative discourse and characterized
by the concept, sends the reader back to the poem to "think some more." The poem is the place where the
mediation of meaning takes place within the split-reference of metaphorical discourse. The split-reference of
metaphor allows for the conceptualizationof discourse, but its other semantic vector finds its home ultimately
in the world constructed by the interaction of the reading subject with the poetic text. The world-of-the-text,
resting on the in-between place of the metaphorical and the speculative, becomes the place of hermeneutical
interpretation for the poetry-prose complex. Interpretation, as Ricoeur says, is a composite discourse, and as
such one cannot help but feel the tension produced by metaphorical and speculative fields of reference.

The third issue which I have surfaced is the ontological import of the Cédntico. My purposc
here was to suggest some questions which come from the realization that mood constructs the primary
referentia!l field of lyrical poetry such as Juan’s Cdntico. In the mode of "as-if” of mood we appropriatc the

world-of-the-Cdntico, that is, new existential possibilities for being-alive-in-the-world. The question which
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we are left with from this section concerns the significance of existence seen as a dialogue between lovers.
The deeper structures of existence resemble in some way the intimate relationship of two people passionately
in love. It is this ontological aspect of the Cdntico which deserves further reflection. I have merely raised

the question in the context of a hermencutical interpretation of the Cdntico of Juan de la Cruz.



CONCLUSION

This dissertation has constructed a hermeneutical framework within which an interpretation
of Juan de la Cruz’s Cdniico may be undertaken, The phenomenological hermeneutics of Paul Ricoeur have
been used to construct this frameworz. Ricoeur's phenomenological hermeneutics of texts is based on a
theory of mimesis. Itis Ricoeur’s mimetic theory which has been used to construct the threefold framework
within which interpretation of the Cdntice can take place. In following the hermeneutical arc constructed in
the pre-understanding of the Cdntico (mimesis,), its configuration (mimesis,), and then its reconfiguration
(mimesis;), a number of significant methodological issues for the interpretation of Juan's Cdntico were
reflected upon. These have been examined to show how Juan's poem can be meaningfully interpreted for
the contemporary reader, culturally and historically removed from sixteenth-century Spain.

Ricoeur’s hermeneutical approach has allowed an appropriation of the Cdntico for the
reading subject today. We have seen that a hermeneutical approach to the Cdntico does not merely ask the
question, "What does the text mean?" but also asks, "What does the text mean for the reader today?" With
this approach there is a shift away from the predominance of the ascetical-theological approach to
interpretation which has sought to objectify the meaning of the Cdnrico within the interpretation Juan gave
it in his commentary, to a hermeneutical approach to interpretation that views the meaning of the Cdntico as
an event in the life of a person. Therefore, the hermeneutical interpretation of the Cdntico explains why the
Cdntico is capable of being the place of a transformative event before the Divine, and why a multiplicity of
interpretations is possible. This is something Juan de la Cruz was sensitive to when he suggested in his
Prologue to the commentary on the Cdntico that each person will benefit from the poem according to his or
her own capacity. Ricoeur’s hermeneutical theory has helped us understand how this is possible without
losing sight of the doctrinal conteni of the poem.

Through the dialectic of explanation and understanding it is possible to unite within a single
methodological approach the diverse ways that the Cdnrico of Juan de la Cruz has been received over the

centuries, This is true even if the various approaches may be at odds with one another, or may produce
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conflicting results. This is possible since interpretation is viewed not only as the objectification of information
but also as a way of being-in-the-world which results from the interplay of the experience of the reader, the
history of the reception of the text, and the text-world of the Cdntico. The dynamic interplay of the
experience which the reader brings to the text and the text itself forms the world-of-the-text. Interpretation
of the Cdntico has therefore been viewed as the interplay of the discourse of the Cdnrico with that of the
reader and the reception of the text over the centuries. This dynamic results in the reconfiguration of
discourse in a life. A hermeneutical approach to the Cdntico thus provides a role in interpretation for the
experience which the reader brings before the text and the experience which is produced from within the text.
Ricoeur’s theory recognizes that interpretation of the Cdnrico does not take place outside the concrete
circumstances of a life, nor outside the history of the reception of the Cdntico, nor outside of the confines
of the text itself.

The methodical moment of interpretation within the dialectic of explanadon and
understanding asks that the reader enter into the text of the Céntico in a more conscious way. All the various
ways of studying the Céntico contribute toward an explanation of the text. For example, I have said that
ascetical-theological studies orient the reader within the theological content of the Cdntico while literary-
textual studies provide a description of the poetic techniques operative within the Cdntico. Through these
studies the analytical moment of interpretation constructs the objective sense of the Cdnrico. The sense of
the Cdntico orients the reader toward the ultimate reference of the text. It is this dialectic of sense and
reference within the dialectic of explanation and understanding which results in reconfiguration of a life, the
ultimate project of interpretation.

In a particular way I have examined the split-reference of metaphorical discourse which
accounts for the legitimation of the noetic content of the Cdnrico as well as the emergence of new meaning.
The dogmatic content of the Cdntico can therefore be accounted for without excluding the possibility of new
readings of the Cdntico. Metaphor, which uses ordinary language to construct linguistic models of reality,
was seen as the tool, par excellence, which produces the what-is-not-yet in the world. The noema or thing-

of-the-text is made present through metaphorical reference and therefore the thing-of-the-text cannot be



eclipsed by dogmatic formulations.

In the hermeneutical approach to put the "issue of the text" before everything else is to stop
asking the question of the inspiration of the Cdntico, at least in the psychological sense, as a "flash” of
persenal meaning which is projected into the text. The world-of-the-text is not revealed by the psychological
intentions of the author but is mediated by the structures of the work.

A henmeneutical interpretation of Juan's Cdnrico has helped us understand the originality
of the text of the Cdntico, even though, intertextually, the Cdnrico imeracts with the Song of Songs, as well
as other texts, in the production of meaning, Ricoeur's theory of sedimentation and innovation suggests that
the Cdntico is a new configuration of human action which has been bom from within a particular life, a
particular lebenswelt. We can therefore speak more of Juan's conceptual and symbolic fields of resources
than we can speak of his sources. The use of the word "sources” suggests a more static approach to Juan's
poetic resources which, in the end, does not account for the surplus of meaning which Juan's Cdntico has
enjoyed in Christian as well as non-Christian traditions.

