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Abstract

The album phenomenon developedrrance and Spaend lasted throughout the
entire nineterth century Aloums were books with blank pages in which the owner
collected contributions in the form of poetry, drawings, and music schnese works
were createdor aloum ownerdy friends, acquaintances, and sometimes even suitors
and were meant to pay tribute teh. It is possible to imagine the album as a space of
intensesocial and economigvalry, in which owners of the books competed with one
another to obtaithe most luxurious books, and to fill them with treatest number of
entriesfrom renavned artistsSimilarly, contributors implicitly competed with one
anothetto creae thehighestquality entries andontribute to albumthat advanced their
status as artistslowever, established writers did not need further publicity, and many
complaineé about the hassle of the constant request for contribufiortsighlight the
scope of the album phenomenon, and the frustration it caused writers and artists, José
Zorrilla denounced album entry requests, stating that he had been solicited for album
contibutions a total of 188,000 times in his lifdonoré de Balzac condemned the album
fashion even more fervently, declariigT o hel | wi th all al bums.

| study he albumas apractice thaprovidesimportantinformation regarding
gendergconomic, and #éstic exchange# the milieus in which it flourishedy
approach is based on the studylidferent types of texts. Firstanalyze threessays on

social customs that present the album from a perspective that mixes jonanadisatie:



VictorrJoseph Etienne de Abomy @ dl §iREe cAlsmahe sii B
et sur | e chiffonier sentiment ahblhum band Mar
use these essays to formulate a contextual theory @ibtine. | alscexamine

nineteentkcentury albums that | consatiin archives in France and SpaBiudying

boththe material construction of the albums &mel contributions included in therntry

to understand the social and economic determinantiso$tcial custom. Through the
albumentries,| explorethe artistic networks established throughd exploited bythe

album phenomenonvhich were essential for succtsly collecting contributions.

Finally, | analyze fictional textgn which the album serves as a pivqildt element us

to shape the develomnt of the stories and the rolefsthe protagonistdn my analysis

of literary texts that portray the album, | focus on the establishment of gender and

economic exchanges in this practicexplorethe imposition oftaditional geder roles

in the album phenomenoagcording to which women were exclusively alboum owners

and men were contributors. In my analysis of fictional texts, | also exah@eeonomic

aspect of this practicegflecting uporthe social class of tHectional characters involved

init.t Thel i terary texts that LaMdeduddgpareement Honor

(@)

(1837), Manuel B [Elgpdeta i la beaefidiadd&doméddia enrdesracios
(1838) anckEl cuarto de horaComedia en cinco actq4848),Juun de Ari zabs AH
deunalbumd ( 18d@)i, del Maut b ganddererun ac(@858),

AntonioF | or es & @ Cu a d rRbaceces desabremesaa( 1ly8 6u3n)o, Jos® M



Per eRedr@dSancheg 1 883), Juan L- pez (188),ahéd mor o006 s
Leopoldo AlasClarin®d s fi Aalbbaunrm coo0 (1898).

The nineteenth century saw the rise of consumer culture and the proliferation of
objects, such as cardholders, paradalss, pocket watches, and other trinkets. The
album is at once part ofithplethora of nineteerntbentury objects and yet it is also
distinct, in that it was a special piece of material culture that promoted a particular type of
personal communication and required the creation of textual production. The album was
establishedsa unique cultural manifestation, the study of which allows for
reconstruction of different types of sociBinamicsin its milieu.

Due tothe complexity andichness of this objeatentered practicand the ways
in which it developedthe album &fers multiple analytical possibilities, as a social,
historical, and literary phenomenon. One of the most significant contributions of this
project lies inits transnational perspective and indtsmparative analysis dlifferent
types of textsessays o social customditerary texts, and personal collections that
survive in archivahlbums.The study of the exchanges that were fostered, and capitalized
upon, through the album fashion is essential for understanding notions of private and
public and cokction as a practice. My alysis of the album yields invaluaklesights
into gender and class dynamics, ideas of art, and visual and material culture in

nineteentkcentury France and Spain.
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Introduction

La moda de los albums fue general en Francien laépoca de la Restauracion,
y recordamos haber visto una caricaturade aquel pais, representando un
cuerno de la abundancia, del quse escapaban multitud de albums,
y un gran namero de hombres leyendo, resguardados bajo paraguas.

(The album fashionwas widespread in France during theRestoration, and we
remember having seen a caricature of thatountry, representing a cornucopia
from which emergeda multitude of albums, and a great number of

men reading, protected under umbrellas.)

JavierdePalaco, fAOrigen de | os al b

Album: Registre personnel servant a consigner les autographes autres
traits caractéristiques de personnes connuest pl us sp®ci al ement
(Album: Personal register which serves to record the autographsr other
strokes characteristic of wellknown people,and more specially of artists.
i Al b uLenTrésor de la langue frangaise

Fans, umbrellas, hats, visiting cards, dancing cards, purses: the nineteenth century
was a period of extensive proliferation of obgectt hat si gni fi ed their
public constitution. The album, which arose in this context, was a book with blank pages
in which the owner collected contributions in the form of poetry, drawings, and music
scores created for them by friendsgaaintances, and sometimes even suitors. The
album, as an object, was the material representation of a fashion that spread throughout
Franceand Spain during the nineteemtntury. It is possible to imagine the album
practice as a space of intense rivalnywhich owners of the books competed with one
another to obtain the rarest, most exquisite, and greatest number of entries for their
books. Similarly, contributors implicitly competed with one another through creating
high quality entries and contribog mainly to albums that advanced their status as
artists. In this milieu, the album fashion had such an impact that important writers

complained frequently about th@noyancef the constant request for contributions.



Honoré de Balzac, forexample,orte® c | ar ed: ATo hel |l with
113). Similarly, José Zorrilla denounced album entry requests, stating that he had been
solicited for alboum contributions a total of 188,000 times in his difel obvious
exaggeration, but one that emphasibespoint(Gahete Jurado 60).

While tracing the genealogy of the album as an artifact that promoted particular
types of written communication, it becomes clear that its usenataesxclusive to the
nineteentttentury. Having its etymological origin in thatin wordalbus(opaque
white), the idea of the album has evolved over centuries. For instance, in Latin Antiquity
thealbum praetorisvas the white board upon which the praetorian edict was publicly
anrounced. Later, in the sixteentbntury, German stients developed tredbum
amicorum or Afriendship album, 0 to collect

In the nineteentkentury, the existence and ownership of albums transformed
notably, causing this personal object to serve a much more individualistic @tdiopos
both owners of and contributors to the book. The owner of the alboum became the
addressee and the recipient of all the praises included within. According to the texts |
have discovered that present this cultural practice, the album was widespreaophe E
from the beginning of the nineteentbntury to its very end. The French essay on social
customs that depicts the practice is frodil, while there is also an 1898 Spanish short
storythat portrays it. Like all social phenomena, this practice swetyt through
different phases in its development as a means of communication and space for artistic

expression. Thus, it is impossible to approach this social custom in a linear way or to

al
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impose an exclusive or definite notion of how the album functioméd milieu. On the
contrary, the very multiplicity of possible interpretations of this fashion, and the constant
alterations and deviations of its general rules, add richness to the study of the album.

In this dissertation, | identify the album asianportant social, cultural, artistic,
and personal practice, the study of which reveals significant information about the
milieus in which it flourished and the participants in it. The analysis of the album allows
us to reconstruct the different types i@risactions present in the practice, and establish
the ways in which they are emblematic of
craze offers evidence about the nature of social dynamics, as it required the formation of
networks through which pacipants materialized the process of requesting and creating
contributions. The exploration of the album practice also helps us understand the
constitution of gendelbbased exchanges in the nineteerghtury contextSpecificgender
roles wereassigned intis trend in which women were exclusively album owners (the
bookbecominga representation of their body) and men album contributors (responsible
for the creation of entries). Considering that the books themselves were usually
expensive, elegant, leatAeound objects, the study of the album aBowsus
reconstitute the function of economic structures in this context. Only women who had the
economic means to purchase the book would be able to participate in this craze, which
made it into a marker of da. The analysis of the album phenomenon also fosters the
understanding of ideas of art in its milieu. Due to its detailed and sophisticated material

construction, the album itself could be considered an art object. Once its pages were full



of contributiors, the album would be even more valuable, depending on the quality of the
entries and the status of the contributors. As a social custom that defined the needs and
desires of its nineteenttentury participants, the album also reveals the particularities o
the gesture of collection, as well as the intention to memorialize both the album owners
and contributors.

My interpretations of t he-ceatlnbFuantéand mani f
Spain are based on the analysis of the three different typest diat | include in my
dissertation. In my first chapter, | study essays on social customs that present the album
from a perspective that mixes the journalistic and the satirical. In 1811, Muteph
Etienne de Jouy wrote an account of the effectsttieaemergence of the album had on
the Parisian neighborhood of the Marais. Writing tweotyr years after Jouy, in 1835,
Mariano José de Larra reflects upon the impact of the album in the Spanish context.
Notwithstanding the chronological distance bedwéhese two essays, both Jouy and
Larra depict the album as a custom that was in vogue at the moment they write about it.
Because of their almost sociological chara
type of contextual theory of the album. Hewer, | also take into account the humorous
elements that add something of a fictional angle to their portrayal of the fahshion. One of
the most interesting aspects of Jouyds and
extensively in my first chapteis that they insist on presenting this fashion as it was
generally perceived as an exclusively female practice. | problematize the notion that only

women owned albums, as well as other observations Jouy and Larra make, based on my



archival research on reteenthcentury albums, and on other literary texts that depict the
practice. Through my examination of the intertextuality that exists between these two
essays on social customsrh able to demonstrate the importance of the album
phenomenon in ninetedntentury

I n the first chapter of this study, Il a
objects as a theoretical frame for my approach to the album. As an object that signified a
widespread cultural practice, the album reflects many of Baudribas o b ser vat i on:
the purpose and symbolism of objects in society. | am particularly interested in the link
he establishes between objects and the social class they represent and are represented by,
considering the ways in which social classes deterttie importance of certain objects.
This cyclical dynamic is present in the aloum exchange, through the centrality that social
elites gave to the book, and the ways in which it ultimately signified members of those
elites and their accesstothe netwdarks at f aci |l i tated the coll ec
Baudrillard also points out that objects are a metaphor for the desire of their owners to
belong to a specific social group. The album clearly represented this dynamic, allowing
both owners and contributorsfidfill this desire and establish the connections that
would offer them the possibility to construct a specific identity in public space.

My second chapter takes as its object of study the surviving ninetesmtilry
albums that | was able to contsul archives in France and Spain. Considering the value
of these albums as historical objects, | analyze their material construction and the

contributions they include, as the two elements that allow for a contemporary



understanding of the particularitesf t hi s practi ce. I n terms o
appearance, | identify the aspects that reveal information about their value and
workmanship, in order to analyze the function of class in relation to the sommmmic
dimensions of the album practice.
In my archival analysis, | also study the contributions included in the historical
albums, focusing on the gesture of artistic creation and on the types of exchanges the
albums reveal. Among the albums | consulted, | was able to verify the presence of
literary, pictorial, and musical contributions. My analysis, focused predominantly on
literary and poetic entries, revolves around stylistic tendencies and subject matter of
album compositions. One of the most interesting tendencies that | study of album
contributons is the creationofself e f er ent i al entries that men
the process of creation of the work of art, or the album exchange in general. In my
examination, | include contributions that fulfilled the common objective of the album,
namely to compliment a female alboum owner. However, | also acknowledge the instances
in which this basic dynamic was altered, for instance those in which the husbands of
al bum owners became the object of the entr
In the second chapter, | mairt a constant dialogue with both Jouy and Larra,
which allows me to point out the instances in which my observations do not correspond
with their theorization of the album. For example, among the albums | consulted several
belonged to men. Similarly, 1s0 discovered contributions created by women. This

proves that the gender determination of the album practice was not as strict as Jouy and



Larrarepresented.itCertainly, the most significant contribution of this chapter to the
study of the album is mylentification of important nineteenttentury French and
Spanish literary and artistic figures as participants in it. Many female album owners were
married to writers who, in turn, were also album contributors. The social and artistic
networks revealed tbugh the study of the album prove that this fashion required the
establishment of personal relationships that would ensure the success of the gesture of
collecting contributions.

My approach to the essays on social customs as journalistic depictitves of t
album phenomenon punctuated by humor, and to the albums themselves as historical
objects, serves as basis for my study in the third and fourth chapters of this study of
literary texts that present the phenomenon. The cultural practice that | stuggreesal
nineteentkcentury trend is fictionalized in French and Spanish novels, plays, and short
stories. In these different literary genres, the album exchange becomes a plot element that
impacts the development of the story and defines the charactehgeidvn it. The album
was considered by writers as important as Balzac, Gustave Flaubert, José Maria de
Pereda, and Leopoldo Al&Slarindto be an element that captured the reality of their
milieu, sufficiently to merit inclusion in their work. Theselawd r s @ f asci nating
to the album fashion, combined with the particularities of the fictional story narrated in
each text, results in a unique representation of the practice in each case.

In the third chapter, | analyze scenes from literary texsgresent exchanges

that result in the mutilation of albums and the addition of pages to these bex&sine



this aspect of the album dynamic absmportr a
(1847), Manuel B [Eleuartorde ltbee Comedsa enrtmacoactos 0 s 6
(1848), and HebAut der Meh ¢ h a8 RTdaatbume n un a
scenes in these texts become sources of information that allow for a better understanding

of the conditions that might have led to the physicalatiien of several of the historical

albums that | consulted in my archival research.

The fourth chapter focuses on the literary depiction of gender and economic
transactions in the album practice. | identify how gender roles and social class affected
albume x changes through my a haaMuseslu départefmentHonor ®
(1837), Manuel B [Elgpteta i la beaefidiad&omedia enrdesracios 6
(1838), Ant on iciocudntiapune Plécerés Gaisabderoesg 1 Bose3 )

Maria deP e r eRedr@ Sanche@883),J uan L - pez Val demorobs fAE!
and Leopoldo AlagClarin® s i Aal bbaunm c o. dhe (UltiBl® @ersonal,

emotional, economic, and artistic motivations and functions of the album encounters in
thesetextsenrichhe study of the practice, offering
interactions that led to the materialization of album contributions.

In my approach to the development of the album in ninetesitury France and
Spain, | consider its multiplenalytic possibilities as a social, historical and literary
phenomenon. Due to the richness of this practice and the multiple angles of study it
offers,one might be surprisdtiat it has not been investigated more thoroughly by

literary scholars. In fact,have not found a single critical text that compares and



contrasts the manifestation of the album in nineteeattiury France and Spain, while
simultaneously examining the portrayal of albums in fictional texts and essays in social
customs, not to mentioanalyzing archival albums.

There are more articles written about the album in Spain than in France. The first
of the Spanish articles, publishedild3 59, i s Javier de Pal aci o00s
Due to its publication in the context of the deyghent album as a social practice, de
Pal aciobds article naturally does not have
century after the development of the phenomenon. De Palacio briefly refers to the
etymol ogy of t he wo ratanfiatblints, sunloas the ahe inherited o0 me
by Johann Wolfgang von Goethe. After de Palacio, Julio Puyol \art®d5 an article
aboutanalbumthathad belonged to don Antonio Maria de Ojeda. More than merely
cataloguing, Puyol describes in detail the phglsappearance of this album, which had
been bought in Paris more than 80 years before he wrote about it.

Three of the articles published in Spain about the album are written by Leonardo
Romero Tobar, whao | met in person in Spain, while conducting my reseah . I n ALos
8l bumes de | as r o ngivesa histoacal acoourRaf theeatbom, i o b a r
which he refers to Jouy as Larrabés predece
Romero Tobar dedicates the last part of this article to analyzingaiselof alboum
poetry. This analysis fosters a reflection from Romero Tobar upon the scarce interest of
specialists in the topic of the album. In the specific case of Spain, Romero Tobar affirms

that the reasons for the generalized lack of awarenesstabalbum phenomenon are



the indifference among philologists toward the study of Romanticism and thalog/

assigned tolaums as historical documents (85). In his second article on the subject,
AManuscritos po®ti cos del offerdagindex oKtweve 0 RO me
albums, specifying their owners, contributors, and the title of the poems added to each
abum!ADi buj os y pinturas en 81| butpigisa del si gl
poesis 0 t he third of Romera fodusebathéabumastai cl es
register of pictorial and graphic works of important artists of the era, and also includes an
index of types of drawing and materials used in art entries.

Another important essay on the development of the album in Spain iardmp
Quiles Fazds fALos 8l bumes de seforitas: su
addition to quoting Larra and the two nineteeogéimtury Spanish novels in which the
album appears (which | analyze in the third chapter of this study), Quilgsdjaases in
this article that the album is a symbol of the power of the women, who personally asked
their admirers for their contributions. This approach represents an interpregiasing
the idea that women were passive in the album exchange, ls@iceote in the practice
did not imply any creative responsibility. | argue that, in somesweach one of these
interpretations nght be true. In the nineteentientury, women did not have as much
power and agency as men in terms of their public preséiuis, the album offered

women a space that, even though it was limited, signified for them the possibility to

1 In addition to this information, Romero Tobar mentions in which library or private collection each one of
these albums is kept, which was extremely useful for the archivaltivat | did in Spain.
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initiate social interactions and catalyze artistic production. In my analysis of the gender
connotation of the album, | examine how in thisgtice gender boundaries were both
enforced and also transgressed.

Certainarticles | consulted about the album phenomenon in France and Spain
present it from an individual perspective, analyzing albums that belonged to specific
historical figuresThisi s t he case of Ram-n Esquer Torre
romantici smo, 06 Joaqu2n de Entrambasaguasé
Madel eine Cottinds fAAutour doébun al bum r oma
Phil ox ne Boyer, 0 deondbds Ma.mu eclo nGaetpectie nJ wred p
rom8&ntico de | os ?ADathegeessays busalyde Pe Jaf |l or . 0
Ent r a mb diealgrunay stdédy, since it is useful for my analysis of the Conde de
San Luisdéd album, which was published as a

| havefoundfew articles that treat the subject of the development of the alboum
practice in France. The most i mportant of
' itt®raires. o Notwithstanding its kkrevity
has key references to the historicahtext of the alboum phenomenand specific details

about the content and physical appearance

Philippe Hamon, Labneadluyczaitni go nFLB6SUfdtEsesiadnst a | e

2There are some other articles that follow this same pattern and that | did not consult for this project. In his
article ALos 8l bumes rom8nticos po®ticos, 0 Carlos N
works and mentins briefly many of the articles focused on specific alboum owners.
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di fferent type of al bum: Fr®d®ri c Moreauds

that Madame Arnoux has in the novel. Howev

that | study serves only to establish a difference betwewmétbie identifiesag a | b u m

ami corumo) and t hdortosdraningshat Fr ®d®r i c uses
Going beyond to the existing works published on the album, my project proposes

a broader perspective on this craze. | do not study the album as an isolated phenomenon.

Instead, | approdwit as a significant practice which holds a great deal of explanatory

power, the analysis of which yields insights into social, gender, class, and artistic

constructions in nineteenttentury France and Spain. My comparative analysis of essays

on social astoms, fictional texts, and personal collections in surviving historical albums

reveals a diversity of circumstances for the manifestation of the album practice.

Analyzing the album phenomenon in its various iterations and in all its full complexity,

allows for a thorough understanding of its multidimensionality. The uniqueness of my

project ultimately liess wellin its transnational perspective, which makes it an

important contribution to the field of nineteertbntury European studies.