The hermeneutical interpretation of Juan’s Cdntico suggests that neither Cdntico A nor
Cdntico B be given priority in interpretation, Each of these two texts construct their own meaning since the
dramatic structure of each is different. The suggestion that CA be considered the poetic text, while CB be
considered the theological text, becomes irrelevant in this approach. Both texts are unique poetic texts which
open up unique text-worlds as was suggested by the difference in the dramatic structure of each text, There
also arose the possibility that the original poem, which I have referred to as Cdntico O, may also construct
a different world-of-the-text than either CA or CB. Although [ outlined an analysis of the dramatic structure
of each of these three texts, I suggested that a more thorough structural analysis needs to be done in order
to surface more clearly the unique text-world which each constructs. A structural analysis might also reveal
the possibility that the three Cdnticos are ultimately in metaphorical tension with each other and itis the three
texts, together, which construct a singular and unique text-world,

The hermeneutical approach to interpretation has put the enigmatic expressions of the

Céntico to work, suggesting that temporal and poetic incongruencies in the Cdntico are the very devices which
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are at work in the production of new meaning. Temporal zones of indetermination or lacunae in the text are
viewed as that which plays on the reader to involve the reader in finishing the text. The text of the Cdnrico
was therefore not viewed as a life-less objectifiable object but rather as a living entity that becomes productive
through the appropriation of the text. The enigmatic expressions and movements in the Cédnrico do not need
to be explained away, but rather appreciated for the unpredictable role they play in the production of new
meaning and the transformation of the reading subject.

Within the hermeneutical approach to interpretation, I have also proposed that the title of
the Cdntico plays a role in constructing metaphorical reference which in turn impacts the meaning of the text.
This has led me to suggest that the title which appears at the top of the poem in the Sanlticar and Jaén
manuscripts: Canciones entre el alma y el esposo be used as the title for the poem rather than the editorial
title of 1630; Cdntico espiritual entre el alma y Cristo su Esposo. This title was later shortened to the
present title Cdntico espiritual.,

The poetry-prose relationship has also been reassessed within the hermeneutical approach
to Juan's Cdntico. Poetic discourse (the poem) and speculative discourse (the commentary) are two radically
different forms of discourse. The commentary draws from a single referential field, that is, it draws from
the conceptual field of discourse. However, poetic or metaphorical discourse works within two semantic
fields simultaneously: within the conceptual as well as the poetic. Metaphorical reference forms the bridge
between Juan's poem and his commentary. The poem is capable of being productive of noetic content but
the reader must continually return back to the primordial text to "think some more.” Hermeneutical
interpretation of Juan’s poem continually returns us to the world-of-the-text to interpret new models of being-
in-the-world. New referents are opened up in the Cdntico because of the interchange between conceptual and
poetic discourse. The hermeneutical interpretation of the Cdntico suggests a cyclical understanding of the
poem which is never complete. The Cdntico is, therefore, freed from an overdependence on the commentary
which tends to interpret the poem allegorically.

The commentary, within the hermeneutical approach, is not viewed as an unpacking of the

poem, a paraphrase in conceptual language of the poetic form. The commentary is not a description of the
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meaning of the Cdntico itself but is a particular reception of the poem. However, it is not the only possible
reception. There are other ways of receiving the poem. The Cdnrico, therefore, is opened up to new
meaning because of the primacy given to the poem. The commentary may be viewed as a secondary form
of discourse which helps us understand the poem but does not eclipse the poem's metaphorical referential
function. Both the poem and the commentary, since they are different literary forms require their own mode
of reception. I have suggested that an aesthetic reception of the Cdnrico is most appropriate because of its
poetic form and all that implies.

Within a hermeneutical setting Juan the poet and Juan the theologian can abide comfortably
with one ancther without incongruence or opposition, The hermeneutical approach is seen by Ricoeur as
bridging the gap between the poet and the theologian; the poetic gives rise to thought. Within a
hermeneutical setting these two functions, the poetic and the speculative, have been assigned complementary
roles. The poet who invents a particular model of reality also discovers that which can be known about that
reality. This dynamic turns the reflexive subject back to explore further within the poetic or metaphorical
sphere.

A hermeneutical interpretation of the Céntico explained how the profane or secular language
of the Cédntico can result in the conversion of the spiritual pilgrim. Ricoeur’s theory of appropriation has
helped us understand why an aesthetic reading of the Cdntico brings alive the transformative power of the
text. The Cédntico affects the reader through the production of mood. Mood brings the reader into contact
with the deeper elements of reality. Mood characterizes reality before the object-subject split which occurs
through conceptualization.

I have suggested that the most significant impact of Juan’s poem may be its ontological
import. From Juan's poem we construct new ways of being-in-the-world. Authentic existence is displayed
in the world-of-the-text of the Cdntico. What is the meaning of existence portrayed as a loving dialogue
between two lovers? Although the reception of the Cdntico at the level of its ontological import cannot be
controlled, the various moods sketched in the Céntico suggest certain questions which may help us understand

its ontological import. For example, I asked the question, "If appropriation of the Cdntico is of a sexual
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nature, what does this say about all of our relationships, that is, with God, with our world, with others, and
with ourselves?" Questions like these may open up the world-of-the-Cénrico to new meaning.

The hermenentical approach also suggests further areas for exploration. Some of these 1
have touched on during the course of the dissertation but they could be further investigated from a
hermeneutical perspective. Areas for further study from within the hermeneutical framework I have
constructed in this dissertation might include: exploration of the relationship of Juan’s Cdntico to the Song
of Songs, using the concept of innovation and sedimentation; a study on the zones of indetermination and
lacunae in the text of the Cdntico which mediate meaning; a study of the temporal movements within the
three Cdnticos and the metaphorical tension they produce; further exploration of the genre of the Cdnrico
as a form of production (rather than a classification) particularly with respect to its relationship to medieval
love poetry and wasfs; and a thorough structural analysis of all three Cdnticos.

Of singular importance this dissertation has established the primacy of the text of the poem
for interpretation. It is the Cénfico itself which holds hermeneutical priority. A Global Hermeneutical
Method shifts methodological considerations from an author-centred reading of the Cdntico to a text-centred
reading. With a hermeneutical approach to the Cdntico Juan de la Cruz's poem can be brought from the

sixteenth century into the twentieth century.



APPENDIX
CANCIONES ENTRE EL. ALMA Y EL ESPOSO
by
Juan de la Cruz

The Spanish text is the critical edition of Jos¢ Vicente RODRIGUEZ, San Juan de la Cruz;
Chbras Completas, 3rd edition.

The English text is the critical translation of Kieran KAVANAUGH, and Otilio Rodriguez,
The Collected Works of St. John of the Cross, rev. edition,

In presenting CO, C4, and CB in English I have used as a sole source the translation cited
above even though it does not present CO or CA as separate texts. Using the redactional changes which |
outlined in Chapter Five I worked backwards from CB to reconstruct Cs and subsequently CO. Since the
Spanish edition gives both C4 and CB I used the first 31 stanzas of CA to construct the Spanish text of CO.

Three translation changes have been made in CO with the corresponding changes in both Cd
and CB: 1. Kavanaugh and Rodriquez translate ninfas into "girls" in their Collected Works (Kav.,
474), However, I have used the English word "nymphs" as does the Spanish. This change in translation is
important since it is the role played by this mythological semi-divine maiden which brings CO to its
conclusion as was shown in the analysis of Chapter Five. Although "girls" is an acceptable translation of
ninfas into English, it destroys the function stanza 31 holds as the "completing” stanza of CO;

2. Kavanaugh and Rodriguez translate carillo in CO 32 as "my love" in their Collected
Works (Kav., 474). However, given the sequence of diminuitives that follow in response in stanza 33, and
the fact that carillo itself is the diminutive in Spanish, 2 more acceptable translation, it seems to me, would
be "dear" or "dearest one." Therefore, I have used "dearest one” in the translation in my own text.

3. Kavanaugh and Rodriguez translate canciones (which is used in the titic above the pocm
in the Sanlicar de Barrameda and Jaén manuscripts) as "stanzas." 1 have translated canciones into "songs" as
does Allison E. Peers in his The Complete Works of Saint John of the Cross, Doctor of the Church,

CANTICO O

CANCIONES ENTRE EL ALMA Y EL SONGS BETWEEN THE SOUL AND THE
ESPOSO BRIDEGROOM

ESPOSA BRIDE
1. ; Addnde te escondiste, 1. Where have you hidden,
Amado, y me dejaste con gemido? Beloved, and left me moaning?
Como el ciervo huiste, You fled like the stag
habiéndome herido, after wounding me;
sali tras ti clamando, y eras ido. I went out calling you, but you were gone,
2. Pastores los que fuerdes 2. Shepherds, you who go

alla por las majadas al otero, up through the sheepfolds to the hill,



si por ventura vierdes
Aquel que yo mds quiero,
decilde que adolezc¢o, peno y muero.

3. Buscando mis amores

iré por esos montes y riberas,
ni cogeré las flores

ni temeré las fieras

y pasaré los fuertes y fronteras.

4, ; Oh bosques y espesuras
plantadas por la mano del Amado!
iOh prado de verduras

de flores esmaltado!

iDecid se por vesotros ha pasado!

5. Mil gracias derramando
pasé por estos 50105 CON presura
y yéndolos mirando

con sola su figura

vestidos los dejé de hermosura.

6. | Ay, quién podrd sanarme?

i Acaba de entregarte ya de vero;
no quicras enviarme

de hoy mds ya mensajero

que nie saben decirme lo que quiero!

7. Y todo cuantos vagan

de i me van mil gracias refiriendo
y todo mds me llagan

y déjame muriendo

un no sé qué que quedan baibuciendo.

8. Mas ;como perseveras,

joh vid!, no viviendo donde vives

y haciendo porque mueras

las flechas que recibes

de lo que del Amado en ti concibes?

9. ;Por qué, pues has Hagado
aqueste corazén, no le sanaste?
Y pues me le has robado,

cpor qué asi le dejaste,

y no tomas el robo que robaste?

10. jApaga mis enojos,

pues que ninguno basta a deshacellos,
y véante mis ojos,

pues eres lumbre dellos

y solo para ti quiero tenellos!

CANTICO O (cont.) 309

if by chance you see
him I love most,
tell him I am sick, I suffer, and I die,

3. Seeking my Love

I will head for the mountains and for watersides,
I will not gather flowers,

nor fear wild beasts;

I will go beyond strong men and frontiers.

4. O woods and thickets,

planted by the hand of my Beloved!
O green meadow,

coated, bright, with flowers,

tell me, has he passed by you?

5. Pouring out a thousand graces,
he passed these groves in haste;
and having looked at them,

with his image alone,

clothed them in beauty,

6. Ah, who has the power to heal me?
now wholly surrender yourself!

Do not send me

any more Messengers,

they cannot tell me what I must hear,

7. All who are free

tell me a thousand graceful things of you,;

all wound me more

and leave me dying

of, ah, I-don’t-kmow-what behind their stammering.

8. How do you endure

O life, not living where you live,

and being brought near death

by the arrows you receive

from that which you conceive of your Beloved?

9. Why, since you wounded

this heart, don’t you heal it?

And why, since you stole it from me,

do you leave it so,

and fail to carry off what you have stolen?

10. Extinguish these miseries,

since no one else can stamp them out;
and may my eyes behold you,
because you are their light,

and I would open them to you alone.



11, jOh cristalina fuente,

si en esos tus sembiantes plateados
formases de repente

los ojos deseados

que tengo en mis entrafias dibujados!

12. jApdirtalos, Amado,
que voy de vuelo!

ESPOSO

 Vuélvete, paloma,
que el ciervo vulnerado
por el otero asoma
al aire de tu vuelo, y fresco toma!