3 Hamon makes a detailed literature review about the autograph album, which was very useful for my
research.
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Ch apt er ween JouiinBlisnt and Fiction: The Depiction of the Album in Essays
on Social Customso

Au diable tous les albums.
(To hell with all albums.)
Honoré de Balzac

Le besoi n dsbuades signas hvanatoureurs
de la mort chez les individus comme d#s les sociétés.

On | e constate ° | 6®tat aigu dans
Il'y a aussi la manie de la collection, en neurologie,
il e collectionni

(The need toaccumulate is one of the earlyvarning signs
of death in individuals as well asn societies.
One can see it in its most intense state pre-paralytic periods.
There is also the mania otollection, in neurology,
Acoll ectioni sm.
Paul Mo r and, Lefipgéechés\capitauf@O29) o

One of the most interesting aspects of themllis that this phenomenon
transcended the limits of reality and fiction. In my exploration of the album, | establish a
juxtaposition between literary texts that present albums and real ninetestdiny
albums, the two elements of this practice thastilegpresent nowadays. In this way,
through the voices of social commentators, narrators, fictional characters, and real
women whose albums were considered important enough to be kept in archives in France
and Spain, | attempt a reconstruction of theetrijly of this fashion in nineteenth
century. The type of text in which the alboum was portrayed varied, including different
|l iterary genres and even journalistic essa
depiction in the essays on social custonfierefa historical and almost sociological
perspective on the development of this phenomenon in nineteemtiry France and

Spain.The three essays on social customs that | analyze areJaeph Etienne de
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Jouy 0 dlbuimDsidé ( 181 1) arhe si Rieumét durde chiffonier
sentimental o (18lLdhepmrteotiehli a €bhlses®i d
Observations sur | es miurs et | €siécle sages p
and Mariano JabuBd d(el 8 3R5 inahiSirticdids u wish tb
approach these essays as a type of contextual theory on the albunpersostaccount
that presents the particularities of the emergence and development of this practice in its
context. However, | will contrast this histora | el ement present i n Jc
essays with the genrebds satirical nature a
speak about social custom to portray the social practices they observed. In this way, | will
establish a balance between whatlddoe a factual representation of the aloum and what
was possibly a view corrupted by the fictional elements that were usually included in the
essays on social customs.

My analysis of Jouydés and Larrads essay
depictian of this practice and also problematizes it, considering the similarities and
differences in their particular approaches to it. The intertextuality between the two essays,
which results from Larrabs approprdyati on a
makes inevitable the comparison between th
particular interest in the album, and their presentation of this trend in their respective

collections along with other multiple social practices, as a gestureothfainted the

1 Although he uses the plural article in the title of his essay, Jouy keepssgthen [ Al bumo singul ar
not point out the errata in further references to the title.
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popularity of this phenomenon in their context. The effects of the album practice

captivated Jouy and Larra to the point that in their essays they stop being neutral

observers or commentators. Both writers adopt in their accounts of the alimone

active role that reveals their controversi
milieu. They present the album first by criticizing certain aspects of it, but then reveal

their fascination with it by scrutinizing some of its basicsudédne different portrayal that

each author makes of the album will be essential for my examination of their essays,

since | aim to point out the instances in which their descriptions are conflicting with each
other and to determine if those particulastiespond to a cultural determination or

simply to the fictional touch they give to their individual presentation of the phenomenon.
Also, my study of actual nineteentientury albums will allow me to identify the

i nstances i n whi c htionJobthisybject centradictditaactueh 6 s de p i
physical constitution. The key contributio
on the album is the contrast | will establish between them through my comparative

analysis of the three essays, somettiag critics have failed to do before in the few

published academic studies regarding this trend.
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l. Lives and Connections: Tracing the Origin of the Album Topic in the Essays on
Social Customs

A. Jouydbs and Larrabdés Public Persona and L

Il n his 18d&bbme&s day rfaElacknowl edges that h
who paid attention to the album fashion an
already written an article about it in 181
in the albumit will be essential to explore the aspects of their biographies that explain
why this type of social phenomenon caught their attention, as well as theagne
dialogue between the literary production of the two social observers, emph#sezing
indebtedness of the Spanish author towards
Larrads biographies wild.l be essential for
their interest in the album and their decision to portray this practice iredsays on
social customs.

Victor-Joseph Etienne de Jouy (176846) lived his life, as pointed out by Ch.

M. des Granges, as though it were a fisorte
Granges did not refer extoGuyana Indid, gndadther Jouyod
places, but also to his life in Paris and the adventures that he lived there as a minute

observer of soci al customs. Jouyods | ife wa

the main character, since even his name chahged.f an of the fAs®ducti o

Hi s real name was fAJoseph Etienne, 6 and his father
changed from surname to first name and Jouy himselfeventually e d t he particle fAdeod
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s®ductiono (Aseduction for s®ductiono) Jo
moral virtues since, as his contemporary E
jeune homme dobéavent vhudese sin dibArft@jgntamutdul 1
riait (Aihaodslome young adewearntuuryerd,d Aarn aging@mt
everything smiled at him and he smiled at
1793 to Isabella Walker, daughter of English writer Lithry Leslie Hamilton, Jouy

never considered this commitment as an obstacle for him to continue playing the role of
seducer in his travels, to the point of even forgetting that he was married. From this

marriage resulted a daughter, Emma, who, interegtimgls herself an aloum owner. |

was able to consult Emma Jouydés album in F
considering the intersection between the fictional account of the practice written by her

father and the symbolism of the real objesihed by her.

Jouyds |iterary production includes nin
himself or in collaboration between 1797 and 1800. Eventually, he also published short
stories (his collectioha Galerie des Femméscludes stories about stergpical
libertine and coquettish women), poetvgudevillesfables, and even operas. His essays
on the album that | will be analyzing belong to his journalistic production, which he

started in 1811 with his collaborationslia Gazette de Francéie finished hisGazette

it was convenient for him to have a more commercial name under which he could publish his theater plays
andnewspapearticles (Faul 13, 67).
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period in 1814 to create with some colleaglittsrateursthe satiricahewspapeLe Nain
jaune ou Journal des arts, des sciences, et de la littératilites newspapelasted only
until July, 1815 (Faul 93).
Jouy was not precisely adrad or praised by critics, especyalthose from the
mid-nineteenttcentury to the early twentiettentury. Georges Le Gentil identified him
as a fAchroni gue u4iM. doEelkiz declares that hisvanoblémewashot.a
| ack of e ahlitytoshowitirbhis publeshed works (at least in the volumes
de Feletz had read, some five out of twelintg) (445)# Notwithstanding the criticism
and disapproval of his writing style and p
the hapenings of his social surroundings and narrating them was on multiple occasions
acknowledged and praised, sometimes through his appearance in fictional works. Such is

t he case of Gu s Boavard et Pdcuxh€18&1). Feéliag the onpeazidus

3 Among the colleagues who participated with Jouy in this project weunis|Erancois Auguste Cauchois
Lemaire, AntoineVincent Arnault, and JeaBaptiste Bory de Saif¥incent.

4 Comparing him later with the writer Antoine Jay, with whom Jouy had collaborated, de Feletz even

affirms that Jouy is the more interesting oftheot: fide sorte que, dans |l es ouvr
ces deux ®crivains, ce sont | es morceaux compos®s p
guel que ckdsaeados(éh6p. way that, in the badtskhe writter
passages written by M. Jouy the ones peoplB5d) | ook f o

was a French writer who had published two literary texts in collaboration with esiyiermites en

prison, ou consolations de Sairfélagie (1823) and_es Hermites en liberté pour faire suite aux

AHer mites(&B2p)i sdheéey wrote these texts after being
literary production. Jouy was being accused of mocking, in an article written for theioolRiographie

nouvelle des contemporairte sentence against the brothers Faucher, who were condemned to death by a
council of war. Jay was convicted for writing an article about B&yerfrede, included in the same

ant hol ogy as J o28yhéyshoth gotrio the BairRdlagiepbison td serve their sentence.

As Cl aude Pichois points out, being Ahommes de | ett
detention to make their popularity grow. They published two volumes of chroniclesdh thiely narrated

their life in prison. The sequdles Hermites en libertévas published after they came out of jail (Pichois

24849).
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neel to | earn about society and Adneisusréesndr e p
Bouvard Arelut Paul de Kock [et] feuilleta
deeper into the knowledge about customs [ é
throgph ol d hermits of the Chauss®e dO6ANnti no;
his writings on social customs? Was he trying to validate the chronicler as a trustworthy
source of knowledge about nineteen#dntury society?

Jouyds | ife s adchalende, aa G.Wenytre points ouh &nd the

biggest adventure in that exploit was probably the writing of the collection of essays of

theHermite Al 6ouvrage | e plus insignifiant, | e
illisible que compte lalittt at ur e fran-aisedo (Athe most i n:s
unreadabl e work ever published in French |

the one in which the essays on the album are included, gained him a position in the

Académie Frangae For many, included his biographer Michel Faul, Jouy was simply
anarriviste who put all his energies into his mission of being elected as member of the
Académie francaise Jouyod6s dream finally became a re.
notwithstanding therdiques of those who did not think of him as worthy of this position

and even identified him as Al 6une des pl us

most complete academic nullitiesod; Faul 96

51n order to materialize his project of being elected for the highest language and literature organization in
France, duy had even become part of (béjeuner de la Fourchett@ group of around fifteen writers of

which four had already been members ofAlsadémievhen the group was formed (Andrieux, Arnault,

Daru, and Picard), and three became members after the crefttiengroup (Parsev@randmaison,
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Lar r ao s -183i7)f oa thd oth8r Biehd, canbetnarrated in the same
satirical way that cri tostenbris@gprdeaxzdclsi bouy ds
life at the early age of twenseven completely determined the tone of future accounts of
it. Notwithstanding the humor in his narratiomslahis frequent presentation of himself as
a character in them, Larra is often described as having a very serious and depressive
personality, prone to perceiving life with a certain severity that eventually affected him
emotionally. To these character tsait should be added the clear frustration that Larra
suffered regarding the circumstances of his historical context. The writer also known as
AF2garoo (his most popul ar pseudonym) had
things that were desirbbin other societies with everything despicable in his own. His
only objective, it has been said, was to modernize Spain in all aspects (Lorenzo Rivero
1). He was a progressive liberal who fought for a better Spain, one which could overcome
the backwardr®es and vice that hindered its develo
for progress had a justified basis in #feancesamientthat, according to his
contemporaries, he experienced. Larra probably learned his inclination and attraction to
French socigy and culture from his father, who supported Joseph Bonaparte in his reign
during the Peninsular War and moved to Bordeaux in 1812 with all his family to serve as

military surgeon for the French army.