ESPOSA

13. Mi Amado las montaiias

los valles solitarios nemorosos
las insulas extrafias

los rios sonorosos

¢l silbo de los aires amorosos

14, la noche sosegada

en par de los levantes del aurora
la misica callada

la soledad sonora

la cena que recrea y enamora.

15. Nuestro lecho florido

de cuevas de leones enlazado
en parpura tendido

en paz edificado

de mil escudo de oro coronado.

16. A zaga de t huella

los jovenes discurren al camino
al toque de centella

al adobado vino,

emisiones de balsamo divino.

17. En la interior bodega

de mi Amado bebi, y cuando salia
por toda aquesta vega

ya cosa no sabia

y el ganado perdi que antes seguia.

18. Alli me dio su pecho

alli me ensefid ciencia muy sabrosa

y vo le di de hecho

CANTICO O (cont.)

11. O spring like crystal!

If only, on your silvered-over faces,

you would suddenly form

the eves I have desired,

which I bear sketched deep within my heart.

12. Withdraw them, Beloved,
[ am taking flight!

BRIDEGROOM

Retum, dove,

the wounded stag

is in sight on the hill,

cooled by the breeze of your flight.

BRIDE

13. My Beloved, the mountains,

and lonely wooded valleys,

strange islands,

and resounding rivers,

the whistling of love-stirring breezces,

14. the tranquil night

at the time of the rising dawn,

stlent music,

sounding solitude,

the supper that refreshes, and deepens love,

15. Qur bed is in flower,

bound round with linking dens of lions,
hung with purple,

built up in peace,

and crowned with a thousand shields of gold.

16. Following your footprints

maidens run along the way;

the touch of a spark,

the spiced wine,

cause flowings in them from the balsam of God.

17. In the inner wine cellar

I drank of my Beloved, and, when I went abroad
through all this valley

I no longer knew anything,

and lost the herd that I was following.

18. There he gave me his breast;
there he taught me a sweet and living knowledge;
and I gave myself to him,

310



a mi, sin dejar cosa,
alli le prometi de ser su esposa,

19. Mi alma se ha empleado

y todo mi caudal en su servicio,

ya no guardo ganado

ni ya tengo otro oficio

que ya solo en amar es mi ejercicio.

20. Pues ya si en ¢l gjido

de hoy mids no fuere vista ni hallada,
diréis que me he perdido,

que, andando enamorada,

me hice perdidiza y fui ganada.

21. De flores y esmeraidas

en las frescas mafianas escogidas
haremos las guirnaldas

en tu amor floridas

y en un cabello mio entretcjidas.

22. En solo aquel cabello

que en mi cuello volar consideraste
mirdstele en mi cuello

y en él preso quedaste

y en uno de mis ojos te llagaste,

23, Cuando td me mirabas,

su gracia en mi tus ojos imprimian:
por eso me adamabas

y en eso merecian

los mios adorar lo que en ti vian.

24. No quieras despreciarme,

que, si color moreno en mi hallaste,
ya bien puedes mirarme

después que me miraste,

que gracia y hermosura en mi dejaste.

25. Cogednos las raposas

que estd ya florecida nuestra vifia,
en tante que de rosas

hacemos una pifia

y no parezca nadie en la montiia.

26. Detente, cierzo muerto;

ven, austro que recuerdas los amores,
aspira por mi huerto

y corran sus olores

y pacerd el Amado entre las flores.

CANTICO O (cont.) 311

keeping nothing back;
there I promised to be his bride,

19. Now I occupy my soul

and all my energy in his service;
I no longer tend the herd,

nor have I any other work

now that my every act is love.

20. If, then, I am no longer
seen or found on the common,
you will say that T am lost;
that, stricken by love,

I lost myself, and was found.

21. With flowers and emeralds
chosen on cool mornings

we shall weave garlands
flowering in your love,

and bound with one hair of mine,

22. You considered

that one hair fluttering at my neck;
you gazed at it upon my neck

and it captivated you,

and one of my eyes wounded you.

23. When you looked at me

your eyes imprinted your grace in me;
for this you loved me ardently;

and thus my eyes deserved

to adore what they beheld in you.

24. Do not despise me;

for if, before, you found me dark,
now truly you can lock at me
since you have looked

and left in me grace and beauty.

25. Catch us the foxes,

for our vineyard is now in flower,
while we fashion a cone of roses
intricate as the pine’s;

and let no one appear on the hill,

26. Be still, deadening north wind;

south wind, come, you that waken love,
breathe through my garden,

let its fragrance flow,

and the Beloved will feed amid the flowers.



ESPOSO

27. Entrado se ha la esposa

en el ameno huerto deseado

v 2 su sabor reposa

el cuello reclinado

sobre los dulces brazos del Amado.

28. Debajo de! manzano

alli conmigo fuiste desposada,
alli te di la mano

v fuiste reparada

donde tu madre fuera violada.

29. A las aves ligeras,

leones, ciervos, gamos saltadores,
montes, valles, riberas,

aguas, aires, ardores,

y miedos de las noches veladores:

30. por las amenas liras

v canto de sirenas os conjuro
que cesen vuestras iras

¥ no toquéis al muro

porque la esposa duerma mas seguro.

31. ;Oh ninfas de Judea!,

en tanto que en las flores y rosales
el ambar perfumea,

mora en los arrabales,

¥ no querdis tocar nuestros umbrales,

CANCIONES ENTRE EL ALMA Y EL

ESPOSO

ESPOSA

1. ; Adonde te escondiste,
Amado, y me dejaste con gemido?
Como el ciervo huiste,
habiéndome heride,

sali tras ti clamando, y eras ido.

CANTICO O (cont.)

.3
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BRIDEGROOM

27. The bride has entered

the sweet garden of her desire,
and she rests in delight,

laying her neck

on the gentle arms of her Beloved.

28. Beneath the apple tree:

there I took vou for my own,
there I offered you my hand,

and resiored you,

where your mother was comupted,

29. Swift-winged birds,

lions, stags, and leaping roes,
mountains, lowlands, and river banks,
waters, winds, and ardors,

watching fears of night:

30. By the pleasant lyres

and the siren’s song, I conjure you

to cease your anger

and not touch the wall,

that the bride may sleep in decper peace.