Lacretelle le jeune, Etienne, and Chateaubriand). The purpose of the group was to make sure that each one
of the members would at some point be part ofttadémigFaul 8788).
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In 1818, as a result of an amnesty that Fernandoffdiea to the exiled
Spani ar ds, Larrados father decided to retur
himself into the Spanish system of education at the age of nine, Larra had to get used to a
new language and a way of teaching and learning thatliffeasent from the one he
knew. In a |l etter to one of his editors La
estarouiles - 1 o, como | os goznes de una puert a,
(AFrench was my f i r s trustykketgelhimgpeof anmbdndoned i s b
door, only by wusing it | can renew ito; Ca
Spain coincided with the development in that society of a phobia against French fashion
and all the things that came from FraRebio, i |1 nt r Ii)d The fature writer
had to face this rejection toward something that in some way he represented, having
grown up in a country resented at that moment by Spaniards. Larra aspired to make an
impact and plant the seed for change ftarm main platforms: his political engagement
and, most importantly, his literary endeavors. His frustration regarding his social and
political projects originated the discouragement that was partly the cause of his decision
to commit suicide. The otherflnences for this outcome were personal reasons,
specifically related to sentimental relationships.

Like Jouy, Larra had a weakness for the opposite sex, and his adventures with
women determined many circumstances in his life. In 1829, at only twensy/gldahe
married to Pepita Wetoret y Velasco. But that marriage did not last long, since Pepita

discovered that Larra was being unfaithful with Dolores Armijo, an extremely beautiful
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Sevillian woman who was a poet and was also married. His biographersthtt Larra
became completely infatuated with Dol ores.
was evident in many of his writings and ev
Madrid es llorar, es buscar voz sin encontrarla como en una peshdilazalora y
violenta.Porgue no escribe uno ni siquiera para los suyos. ¢ Quiénes son los suyos?
aQui ®n oye aquz2?0 (ATo write in Madrid is
it like in an overwhelming and violent nightmare. Because one dues/an write for
friends and family. Who are oneb6s friends
On February 13, 1837, after a meeting that Larra had hoped would be a reconciliation
with Dolores, the young and promising writer ended his life wiistol shot (Montero
4).

In terms of his literary production, Larra wrote poetry, novels, theater, and also
did translations and adaptations. But the most important genre developed by the
costumbristas undoubtedly the journalistic one, specificalg articulosthat became so
representative of his style. Larra gave a real depth to the tgoismimbristaarticles
focusing on ideas rather than on things and examining exhaustively the causes of the
social, political and psychological misfortunes of bountry (Servodidio 17).
Notwithstanding his short eiglyear literary career (and the fact that the literary scene in
his context did not pay much attention to the news of his suicide), Larra became the only
figure from his generation whose popularitydgrestige have augmented with time. His

literary creation nowadays seems to be more present than ever (Servodidio 8). The
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satirical tone that his biographers avoid is frequently present artilcelosthat address

his desire for the political and sokcraodernization of Spain.

B. AD2 | as gracias a Jouy: 0 On Larrads App
Social Customs

Jouy o dlbumde(st he essay to which Larra make
published in 1811, during the time of the Peninsular hd the Napoleonic invasion of
Spain. It is understandable that this period led to the entrance into Spain of many artistic
products that would make an impact in the cultural development of Spanish society.
Although Larra was only two yearsold whenyois essay was publ i shec
had access to it later in life, which means the production of the French writer remained as
an i mportant reference of soci al customs w
knowl edge of Jouydst workrarmscmhoautlhaoridsdeds:
Spanistcostumbristk new t he totality of Jouyds oeuvr
his articles on Spanish social customs were clearly based on previous writings on the
same topics published by Jouy. #tshbeen said that Larra was influenced by Horace,
Nicolas Boileau, Joseph Addison, Jean de la Bruyere, Francois de La Rochefoucauld,
Ramén Mesonero Romanos, among others (Caravaca ®. However, it is evident that
the strongest presence in the writimjd.arra was Jouy. Critics have identified more than
a dozen articles in which Larra imitates or copies Jouy, and others in which he reproduces
passages from the French author (Caravaca 20). The parallels in certain titles of both

authors allowustoregoni ze Larrads use of the subject s
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for example: fALa Cour des Messagerieso [/ i
AEmMpefYos y desempefos, 0 AUne premi re repr
represent aci -dre, @c hfalsas eppar/t iRnLa caza, 0 and @ C
c ar a c tEeidently, Ladra did not bother to change significantly the titles of many of
the essays inspired by Jouy, since he did not need to hide the influence of the French
author in his warks.

Larra should not be blamed for copying Jouy, since he never claimed to be
original in his literary creation. On the contrary, he warned in the prefdelepobrecito
habladort hat he would steal his materiambs wher
mutilados, traducidos, arreglados o refundidos, citando la fuente o apropiandonoslos
descaradamente, porque como pobres habl ado
(Apubl i shi ng -lendgtheommuiilated, trandated, méndeld or rewritten,
guoting the source or appropriating them blatantly, because, as poor speakers, we talk

about the familiar and the fored#8)dno; Hendr

6 Other articles written by Larrainwhc h t here is a clear reference to J
muerteo (fiUne ex®cution en gr veo), AFonda nuevao (
salono), AD2a de difuntosod (ALes s erpnualtou)r,e sidBIl, niuynod
todo es m8scaras, todo el afo es carnavalo (fALe car
(ARevue de | 6an MDCCCXI 1 o0), AVida de Madrido (fAnLa |
pobrecito habl adartce o( i lhd emdrets t dhemeln@Gh edrem | 6 her mi t e 0)

of Typedd. 37, 40

" This idea of copying and recirculation is definitely similar to what happens in the album exchange. Album
contributions were available in the book for future cimttors and acquaintances who wanted to read the
praises created for the album owner. Therefore, there was the possibility that those literary creations were
copied and reused in other albums. There were cases in which the contributors themselvesyateild re

their poetry, using the same verses in multiple albums to compliment different women. Larra and Jouy

24



Although this generalization reveals that the sources of the topics he presented in his

articles were multiple and diverse, it is clear that Jouy is the strongest influence in the

writings of the Spanishostumbristal n hi s article ALa revista
referring to a dream he had, acknowledges that he was recklessly plagiarzinogy : A L a
segunda cosa que Vi fugid] que al hacer este suefio no habia hecho méas que un plagio
imprudente a un escritor de mas méritoquedyd. | as gracias a Jouyeéeo
thing | saw was that by having this dream | had done nothing but imprygéadiarize a
writer of more merit than myself. I thanke
38). Identifying the plagiarism attenuates the negative connotation that such an

accusation would usually carry with it and illustrates the looserastiimward copy and

emulation in the literary domain in this period. Tdostumbristds satirically revealing

and accepting the idea not only that he had copied Jouy, but also that the French writer

was superior to him. This declaration rhetorically indales any allegations that his

detractors could make against him, since he is clearly not ashamed of his lack of

creativity in this specific article. On the contrary, Larra seems to be proud to declare that

he has copied Jouy, implying that his rendititnot he Fr ench aut hor 6s t

the original one. Although in other articles he keeps Jouy as an anonymous reference (the

make reference to this circumstance in the album exchange and we will also see it depicted in the literary
texts that present the practice.
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essay on the album is a case in point), in this particular one Larra thanks Jouy directly,
attempting to attenuate the chargf his plagiarism.

Hendri x defends Larrads gesture of copy
articles fivirtually without exception are
when he translates into a Spanish context the translationhecs al most or i gi n
on Jouy6s lAong these Imelta@vhéa states that Larra contributes with
his vigor, his aggressiveness, and particular vision to the development in the Spanish
costumbrismaf a focus on problems that, if he Haakd longer, he could have
transformed into real i ssues treated by th
superior to Jouydbs is open to debate, and
Caravaca. | do think, however, that Larra developeera specific approach to these
social situations that reveal a lot about the particularities of the Spanish context. Thus, the
validity of his literary gesture comes, if not from an innovation in the subjects of his
articles, at least from a certain clewess and talent in the study of the reproduction of
the social phenomena already analyzed by Jouy.

There were definitely many other writers who presented social customs that Larra
could have chosen to imitate. But he found Jouy so relevant agtavbmany topics and
approaches from him. Larra could have copied some of the customs portrayed, for
example, by LousS ®b ast i en Merci er , considered Jouyc¢
published hiSTableau de Parib e f or e Jouyb6s essayandinibhet ween

offered an analysis of aspects of French sg@ethe end of the eighteertbntury that
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Larra could have also identified in his Spanish context. However, it was invariably Jouy
who caught the attention of the Spanish writer. Consideringbad s i nf at uat i on
Jouyds essays on social customs, it is not
main topics of this constant homage. The Spanish author offers his own account of the
manifestation of the album craze in Spain, using as ingpirati and r ef erence J

descriptions and analysis of its presence in France at the beginning of the century.

Il. A Theoretical Approach to the Album as an Object

I n Jouyds and Larrads essays on the alwb
emblematicsocial practice in their respective contexts, but also as a fashion that
determined multiple aspects of the status and gender dynamics of its participants. Since
the album came to be a symbol of its owner, | think it is important to consider the
conditonof Aobjecto of the book itself from a
understanding the relationship that humans establish with the things and objects
surrounding them in their daily life has led to the appearance (especially in recent
decades) oh broad theoretical discussion on this topic. One of the most recent texts that
proposes the reconsideration of the role o
Vibrant Matter. A Political Ecology of Things Usi ng Bruno Latour s n
(a source of action, either human or nonhuman), Bennett proposes to explore an affect not
specific to human bodies and to Atheorize

(Xr1r1r). Bill Brown examines the fonction o
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Af firming that d@Awe | ook through objects [ &
Brown establishes a hierarchical differentiation between things and objects, privileging
the latter and identifying the former as a notion that refers to genenatity
amorphousness. For Brown, objects function as windows that reveal information about
history, society, nature, or culture, while things only obtain their value regarding their
materi al utility (4). Arjun Appadher ai 6s ap
politics of val u®ehe8ocialhife of hingst Comrdoditeesim on o t o
Cultural Perspective i s focused on the classification
of their participation in a market economy. Appadurai equates commoditiebuman
beings, arguing that, as a result of the relationship between the notions of value and
exchange and the effects that derive from
live&8o (3).

Among the multiple theoretical approaches to the notioninfishand objects and
their role in the daily life of humans, I think the most appropriate for my study of the
album is the one developed by Jean Baudrillard in his Book une critique de
| 6 ®c onomi e poBaudillardstarts hid exansnatigifrihe notion of object
by debating the empiricist hypotheses according to which the use of value of an object

and its functionality should be prioritized. He affirms that the essential value of an object

8 Othertexts that present fascinating theoretical approaches to objects and things, their consumption, and
their role in the daily life of humans aféie Sex of Things: Gender and Consumption in Historical
Perspectiveedited byVictoria de GraziandEllen Furlough a nd J u dwild tifingg: tha neaterdld s
culture of everyday life
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is actually the excha,whglethemnaed foreand(fumctians of ur d o
objects are only an abstract level or manifest discourse of their existence, a discourse to
which the soci al di scourse itself seemed t
pertinent to analyze the album sirthés object belonged to a dynamic of exchange on
different levels. First, it was an object that participated in a commercial culture and
therefore was attributed a specific monetary value that the potential owners had to pay if
they wanted to obtain it.€8ond, the album gained an additional value once its pages
were filled up with contributions, particu
notoriety and on the quality of the entries themselves. However, the clearest instance of
exchange in thelBum phenomenon is, evidently, the gesture of asking for contributions
and responding to this request with an album entry. While album owners would obtain a
contribution that would enrich their book and their own perceived social value, album
contributorswould have the possibility of showcasing their talent in a social environment
that could eventually provide them the recognition for which they longed.

Baudrillard presents his idea of consumption focusing on the notion of
Aconspi cuous rwassromeThorsteim &eblenhnehis bodke Theory of
the Leisure Clasg-rom this concept, Baudrillard develops his theory of a
Aconsommati on prestigieuseo (fAprestigious
discrimination in the access to consumptiomieindustrial societies. Quoting Veblen,

Baudrillard affirms that one of the main s
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expenditure, 0 is t he?Thewsorddofobjets doésinaheséape( fi | 6 o

to this rule of superficiality:

Lemone des objets né®chappe pas ~ <cette r
superfluidit®: cbest bien toujours en c
de d®coratif, de non fonctionnel, que d
gadgets, accessoires) danschaque objet, toutes les connotations et le

métabolisme des formes, le jeu de la mode, dta., e f , | es objets ne
jamais dans ce 7 quoOi ils servent, et c
prennent | eur si gnsi fiidc®stiigonne ndtedo pnroens tp | gues
| 6°tre et | e rangll)soci al de | eur d®tent

The world of objects does not escape this rule, this constraint of superfluousness.
It is always present in their uselessness, their futility, their superfluousnaiss, th
decorativeness, and their namctionality, in entire categories of objects
(trinkets, gadgets, accessories) or for every object, in all its connotations and
metabolism of forms, e.g., in the game of fashion, etc. In short, objects never
exhaust thenmaves in the function they serve, and in this excess of presence they
take on their signification of prestige
rather the being and social rank of their possessor. (Levin 32)
Was the album a useful or practicajedtt in its context? What was its immediate
utility besides decorating the living room of its owner and materially symbolizing her
social success? In my analysis of Jouybs a
journalists describe the album with ate@r disdain, pointing out precisely the futility of
this object because of its insertion in an exclusively female fashion reality. However, this
practice wasn fact, as | will show through my examination of actual albums, also

practiced bys ndeen.prTehsee nficeexoc ( iexcess of pres

Baudrillard as a condition of many objects is also denounced, not only by the two

°Terms in English are from Veblen as quoted by Baud
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journalists, but also by the many writers who were pestered by album owners in the
search for contrilabtiiecon®uSBalezsa@addbuimAw d s
generalized aversion to the album). My study of the album as an object that allows for the
identification of important social, economic and gender circumstances in nineteenth

century France and Spain proyesnetheless, the usefulness and historical value of the

book in the long term. It is indeed because of the excessive presence of this phenomenon
in its context that nowadays it can be used to explore multiple aspects of the public and
private constitutia of the participants in the exchange that it promoted.

The link that Baudrillard establishes between objects and the social class of their
owners is particularly useful to analyze the album practice. Criticizing F. Stuart Chapin in
his essay AA ®&MeBEaSoceme Status, o Baudrill ar.
between objects and the different positions in the social hierarchy is basically a vicious
circle, since Aon retrouve dans |l es objets
définie” partir des objetso (fiin the objects,
the final analysis, already been described
| will show in my analysis of the depiction of the album in literary terts @ the
historical albums that | was able to consult in libraries in France and Spain, this practice
was mainly present among the aristocratic and bourgeois classes. Thus, the album was
identified as an object that belonged to a higher social sphetbabgiroup was,
simultaneously, associated with the ownership and use of sophisticated expensive cultural

artifacts such as the album. The album reproduced the cyclic dynamic that Baudrillard
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mentions, and offeredhigh class women a symbol of thecid and economic powedbo
which they had access

This idea of a cyclical connection between objects and their owners becomes even
more appropriate for analyzing the aloum when Baudrillard starts questioning the
purpose that individuals have regardingrtiobjects. What exactly does one want to
present t hr ouigThr aodmoei s tobajveecrtss s es objets pl
enfants, ses amis, ses vétements, etc., une exigence de conformité, de sécurité, ou plutbt
ses aspirations, ses ambitionsisecl es, et , dans ce cas, quell
travers quelle(dbhs®ybribrdogbjehe&eée object
children, friends, clothing, that one indicates a demand for conformity, for security, or
rather, whatsom f ambi ti on, and through what categqg:«¢
guestions Baudrillard. The possibility of considering them to be even more emblematic of
an individual ds idiosyncrasy than his or h
elevate status that defies the generalized and accepted notions of the importance of
people and objects in human beingsé | ives.
oneds desire for soci al bel onging or perso
album practice. It is clear that by owning albums bourgeois women were fulfilling a
desire to be respected and accepted by a female group of society that was aware of this
trend. But there is another important motivation for engaging in the album practice
related to Baudril |l ar do(sf siodceiaa |o thatrdmhi et i Afioannshboi )

object could express. Aloum owners wanted to know that they were popular among their
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acquaintances, and that men would want to contribute to their aloums having always
something positive to say about them. Single or married, young or old, women wanted to

be praised and acknowledged in their social circle, and the album offered them that
possibility. Baudrillard mentions later that objects allow individuals to searchdr t

place in an order (or Asoci al l ogico) (20)
function of this object as one that promoted the construction of a personal identity in the
public space for French and Spanish nineteeatitury women. Howevel will not limit

my analysis to the characterization of the album as feminine and will also consider the

cases of men who defied the stereotypical identification of this practice, becoming album

owners.

l'1'1l. Jouyds and Lar r aobDiffeferst Acaoyrds,Gnea t he Al bu
Fashion; or the Contradictions in the Depiction of the Aloum Phenomenon in
France and Spain

|l have already established Larrads inte
social phenomena that were developing in the Frenchtwe r 6 s cont ext and e
to his own milieu. Besides the presence of
production, it is important to mention another influence that was essential in the literary
production of both writers. Joseph Addison &idhard Steele are frequently pointed out
as an essential reference in Jouybs and La
Spanish writers reproduce the satirical and clever approach to social practices that

characterized Addison and Steele, but alsed the journalistic format to publish their
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accounts. Addison and Steele are best known for their collaborafidreiSpectatora

paper published in London from March 1, 1711 until December 6, R&cognizing

the absence of awnelaathMdoPhar Mipopd) aanado as
once, the undeniable AENgl i s hThaSpécwatorcr avi ng
was created to satisfy ther@msity of the early eighteenttentury London bourgeois who

were eager to read about artistic ege new fashions, and social characters and situations

of their context! Having published’he Tatlerfrom 1709 to 1711, Steele hit upon the

idea ofThe Spectatoand Addison joined him from the start of this new project. The

success of he Spectatowassolid: of the 10,000 copies sold of a specific issue at the

peak of its popularity, each copy was read by dozens, frequently at the multiple coffee

shops around London which were subscribed to it (McPharlin 4). One of the most

interesting aspects dhe Spctatori s t he figure of AMr. Spect a
who describes the habits and particularities of his context and fellow citizens. It is almost

inevitable to establish a |Iink between thi

10 Although their contributions to the papeere basically equal in terms of quantity (Addison wrote 274

articles and Steele 236), it has been said that Add
guality. Voltaire had praised precnpcaedqyalthehe Engl i sh
sweetness of Addisonds proseo (Streatf @humber 31). Act

St eel ebds c dheseectatoended, Addisonltfafter an interval) returned to the task and
published seventpine additional ombers of the paper (Streatfeild 27).

11n his compilation of extracts froifihe Spectatgr Paul McPharlin explains that
RobinsorCrusoe Ri chardson was no more than a printer, Fie
(3). This is why the popular novel did not exist yet, and there was basically nothing interesting in terms of

popular culture to read at this moment in England.
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writingsbyJoy and Larra (in the form of the AHer
performed the role of scrutinizing their milieu and narrating the particularities of life in it.