31. You nymphs of Judea,

while among flowers and roscs

the amber spreads its perfume,

stay away, there on the outskirts:

do not so much as seck to touch our thresholds.

CANTICO A

SONGS BETWEEN THE SOUL AND THE
BRIDEGROOM

BRIDE

1. Where have you hid.len,

Beloved, and ieft me moaning?

You fied like the stag

after wounding me;

I went out calling you, but you were gone.



2. Pastores los que fuerdes

allé por las majadas al otero,

si por ventura vierdes

Aquel que yo mas quiero,

decilde que adolezco, peno y muero.

3. Buscando mis amores

iré por esos montes y riberas,
ni cogeré las flores

ni temeré las fieras

y pasaré los fuertes y fronteras.

4, i Oh bosques y espesuras
plantadas por la mano del Amado!
jOh prado de verduras

de flores esmaltado!

iDecid se por vosotros ha pasado!

5. Mil gracias derramando
pasd por estos sotos con presura
y yéndolos mirando

con sola su figura

vestidos los dejé de hermosura.

6. | Ay, quién podrd sanarme?

i Acaba de entregarte ya de vero;
no quieras enviarme

de hoy mds ya mensajero

que no saben decirme lo que quiero!

7. Y todo cuantos vagan

de ti me van mil gracias refiriendo
y todo mds me Ilagan

y déjame muriendo

un no sé qué que quedan balbuciendo.

8. Mas jcomo perseveras,

joh vid!, no viviendo donde vives

y haciendo porque mueras

las flechas que recibes

de lo que del Amado en ti concibes?

9, ¢Por qué, pues has tagado
aqueste corazon, no le sanaste?
Y pues me le has robado,

Jpor qué asi le dejaste,

¥ no tomas el robo que robaste?

10. jApaga mis enojos,
pues que ninguno basta a deshacellos,
y véante mis ojos,

CANTICO A (cont.) 313

2. Shepherds, vou who go

up through the ¢eepfolds to the hill,
if by chance yor see

him I love most,

tell him I am sick, I suffer, and [ die.

3. Seeking my Love

I will head for the mountains a:id for watersides,
I will not gather flowers,

nor fear wild beasts,

I will go beyond strong men and frontiers.

4. O woods and thickets,

planted by the hand of my Beloved!
O green meadow,

coated, bright, with flowers,

tell me, has he passed by you?

5. Pouring out a thousand graces,
he passed these groves in haste;
and having looked at them,

with his image aione,

clothed them in beauty.

6. Ah, who has the power to heal me?
now wholly surrender yourself!

Do not send me

any more messengers,

they cannot tell me what I must hear.

7. All who are free

tell me a thousand graceful things of you;

all wound me more

and leave me dying

of, ah, I-don’t-know-what behind their stammering.

8. How do you endure

O life, not living where you live,

and being brought near death

by the arrows you receive

from that which you conceive of your Beloved?

9. Why, since you wounded

this heart, don’t you heal it?

And why, since you stole it from me,

do you leave it so,

and fail to carry off what you have stolen?

10. Extinguish these miseries,
since no ene else can stamp them out;
and may my eyes behold you,



pues eres lumbre dellos
v s6lo para ti quierc tenellos!

11, jOh cristalina fuente,

si en esos tus semblantes plateados
formases de repente

los ojos deseados

que tengo en mis entrailas dibujados!

12. jApirtalos, Amado,
que voy de vuelo!

ESPOSO

jVuélvete, paloma,
que el ciervo vulnerado
por ¢l otero asoma
al aire de tu vuelo, y fresco toma!

ESPOSA

13. Mi Amado las montaitas

los valles solitarios nemorosos
las insulas extrafias

los rios sonorosos

el silbo de los aires amorosos

14. la noche sosegada

en par de los levantes del aurora
la musica callada

ia soledad scnora

la cena que recreay enamora.

15. Nuestro lecho florido

de cuevas de leones enlazado
en pirpura tendido

en paz edificado

de mil escudo de oro coronado.

16. A zaga de t2 huella

los jévenes discurren al camino
al toque de centella

al adobado vino,

emisiones de balsamo divino.

17. En la interior bodega

de mi Amado bebi, y cuando salia
por toda aquesta vega

ya cosa no sabia

y el ganado perdi que antes seguia.

CANTICO A (cont.) 34

because you are their light,
and I would open them to vou alonc.

tl. O spring like crystal!

If only, on your silvered-over faces,

you would suddeniy form

the eyves I have desired.

which I bear sketched deep within my heart.

12. Withdmw them, Beloved,
I am taking flight!

BRIDEGROOM

Return, dove,

the wounded stag

is in sight on the hill,

cooled by the breeze of your flight.

BRIDE

13, My Beloved, the mountains,

and lonely wooded valleys,

strange islands,

and resounding rivers,

the whistling of love-stirring breczes,

14. the tranquil night

at the time of the rising dawn,

silent music,

sounding solitude,

the supper that refreshes, and decpens love.

15. Our bed is in flower,

bound round with linking dens of lions,
hung with purple,

built up in peace,

and crowned with a thousand shields of gold.

16, Following your footprints

maidens run along the way;

the touch of a spark,

the spiced wine,

cause flowings in them from the balsam of God.

17. In the inner wine ceilar

I drank of my Beloved, and, when I went abroad
through all this vailey

I no longer knew anything,

and lost the herd that I was following.



18. Alli me dio su pecho

alli me ensefi¢ ciencia muy sabrosa
y yo le di de hecho

a mi, sin dejar cosa;

alli le prometi de ser su esposa.

19. Mi alma se ha empleado

y todo mi caudal en su servicio,

ya no guardo ganado

ni ya tengo otro oficio

que ya s6lo en amar es mi ¢jercicio,

20. Pues ya si en el gjido

de hoy mds no fuere vista ni hallada,
diréis que me he perdido,

que, andando enamorada,

me hice perdidiza y fui ganada.

21. De flores y esmeraldas

en las frescas mafianas escogidas
haremos las guimaldas

en tu amor floridas

y cn un cabello mio entretejidas.