I n Jouydés and Larrabds essays on soci al
impact of Addison and Steele and their journalistic project. Jouy admitted directly that he
was imitating the creators @he Spectatof Hendr i x, fANotes on Coll e
even incl udepdr odpno stoh et ofi Ahwviasntc ol | rencdto on of e s
Addison made by the character of the hermit, who admits that he was attempting to do
something similar to what the English journalist had done in his colititaanwhile,
Larrads motivations in his | it éstmthg produc
work of the two English journalists. In the tenth published numb&hefSpectatothe
narrator reveals to his readers the princi
the closets and libraries, schools and colleges, to dwelllos @nd assemblies, at tea
tables and in coffee housesdo (McPharlin 4)
an instructional and reformative one, which aimed to offer a specific type of education to
its readers, an instruction that would help thdemtify the flaws in their society and
work towards improvement. Although it would be difficult to measure the impact that
The Spectatonad in changing eighteentientury social customs, it is undeniable that the

paper transcended its moment and becamedel for the analysis of cultural practices

2 For the specific quote see page 25 of this chapter.
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and journalistic writing23 Considering the instructional purpose of Addison and Steele in

their paper, it is not surprising that Larra, who dreamed of the transformation of Spanish
society in his moment, wouldalie wanted to use their journalistic feat as a model. The
influence of the English journalists on the Spamisstumbristehas been previously
documented?But there is an aspect of Addison an
customs that can be closelydie d t o Jouydés and Larrads and
exploring their journalistic venture. Just like the French and Spanish writers, the creators

of The Spectatowere particularly interested in women. In a collection of some of the

articles publiskd in their paper, there are multiple essays that deal with topics

representative of the position of women in their context, female fashion, and female

prototypes and stereotyp®d.can imagine that, if the album had existed in England at

13 Explaining the persistence ®he Spectatoin English letters, McPharlin affirms that Benjamin Franklin

took this paper as his model when | earning to write
wi shes to attain an English style must give his day
YInher article fAApuntaciones sobre la influencia de

mentions five different aspects in which Larra copied the English writers: the notion thati¢keeon
socialcustomsshould be vivid and concise, the missidrcensorship and reformation of customs, the use

of pseudonyms, the physical or moral characteristics of his fictional narrators, and the tendency to criticize

vices and foolishness in individuals (383). Meanwhile, Caravaca makes a comparison among frassage

articles by Larra and Addison to show how the Spacisttumbristehad basically copied the words of the
English journalist, even in the titl-+aousef the essays
Pol itielDanso) (9

15 Some of the essapy Addison and Steetteh at present female characters or
Wives, 0 ACl assic Dress, o0 fiDissecting a Coquettebs F
AMarriage, 0 ASal amander Women, 0 fiSec&udaueras, ®nidi dt irn
these articles carefully, considering the possibility of finding depictions of the album practigateenth

century London. | did not find any.
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the beginning ofhe eighteenth century, Addison and Steele would have written about it
in The Spectatot®

|l have already established the network
and Larrads production, wunil ateralemsn t he
of their indebtedness to the English model imposed by Addison and Steele. Now | would
like to analyze in detail the essays on the album written by Jouy and Larra taking into
consideration, as | have explained before, the intertextuality that lieks thecause of
Larradbs appropriation of the topic origina
these essays in the literary production of both wribersocialcustomsand identify the
transformation of their role from simple observers tovadtidges of the album practice.
Even though Jouybés and Larrads accounts <co
to the contexts in which the album fashion developed, | would like to problematize their
essaysby keeping in mind their pseugmurnalistic nature, which implied the potential
inclusion of fictional el ements in them. A
physical appearance, their intention to determine its social uses, and their insistent
categorization of this practiceise mi ni ne wi | | be essenti al i n

Larrads essays on the al bum.

¥Anot her aspect in which Jouyds essayatclesmsingheci al cu
use of the epistolary format. In both collections there are many letters supposedly written by readers and
sent to the author of the articles, which adds a new level to the narrative complexity of these works.
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A. Structure of the Essays and Context of Their Publication

Jouy strengthened his celebrity status by publishing about one hundred articles in
La Gazette de Franc®etween 1811 and 1814, around the time of the decline of the
Napoleonic Empire, in whose army he had served. These articles presented scenes of

daily life in Paris and, according to Faul, received as much praise as critk@éanring

to Jouyds isaitcicregs sParni sdiegpn | i f e, Charl es Mor
feuilletoniste de genrede ceterrip§ [ €] Ce fut ai nsi quoi l p ®
notaire et dans | e boudoir de | 6actrice, d

grisette partout, en un mot ou il y a une patte de lievre a gratter ou un bouton a tourner
l onguement 0 (faulletonistedfthattsdrtat thiatitiméswas thus that he
penetrated in the office of the notary and in the boudoir of the actress offitkeof the

magistrate and in the workshop of the working class woman, everywhere, in a word

where there is a haredéds foot to scratch or
Stendhal is | ess generous wi tiohdetMhdeJouyour nal
a | ®g rement effleur® | es choses [é] [ mai s

de f or ce da nAsssildéectaeasksossont ces efqéigses, elles ne sont pas sans

val eur o (At he obser v atched oporotte thiigs [bdtlat Jouy h
| acked depth in the treatment and strength
are, they are not worthlesso; Faul 79). Th
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been criticized, his journalistic articles wegginized by his contemporariés.
Notwithstanding the importance of Jouyds |
thatJouywas not the first one to develop in Franceghe i nt ur e.Adkhave mi ur s
mentioned before, LouiSébastien Mercier, yonalist and writer from the latghteenth

and early nineteenthent uri es, has been i dentified as
interestingly, he was al s$pectatrf | Merncieadr sy A
collectionTableau de Parisompiled a series afcenes that depict daily life under the

Ancien Régiméncluding diverse social characters and circumstances). Although
Mercierdés sarcastic tone and interest in t
an influence i n Jothegpbhenomera inhisantextshe deniedéhe s ay s
influence of his French precursor in his work. This is particularly interestomgidering

that he pointed out the impact of Addison and Steele i®hisu d e s ,dveichmT ur s
reveals a possible desire of ignmayithe previous work on customs done in France in

order to present his project as innovative and unique in his country.

Faul also quotes Augustéi t u6s harsh critique of Jouy: AJe ne s
| 6hermite, il se rencontre un seul trait dobébobservat
En fait déobservation, commeneén afuxi thddespriomyveMued
une pr®dilection notoire pour | a plaisanterie connu
moi ndre id®e du d®t ail, il ressemble en cela ~° <ces
et ne savent que mettre dedafsi| am not sure that, in the five volu
of actual observation, or, to compensate, a single spiritual Wotekms of observation, M. de Jouy sticks

to what has b e bershodsamiandfestdredilectbn foréhp known, accepted andgnadki

jibe [é] M. de Jouy has no idea about how to deal w
draw as good or as bad the oval of a headdanabt know what to put insidg79). However, Faul follows

this quote with his own validation of Jouyds wor k,

epoch, and that they contribute to the knowledge about Parisian daily life under the Empire (79).
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Jouyds two essays o0 rGazette de FeahcBbouta wegkp e ar e d
apart, on October8) 18 1 1Albymd Pesand 8RNovieSnibler( iRecher ch
| Abumet sur | e chiffonnier sentimental 0). |t
to say about this object and he could not postpone his second account of it to a later issue
of theGazette These articles later becamarpof the collectionok 6 Her mi t e de | a
Chauss® do6Antin, ou Observations sur | es m
commencement du XiXiecle | think it is important to analyze the use of the term
urso in the title ofatdowmysd®ds ono IAlmd aitrisadn .f
Jouyds essays might bEet usdeeesn taaswilhie peogesetie s s or
later in the century by Honoré de Balzac. In a letter sent to Madame Hanska (his
correspondent at the moment who would later become e imifOctober 26, 1834,

Balzac describes in detail what he would include irEhisu d e s doee oftieu r s
sections of hi€omédie HumaineHe e x p | aEitnusd:e si Ldepeesemienont s

tous les effets sociaux sans que ni une situation de la viee physionomie, ni un

caract re débhomme ou de femme, ni une mani
social e, ni un pays fran-ais, ni quoi que
de la politique, de la justice, de laguerre, @t étou bl | ®0 (A The studi es

represent all the social effects including any life situation, physiognomy, male or female
personality, way of living, profession, social area, or French region, anything comprising
childhood, old age or middleage,o | i t i ¢s, | usBtail czéturdéosie war 0 ; z

m1 u aireed therefore to cover not only all the possible social characters at different
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moments of their lives, but also their ways of living and the political and social
circumstances that could haveari f ect on them. The wuse of th
makes clear that he will be focusing on the consequences that the particularities of the
context would have on the constitution and behavior of individuals. Although he never
declaredto haveagroect as broad as Bal zacdés, Jouy al
of Parisians in particular to a diversity
customs in his context, although written in a different style and focused on different
manifesations of social practices, precede the ones made by Balzac almost twenty years
later.

I n order to understand Jouyds interest
these essays, it is essential to analyze the structure of the collection of thedretihie
journalistic and fictional construction surrounding it. At the moment of the publication of
the articles that had already appeared ifGheette Jouy decided to create a fictional
frame that would support the gathering of those texts. Heused fhAp aapos o t o
narrate a story about how these articles came to constitute a published collection. After
t he fpAvamds o he added a section called APor
the author of the articles presented himself to the editotheGazetteand exposed to
them all the reasons why he should be selected as the writer of the artistesal
customghat they planned to start publishing. It is particularly interesting how in these
two introductory sections Jouy creates thédital character of the hermit and hides

behind this role, making his authorship of the collection of articles a more complex
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guestion. More than a simple pseudonym, the hermit was a figure who would carry all the
blame for everything said in these so@atounts® However, Jouy could not escape the
association with his fictionaloppleganger as Des Gr anges reveal s:
appel ® | 6Hermiteo (Athat one who is called
' ived i n t he Clhafictorsdtheir depafation was flimsg indeed.