22. En solo aquel cabello

que en mi cuello volar consideraste
miristele en mi cuello

y en él preso quedaste

y en unc de mis ojos te llagaste.

23. Cuando ti me mirabas,

su gracia en mi tus ojos imprimian:
por eso me adamabas

y en eso merecian

los mios adorar lo que en ti vian.

24. No quieras despreciarme,

que, s¢ color moreno en mi hallaste,
ya bien puedes mirarme

después que me miraste,

que gracia y hermosura en mi dejaste.

25. Cogednos las raposas

que estd ya florecida nuestra vifia,
en tanto que de rosas

hacemos una pifia

v no parezca nadie en la montiiia.

26. Detente, cierzo muerto,
ven, austro que recuerdas los amores,
aspira por mi huerto

CANTICO 4 (cont.)

18. There he gave me his breast;

there he taught me a sweet and living knowledge;
and I gave myself to him,

keeping nothing back;

there I promised to be his bride.

19. Now I occupy my soul

and all my energy in his service;
I no longer tend the herd,

nor have I any other work

now that my every act is love.

20. I, then, I am no longer
seen or found on the common,
you will say that I am lost;
that, stricken by love,

I tost myself, and was found.

21, With flowers and emeralds
chosen on cool momings

we shall weave garlands
flowering in your love,

and bound with ong hair of mine.

22. You considered

that one hair fluttering at my neck;
you gazed at it upon my neck

and it captivated you,

and one of my eyes wounded you.

23. When you looked at me

your eyes imprinted your grace in me;
for this you loved me ardently;

and thus my eyes deserved

to adore what they beheld in you.

24, Do not despise me;

for if, before, you found me dark,
now truly you can look at me
since you have looked

and left in me grace and beauty.

25. Catch us the foxes,

for our vineyard is now in flower,
while we fashion a cone of roses
intricate as the pine’s;

and let no one appear on the hill.

26. Be still, deadening north wind;
south wind, come, you that waken love,
breathe through my garden,



¥ corran sus olores
y pacera el Amado entre las flores.

ESPOSO

27. Entrado se ha la esposa

en el ameno huerto deseado

¥ a su sabor reposa

el cuello reclinado

sobre los dulces brazos del Amado.

28. Debajo del manzano

alli conmigo fuiste desposada,
alli te di la mano

y fuiste reparada

donde tu madre fuera violada.

29. A las aves ligeras,

leones, ciervos, gamos saltadores,
montes, valles, riberas,

aguas, aires, ardores,

y miedos de las noches veladores:

30. por las amenas liras

y canto de sirenas os conjuro
que cesen vuestras iras

y no toquéis al muro

porque la esposa duerma mds seguro.

31. {Oh ninfas de Judeal,

en tanio que en las flores y rosales
el Ambar perfumea,

mora en los arrabales,

¥ no querdis tocar nuestros umbrales.

32. Escdondete, Carillo,

y mira con tu haz a las montafias
¥ no quieras decillo,

mas mira las compaiias

de la que va por insulas extrafias.

ESPOSO

33. La blanca palomica

al arca con el ramo se ha tomadoe
v ya la tortolica

al socio deseado

en las riberas verdes ha hallado.

CANTICO A (cont)

let its fragrance flow,
and the Beloved will feed amid the flowers.

BRIDEGROOM

27. The bride has entered

the sweet garden of her desire,
and she rests in delight,

laying her neck

on the gentle arms of her Beloved.

28, Bencath the apple tree:

there I took you for my own,
there I offered you my hand,

and restored you,

where your mother was corrupted.

29. Swift-winged birds,

lions, stags, and leaping rocs,
mountains, lowlands, and river banks,
waters, winds, and ardors,

watching fears of night:

30. By the pleasant lyres

and the siren’s song, I conjure you

to cease your anger

and not touch the wall,

that the bride may sleep in deeper peace.

31. You nymphs of Judea,
while among flowers and roses
the amber spreads its perfume,
stay away, there on the outskirts:

do no so much as seek to touch our thresholds,

32. Hide yourself, dearest one;

turn your face toward the mountains,
and do not speak;

but look at those companions

going with her through strange islands.

BRIDEGROOM

33. The small white dove

has returned to the ark with an olive branch;
and now the turtledove

has found its longed-for mate

by the green river banks.

36




34. En soledad vivia

y en soledad ha puesto ya su nido
y en soledad la guia

a solas su querido

también ¢n soledad de amor herido.

ESPOSA

35. Gocémonos, Amado, y
vamonos a ver en tu hermosura

al monte y al collado

do mana cl agua pura;

entremos mas adentro en la espesura,

36. v luego a las subidas

cavernas de la piedra nos iremos,
que estdn bien escondidas,

v alli nos entraremaos

y el mosto de granadas gustaremos.

37. Alli me mostrarias

aquello que mi alma pretendia
y luego me darias

alli, i, jvida mia!

aquello que me diste el otro dia:

38, el aspirar del aire

el canto de la dulce filomena

el soto y su donaire

en la noche serena

con llama que consume y no da pena.

39, Que nadie lo miraba,
Aminadab tampoco parecia

v el cerco sosegaba

v la caballeria

a vista de las aguas descendia.

CANCIONES ENTRE EL ALMA Y EL
ESPOSO

ESPOSA

1. ; Adonde te escondiste,
Amado, vy me dejaste con gemido?

CANTICO A (cont.)

34. She lived in solitude,

and now in solitude has built her nest;
and in solitude he guides her,

he alone, who also bears

in solitude the wound of love.

BRIDE

35. Let us rejoice, Beloved, and

Tet us go forth to beheld ourselves in your beauty,
to the mountain and to the hill,

to where the pure water flows,

and further, deep into the thicket,

36. And then we will go on

to the high cavems in the rock

which are so well concealed;

there we shall enter

and taste the fresh juice of the pomegranates.

37. There you will show me

what my soul has been seeking,

and then you will give e,

you, my life, will give me there
what you gave me on that other day:

38. the breathing of the air,

the song of the sweet nightingale,

the grove and its living beauty

in the serene night,

with a flame that is consuming and painless.

39. No one looked at her,

nor did Aminadab appear;

the siege was still;

and the cavalry,

at the sight of the waters, descended.

CANTICO B

317

SONGS BETWEEN THE SOUL AND THE

BRIDEGROOM

BRIDE

1. Where have you hidden,
Beloved, and left me moaning?



Como el ciervo huiste,
habiéndome herido,
sali tras ti clamando, y eras ido,

2. Pastores los que fuerdes

alla por las majadas al otero,

st por ventura vierdes

Aquel que yo mas quiero,

decilde que adolezco, peno y muero.

3. Buscando mis amores

iré por esos montes y riberas,
i cogeré las flores

ni temeré las ficras

v pasaré los fuertes y fronteras,

4, i Oh bosques y espesuras
plantadas por la mano del Amado!
iOh prado de verduras

de flores esmaltado!

iDecid se por vosotros ha pasado!

5. Mil gracias derramando
pasd por estos sotos con presura
v yéndolos mirando

con sola su figura

vestidos los dejé de hermosura,

6. | Ay, quién podra sanarme?

i Acaba de entregarte ya de vero;

no quieras enviarme

de hoy mads ya mensajero

que no saben decirme lo que quiero!

7. Y todo cuantos vagan

de ti me van mil gracias refiriendo
y todo mas me llagan

y déjame muriendo

un no s¢ qué que quedan balbuciendo.

8. Mas ;como perseveras,

joh vid!, no viviendo donde vives

y haciendo porque mueras

las flechas que recibes

de lo que del Araado en ti concibes?

9. ;Por qué, pues has llagado
aqueste corazon, no le sanaste?
Y pues me le has robado,

(por qué asi le dejaste,

y no tomas el robo que robaste?
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You fled like the stag
after wounding me;
I went out calling vou, but you were gone.

2. Shepherds, you who go

up through the sheepfolds to the hill,
if by chance you see

him I love most,

tell him I am sick, I suffer, and 1 die,

3. Seeking my Love

I will head for the mountains and for watersides,
I will not gather flowers,

nor fear wild beasts;

I will go beyond strong men and frontiers.

4, O woods and thickets,

planted by the hand of my Beloved!
O green meadow,

coated, bright, with flowers,

tell me, has he passed by you?

5. Pouring out a thousand graces,
he passed these groves in hastc;
and having looked at them,

with his image alone,

clothed them in beauty.

6. Ah, who has the power to heal me?
now wholly surrender yourself!

Do not send me

any more MESSEngers,

they cannot tell me what I must hear,

7. All who are free

tell me a thousand graceful things of you;

all wound me more

and leave me dying

of, ah, I-don’t-know-what behind their stammering.

8. How do you endure

0 life, not living where you live,

and being brought near death

by the arrows you receive

from that which vou conceive of your Beloved?

9. Why, since you wounded

this heart, don’t you heal it?

And why, since you stole it from me,

do you leave it so,

and fail to carry off what you have stolen?



10. jApaga mis ¢nojos,

pues que ninguno basta a deshacellos,
y véante mis 0jos,

pues eres lumbre dellos

y solo para ti quiero tenellos!

11. jDescubre tu presencia,

y mateme tu vista y hermosura;
mira que la delencia

de amor, que no se cura

sino con la presencia y la figural

12. jOh cristalina fuente,

si en esos tus semblantes plateados
formases de repente

los ojos deseados

que tengo en mis entraiias dibujados!

13. jApartalos, Amado,
que voy de vuelo!

ESPOSO

i Vuélvete, paloma,
que el ciervo vulnerado
por ¢! otero asoma
al aire de tu vuelo, y fresco toma!

ESPOSA

14. Mi Amado las montafias

los valles solitarios nemorosos
las insulas extrarias

los rios sonorosos

el silbo de los aires amorosos

15, la noche sosegada

en par de los levantes del aurora
la misica callada

la soledad sonora

la cena que recrea y enamora.

16. Cazadnos las raposas,

que estd ya florecida nuestra vifia,
en tanto que de rosas

hacemos una pifia,

y no parezca nadie en la montiiia,

17. Detente, cierzo muerto;
ven, austro, que recuerdas los amores,
aspira por me huerto
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10. Extinguish these miseries,

since no one else can stamp them out;
and may my cyes behold you,
because you are their light,

and I wouid open them to you alone,

11. Reveal your presence,

and may the vision of your beauty be my death;,
for the sickness of love

is not cured

except by your very presence and image.

12. O spring like crystal!

If only, on your silvered-over faces,

you would suddenly form

the eyes I have desired,

which I bear sketched deep within my heart.

13, Withdraw them, Beloved,
I am taking flight!

BRIDEGROOM

Return, dove,

the wounded stag

is in sight on the hill,

cooled by the breeze of your flight.

BRIDE

14, My Beloved, the mountains,

and lonely wooded valleys,

strange islands,

and resounding rivers,

the whistling of love-stirring breezes,

15. the tranquil night

at the time of the rising dawn,

silent music,

sounding solitude,

the supper that refreshes, and deepens love.

16. Catch us the foxes,

for our vineyard is now in flower,
while we fashion a cone of roses
intricate as the pine’s;

and let no one appear on the hill.

17. Be still, deadening north wind;
south wind, come, you that waken love,
breathe through my garden,



y corran fus olores
y pacerd el Amado entre las flores.

18. {Oh ninfas de Judeal,

en tanto que en las flores y rosales
el Ambar perfumea,

mora en los arrabales,

y no querdis tocar nuestros umbrales.

19. Escéndete, Carillo,

y mira con tu haz a las montafias
y no quieras decillo,

mas mira las compaiias

de la que va por insulas extrafias.

ESPOSO

20. A las aves ligeras,

leones, ciervos, gamos saltadores,
montes, valles, riberas,

aguas, aires, ardores

y miedos de las noches veladores:

21. por las amenas liras

y canto de sirenas os conjuro
que cesen vuestras iras

y no toquéis al muro

porque la esposa duerma mas seguro.

22. Entradoes ha 1a esposa

en el ameno huerto deseado

y a su sabor reposa

el cuello reclinado

sobre los dulces brazos del Amado.

23. Debajo del manzano

alli conmigo fuiste desposada,
allf te di la mano

y fuiste reparada

donde tu madre fuera violada.