Nonetheless, the creation of a fictional double allowed Jouy to shift responsibility if the

reader found his observations questionable.

I n thepmAyasnad of the coll ect bawenthd ouy pi
her mi t anada( iitl hee | p WMrdmitherpellisherapproaches the hermit and
explains to him that he wants to talk abou
hermit is surprised and confused and asks the publisher how he kisawse identity.

The publisher reminds him that anonymity is a fallacy for someone who publishes his
writings: AJe ne suppose pa-emscackésouswtse ay e z
nom pseudonyme. Léincognitardiéum j(ddr "dal ino
believe you thought you could remain for a long time hidden behind your pseudonym. It

i s impossible to remain as incognito being
to explain to the hermit how famous he has become thanks &stlules and how they

are the main discussion topic at cafés eatoinets de lecturd-inally, the publisher

81t is important © point out that Jouy did adopt some actual pseudonyms, but he did it during the epoch
following the Gazette His debut in théain Jaundn 1814 coincided wittone ofhisnom de plume

Guillaume le Frandarleur. In 1815, when he started workinglferMecure de Francehe changed his
pseudonym again. Now he signed as Paul, chevalier de Pageville, also known as Hermite de la Guiane
(Faul 89, 99).
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reveals to the hermit an important proposal he has for him: he wants to be authorized to
gat her his serial ar t ideolpwbksh theinf Teeuherinitie t o n 0 )
astonished by this offer because he does not consider his articles deserving of such
attention, having been created only for the fleeting pleasure of the readers. When the
publisher reminds him that collections in the sayaere have been published, the hermit
replies by saying that he is not the abbé Prevost, Addison, Steéhnson, implying

that his humble writing could not be compared to the feat of those important social

observers. The hermit even makes a spe@fitrer ence t o one of Jouybd

AAddi son a peint |l es miurs et | e-buitkneages d
si cle, jbessaie de donner une i-rde®evidemec |

(AAddi son pai nt e doftLdmdon athe begionng of thenemjhtelerdhb i t s
century, | am trying to give an idea of those of Parth@beginning of the nineteenth
c e nt u Xy Bventubll} convinced of the complete success that the publisher
promises him that his collection of egsan the nineteertbentury French customs will
have, the hermit agrees and authorizes him to publish them and the ones he will write in
the future.
The APortrait de | 6aut eur ¢ rtohpaots 0J ccuayn ade
interpreted as a complentdn the first section, as readers learn more about the author of
the articles that appeared in Bazette de Frangenamely Jouy disguised as the hermit.
Jouy explains that the editors of Bazettedecided to create tHaulletin moral de la

situation & Paris i n which they would publish a wee
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d®t ails domestiques, de circonstances fugi
est impossible dbéajouter un nouveau degr ®
pd i tiques ou |itt®raireso (fAa multitude of
daily events to which it is impossible to add a new degree of interest in linking them to
political or | iterary memoriesbt®2fes Thmesge:
par mi |l es habitans de cette i mmense capita
i nhabitants of t-3).iPeciselydormqasreetingdopdecidawho they 2

would choose as author of these articles, the editors @dbhetterecave a letter from a

potential candidate, presenting himself and justifying tiey should choose hinot

fulfill this role. It is fascinating to think about the mdietional structure at work here:

Jouy writes the Aport r didatedorthegBazettdwhacidtheh e des
hermit and who is, in the end, Jouy himself. But Jouy gives some details to distract the

readers and make them think that it is really a different person who is being described

here. For example, the protagonist ofthepor ai t makes t he foll owin
n® |l e 25 juillet 17410 (Al was born on Jul
1764. Was this supposed to be the birthdate of the hermit? In the rest of-the self

description, this anonymous charactemgs out all the traits that make him an ideal

candidate for the position. Besides being extremely curious and independent, he declares

that he does nothing in Iife: ARabsol ument
tiens note le soir,eernt r ant, de tout ce que jb6ébai vu et
(habsolutely nothing; Il come, |l go, | see,
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take notes of everything | -Th'3Nex, hesnareates an d
his activities ora typical day: from his walks by the docks and his lunches at the cafés by
thePalaisRoyal(listening to the conversations about politics, finances or commerce
from the other guests), to his visits to friends in the Faubourg-Gaimhain and the
spectales he would go see at thpéraor theComédie Francaiselhe similarities

between the hermit and Jouy become evident at this point, since the journalist has been
accused of not living like a hermit, and having instead a very active Parisian life,
particdarly evident in his constant appearances in salons (Faul 107). In the case of the
portrait of the hermit created for the editors of @azetteit is clear that this character

did not have to work to sustain himself, which means that he had enough tmdineya
leisurely life without worrying about the expenses it entailed. Great connoisseur of life in
the French capital, this applicant for author of the articles omfheau in the city was
definitely prepared to assume such a role. Right before ifigjstis written seHportrait

he reassures the editors of thazette affirming that he is also an expert in fashion, an

area of knowledge that would prove to be essential in treating the phenomenon of the

album.
®l'n his article AElI caf®, 0 Larra presents decharact
hermit, the protagonist and firpte r son narrator of AEI caf®0 is very ¢

in learning about everything. Also, like his French predecessor, he does not do much during the day. The
favorite activity of this type of Spéshflaneuris to go to coffee shops where he can indiscreetly listen to
conversations about nationality and politics. He does not specify if, like the hermit, he takes notes of his
observations at the end of the day, but he does declare that he aaatyjadges the events and characters
that he witnesses every day and that sometimes he laughs about them before going to bed.
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This fictional apparatus created arouhd publishing of the collection in which
Jouyds writings on the album are included
position from which Jouy approached this practice. It is particularly interesting that the
two essays on the album included.i®o Heni t e de | a @dmotdraneed®as d o Ant
texts written by the hermitouy, but as letters supposedly sent to him by readers. The
first eAlmmy, sfplkecs fies in its subtitle that
|l ettres du MaraiGhdud d®@®erand Aret dre, 0 and it i
FontenayauxRoses. 0 The second AésnsaydodRNRenwhterltdee
precise detail about the sender and the receiver, but it addresses the hermit at the very
beginning, which makescledaraet it i s a text sent to him.
before a section of fAObservations d®tach®e
this | ast one on the album (which is an en
Jouyds t endtethat aimbte clagify thesorigin of the two essays on the album:
ACette | ettr e, Alm susléeChiffooner Serdirhentalet sursleuPublid, 6
ne sont pas de | 6Hermite de | a Chauss®e do
with those about thalbum about theChiffonnier Sentimentalend about the Public, do

not belong to the Hermite de la Chaus8éxint i n. ( Edi tWwhadesacttyot e) 0 ;

®There is an intense exchange of fiCorrespondanceo i
always necessarily witthe hermit. There are many letters that are written by or addressed to what can be

considered emblematic figures in the context in whi
Marai s, 0 who writes the l|letsefrramoatibder gqq¢ diusn, d u h e
hermit, or from Aune famille de | a Chauss®e dO6Antin
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does this mean? Were these letters not written by the hermit or not addrdss®?l to
Who is the editor of the book (who has not been mentioned before)? Is it the people at the
Imprimerie de Pillet, who first published the book?

Considering the different narrative and fictional levels that Jouy created, the fact
that the essays ondlalbum are letters supposedly sent by someone else to the hermit is
clearly a ruse in the French writerdés I|ite
the album into hypothetical letters to present different perspectives of this practice. The
multipi ci ty of narrative voices which were not
writer to present diverse approaches to the album fashion. These different interpretations
of the album phenomenon were presented through characters who, although vaguely
identi fied (the first |l etter is written by i
one by an unidentified correspondent), could represent different social groups and
therefore transmit varied and opposite opinions about this craze. There is alistiribe d
possibility that Jouy did not want to be blamed for what was said in the essays. These
narrative ploys allow for a more complex presentation of the album because they voice
different public reactions to it.

The publ i c aAricdastakesiplack ia a very diferent context and

circumstances. These articles were written at a moment in which progressive liberals

with the composition of these fictional letters was to reproduce real disputes that happened between
members bhis social context, and to depict diverse perspectives on the issues he presents in his essays.
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guestioned and reevaluated the totality of the social structure prevalent in Spain during
the Antiguo RégimenAfter the Ominous Deade (from 1823 to 1833), the death of
Ferdinand VIl in 1833 and the First Carlist War (from 1833 to 1840) determined a period
of change that offered the possibility of rethinking the established social and political
structures. Representing this liberawe, Larra offers through his articles an exciting
portrayal of the transformation of Spain i
However, Larra is not strictly attached to the established meaning of the term, since he
transformed the type of analysisrfeemed in the typicahrticulo. Larra transgresses the
superficial boundaries of the depiction of types or characters and aims to penetrate the
idiosyncrasies of the figures and situations he presents. His contribution to the study of
social customs thusritiques stereotypical models and proposes alternatives for
materializing the change he wanted to see in his country.

As Joseph V. Servodidio explains in the
articles, therticulo came to be the main literary méastation ofcostumbrismo
(Ali terature of s o,adiedtinheritosdfthemadlroden d manner s
costumbre¢ Aportrai t o fromshe seveatéenttt cerduryoThesntain
difference between thmuadroand thearticulois that the first oe, notwithstanding its
relative autonomy, was always incorporated into the longer format of the novel, while the
second one was more independent. Also, the length of both types of compositions was
essentially different: whereas theadrotended to have vg prolonged moral and

didactic digressions, the newspaper format required thairtioello be short enough to
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occupy the minimum space available. Considering that the newspaper aimed at a more
diverse public, with heterogeneous tastes and interesisutimalist had to illustrate and
popularize the tone of his material, putting aside his most serious intentions, if he wanted
to keep the interest of his readers. The religious or theological approach to human
behavior that had dominated tteadrowas nolonger central in tharticulo. The
economic, social, and political aspects of life were now the ones that required a more
detailed analysis. Contrary to theadrg thearticulowas particularly interested in
political satire and in the picturesque aspeaxtsociety (Servodidio 18). Thearticulo
de costumbreBecame an established literary genre through the exposure that Serafin
Estébanez Calderon, Ramén de Mesonero Romanos, and, of course, Larra gave to it.
These three writers became innovators whonated the new genre and dedicated their
careers almost exclusively to it. It is particularly interesting that Estébanez, Mesonero,
and Larra, along with their respective sup
to prove that each one of thewvas the real precursor odstumbrisman Spain
(Servodidio 15).