ESPOSA

24. Nuestro lecho florido

de cuevas de leones entazado
en purpura tendido

en paz edificade

de mil escudo de oro coronado.

25. A zagade tu huella
los joévenes discurren al camino
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let its fragrance flow,
and the Beloved wiil feed amid the flowers.

18. You nymphs of Judea,

while among flowers and roses

the amber spreads its perfume,

stay away, there on the outskirts:

do not s0 much as seek to touch our thresholds.

19. Hide yourself, dearest one;

turn your face toward the mountains,
and do not speak;

but look at those companions

going with her through strange islands.

BRIDEGROOM

20. Swift-winged birds,

lions, stags, and leaping roes,
mountains, lowlands, and river banks,
waters, winds, and ardors,

watching fears of night:

21. By the pleasant Iyres

and the siren’s song, I conjure you

to cease your anger

and not touch the wall,

that the bride may sleep in deeper peace.

22. The bride has entered

the sweet garden of her desire,
and she rests in delight,

laying her neck

on the gentle arms of her Beloved.

23. Beneath the apple tree:

there I took you for my own,
there I offered you my hand,

and restored you

where your mother was corrupted.

BRIDE

24. Our bed is in flower,

bound round with linking dens of lions,
hung with purple,

built up in peace,

and crowned with a thousand shields of gold.

25, Following your footprints
maidens run along the way,




al toque de centella
al adobado vino,
emisiones de balsame divino.

26. En Ja interior bodega

de mi Amado bebi, y cuando salia
por toda aquesta vega

ya cosa ne sabia

y ¢l ganado perdi que antes seguia.

27. Al me dio su pecho

alli me ensefié ciencia muy sabrosa
y yo le di de hecho

a mi, sin dejar cosa;

alli le prometi de ser su esposa.

28. Mi alma se ha empleado

y todo mi caudal en su servicio,

ya no guardo ganado

ni ya tengo otro oficio

que ya solo en amar es mi ejercicio.

29. Pues ya si en el ejido

de hoy més no fuere vista ni hallada,
diréis que me he perdido,

que, andando enamorada,

me hice perdidiza y fui ganada.

30. De flores y esmeraldas

en las frescas mafianas escogidas
haremos las guimaldas

en tu amor floridas

y en un cabello mio entretejidas.

31. En solo aquel cabello

que en mi cuello volar consideraste
mirdstele en mi cuello

y en €l preso quedaste

y en uno de mis ojos te ilagaste.

32. Cuando tii me mirabas,

su gracia en mi tus ojos imprimian:
por ¢so me adamabas

y en eso merecian

los mios adorar lo que en ti vian.

33. No quierns despreciarme,

que, si color moreno en mi hallaste,
va bien puedes mirarme

después que me miraste,

que gracia y hermosura en mi dejaste,
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the touch of a spark,
the spiced wine,
cause flowings in them from the balsam of God.

26. In the inner wine cellar

I drank of my Beloved, and, when I went abroad
through all this valley

I no longer knew anything,

and lost the herd that I was following.

27. There he gave me his breast;

there he taught me a sweet and living knowledge,
and I gave myself to him,

keeping nothing back;

there I promised to be his bride.

28. Now I occupy my soul

and all my energy in his service;
1 no longer tend the herd,

nor have I any other work

now that my every act is love.

29, If, then, I am no longer
seen or found on the common,
you will say that I am lost;
that, stricken by love,

1 lost myself, and was found.

30. With flowers and emeralds
chosen on cool mornings

we shall weave garlands
flowering in your love,

and bound with one hair of mine.

31. You considered

that one hair fluttering at my neck;
you gazed at it upon my neck

and it captivated you;

and one of my eyes wounded you.

32. When vou looked at me

your eyes imprinted your grace in me;
for this you loved me ardently;

and thus my eyes deserved

to adore what they beheld in you.

33. Do not despise me;

for if, before, you found me dark,
now truly you can look at me
since you have looked

and left in me grace and beauty.




ESPOSO

34. La blanca palomica

al arca con el ramo se ha tornado
¥ ya la tortolica

al socio deseado

en las riberas verdes ha hallado.

35. En soledad vivia

v en soledad ha puesto ya su nido
y en soledad la guia

a solas su querido

tambi€n en soledad de amor herido,

ESFOSA

36. Gocémonos, Amado, v
vamonos a ver en tu hermosura

al monte y al cellado

do mana el agua pura;

entremos mas adentro en la espesura,

37. vy luego a las subidas

cavernas de la piedra nos iremos,
que estan bien escondidas,

y alli nos entraremos

v el mosto de granadas gustaremos.

38, Alli me mostrarias

agquello que mi alma pretendfa
v luego me darias

alli, tq, jvida mia!

aquello que me diste el otro dia:

39. el aspirar del aire

el canto de la dulce filomena
el soto y su donaire

en la noche serena

cor llama que consume y no da pena.

40, Que nadie lo miraba,
Aminadab tampoco parecia

v el cerco sosegaba

y la caballeria

a vista de las aguas descendia.

CANTICO B (cont.) 32

~

BRIDEGRCOM

34, The small white dove

has returned to the ark with an olive branch;
and now the turtledove

has found its longed-for mate

by the green river banks.

35. She lived in solitude,

and now in solitude has built her nest;
and in solitude he guides her,

he alone, who also bears

in solitude the wound of love.

BRIDE

36. Let us rejoice, Beloved, and

let us go forth to behold ourselves in vour beauty,
to the mountain and to the hill,

to where the pure water flows,

and further, deep into the thicket.

37. And then we will go on

to the high caverns in the rock

which are so well concealed;

there we shall enter

and taste the fresh juice of the pomegranatcs.

38. There you will show me

what my soul has been seeking,

and then you will give me,

vou, my life, will give me there
what you gave me on that other day:

39. the breathing of the air,

the song of the sweet nightingale,

the grove and its living beauty

in the serene night,

with a flame that is consuming and painless.

40. No one looked at her,

nor did Aminadab appear;

the siege was still,

and the cavalry,

at the sight of the waters, descended.
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