The collectiorArticulosconsists of a selection of the articles that Larra wrote in
the space of eight years, from 1828 to 1836, and that were published in the different
periodicals he wdked for during that time. There have been more tharyttiifterent
editions of thesarticles. In all these different editigriee main and more popular
articles are repeated, while other secondary artarleasdded to each selectidcBome of

the perodicals for which Larra wrote afel duende satirico del dj&l pobrecito
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hablador, La revista espafiol&l correo de las damag&l observadorRevista
mensajeroEl espafial EIl mundg andEl redactor genera(Rubio,b, Al nt r3®ducci - no
53). The initial indusion of articles from these differeméwspapers his compilation
depended on the status that Larra awarded to every one of them. For example, the very
first newspapehe published inEl duende satirico del djavas completely excluded
from the firstedition of hisarticulos since he did not consider it particularly important
(Rubioc, Al ntrdYuccdusnto |i ke Jouyds use of the
names that he adopted during his literary carreer, Larra also created more than one
pseudaym to hide his real identity. Somelofa r nma@and de plumeere a direct
reference to the periodical with whibtlewas linked at the moment. Among these names
there are: fAiDuende, 0 ABachiller, o nEI pobr
pseudonym, &ibute to the character created by Beaumarchais in his 1775elay
Barbier de Sévill®u la précaution inutilewas the one that became most emblematic of
the Spanisitostumbrista

In the edition | am using for this study (the one published by theradito
Cétedra), eachrticulois linked after its title to a footnote with the information about the
periodical in which it was originally published and the date of its publication. The essay
on the album, for example, was first printed in Revista mengaro, on May 3, 1835. In
this edition there are also some other essays in which Larra was directly influenced or
inspired by Jouy, for exampl e: AUna pri mer

sociedad. 060 However, therada awea eallLsaa rmadmsy oati
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and that show evidence of fability to observe and analyze the events and characters in

the Spanish context, as well as to examine critically literary and dramatic \Borke. of

the most popul artalrleand EVi e¢jad @3s ordicBavei Em se s t
acknowl edged, Larrads progressive ideals a
force in his contemporary literary scene. Elistumbrismavas not limited to reflecting

upon a certain custom frommerely descriptive perspective, leading to simple

picturesqueness. Rather, Larra studies his types from a very different point of view,

employing social, philosophical, and political considerations that allow him to formulate

very unique conclusions abibthe behavior and the character of his society (Rubio

Al ntr odd®d&6I)Ci - no

B. On Writing for fANuestras Elegantes Lect
doAntin: Public and Motivation of Jouyods a

The public to which their essays wer@dressed is another aspect essential for
understanding Jouybds and Larrads intention
At this point, it is useful to go back to Addison and Steele and consider who composed
the public of their jouralistic writingsin eighteentkcentury England. As Alain Bony
explains in his study ofhe Spectatorthis literary enterprise allowed for the
transformation of Atous | es publicso into
This new public was no longer the redet and narrow public of the aristocratic Court,
but one defined bgharedaspirations, a public diversified and openly associated with a

more autonomous aristocracy (192). Bony affirms that the publib®fSpectatowas
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unified in the imaginary represetion that it created of itself through this cultural project
that offered them the possibility of developing a sense of belonging (193). The public of
The Spectatocertainly had to be a public that had tlezessargconomic resources to

buy thenewspapr. However, Bony points out that in their articles Addison and Steele

ignored the daily Ilife concerns of their m
pas aux serviteurs, mais aux ma treso (fAth
in the masterso; 195).

Who were then Jouybés and Larrabés public
and Steelebds? Was it linked to a specific

potential composition of skrialtpéstsblishnhd Larr ad
levels of literacy in the contexts in which their essays on the album were published. |

would like to refer exclusively to Paris and Madrid, the capitals wheneeiwepapers

that featured those essays were published. In the tHse lerench capital, the level of

literacy during the 1789 French Revolution was exceptionally high: 90 percent of men

and 80 percent of women could sign their own wills (Lyons 5). It is possible to imagine

that these numbers were probably even highertwee year s | ater, in 18
essays on the album were published. Female literacy kept growing throughout the

century, and at the end of it the gap between female and male literacy was almost

nonexistent (Lyons 5). Madrid, on the other hand, hguifscantly lower leves$ of

literacy in the nineteenthe nt ur vy, before and after the pu

album. In 1820, 86.19 percent of men and 43.19 percent of women were literate
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(Soubeyroux 252). Interestingly, these numbers dropdthr fenders in 1840 (around 20
percent for men and 8 percent for women), and then go up again in 1860 as a result of the
development of education and the opening of more secondary schools (Soubeyroux 252
54) . Publ i shed i n 18 8®udn,isframatherperiédsvhemthe i cl e ab
descent in literacy levels started, so we can assume that around a 70 percent of men and a
30 percent of Madrilean women would have been able to read it.

Within the public who had thecambi |l ity t
identify two groups. First, there is the public who had access teethispapers which
they published, a public that had money anéhterest in indulging in the pleasure of
reading this type gburnalistictext. Among the group of readers wtauld have bought
thesenewspaperthere could have certainly been male album contributors who paid
particular attention to these essays which portrayed a practice in which they had been
involved. Then, | would identify in the second group the women whao exclusively
Jouyds and Larradés essays on the album, or
presented any recent female fashion. These women, who must have belonged to a higher
social sphere that offered them the education to be able to read and tisetonaatain
the newspapers in which the essays were published, could have been album owners
themselves, or could have been in the constant quest for identifying the latest trends in
female social practices. In any case, both Jouy and Larra were awageedettre of their
public to read about the album phenomenon that was developing in their context, and,

thus, were confident that their analysis of it would be appreciated by many.
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In the case of Jouy, it is important to consider, in the first placehithaublic
was mainly composed of the readers of@azette de Francehe weeklynewspapefor
which he was writing the essays on social customs based on the practices and events that
he observed in his context. Published since May 881, theGazettgwhich actually did
not becomésazette de Francentil 1762) was the first published newspaper in France.

As Pierre de Bacourt explains in his article on the origins and evolution of the press in

France, th&azettewas created by Théophraste Renaudd6ib3 and it started as a
Abureau doéadresseso that evolved into a #fb
became a compi | at il@&/n Altbough Atmhe hegirming he woald ( 1 6 6
write the news by hand, Renaudot had to start printingdwspapr when the demand

for it increased. Descr i be dewsmpenheGazetiee i ng a
was, under Richelieu and his successors, an unofficial organ, and then, under Louis XV,

an official one which was annexed to Maistére des affaes etrangere¢Bacourt 167).

It is interesting that in Jouyds coll ec
album, he focuses on the development of this practice in specific neighborhoods of the
French capital, such as tin\WecanNtaagireithatthand t he
public in these neighborhoods was more eager to read these accounts which depicted real
el ements of their daily | ives. Precisely b
essays as a weekly publication, they eventualiye to constitute the collection of
L6Her mtthears creating a secondary readership

essays through the published collection were probably a more intellectual public, which
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preferred the book format to the journalisditicles. Interestingly, it is in the second
essayletter on the album in which the motivation to write about this practice is

explained. Jouy (through the voice of the person who is supposedly writing a letter to the

hermit) explains that one ofthehetmd s A Corr espondanso publ i sh

very ingenious critique of this fashion. | suppose that this reference is to the first essay on
the al bum, published before this one. I n
addr es s er &imlatinmyg timabtlee kype of text in which he published his

critiqgue of the album, a newspaper, is precisely a type of album in itself, being the main
particularity that in this album the publisher is the owner and his friends who write for the
newspapr are the contributors who submit a tribute of their intelligence and imagination.
However, he acknowledges that this previoesst on the alboum wasé origin of his

interest in this social custom A Cet t e r ®f |l exi on, 0 afqliesr ms

recherches sur | 6origine des Al bum, et s
significationo (AThis reflection | ed me
Al bum, and about the extent that we can

Taking advantage of the different fictional levels that he creates in the narrative frame of
his collection of essays, Jouy identifies the origin of his interest in writing about the
album in the previous essay on the album that he himself had writtes). ARghaontinues

to make his literary game work, hiding behind the multiple masks that the hermit, the

newspapecorrespondents, and his invented readers/addressers provide him.
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Jouy explains that the ftherabunthatpect of
mentioned s t he desire to | eave traces: humans?ao
wherever they go. In order to complete this desire, people engraved their inscriptions in
public places, accessible to the sight and judgment of everyone. Jomgsdffat this
practice co@IAd bmen «Adpdomates & limesthattan anonymous
Apo te comiqueod (AcomiAlbupdbwr twder chlaad pemligaiarvee,
example of thisgenreofalbuthJ ouy al s o Ailmum tles muradledt tweh i fc h
consisted of a collection of illnesses and remedies carved on the walls of the temple of
Ascl epi Albsimv uTlhgeaifir e i s c¢cl oser t-eenturshe struct
al bum that interests me: f@Acel ucietquiexigpese f or
|l e concours de deux volont®so (Athe type o
and which requires the collaboration of tw
of this version of the album is the type of register that religiwders would keep, in

which they collected the signatures of their visitors.

2Even though it is inconsistent, | followed Jouyés

22 He is talking about Jeafrancois Regnard (1656709), a Frencipoet who used ttravelfrequently The

qguote i s: ASistimus hic tandem nobis ubi defuit orb
fallen short for uso; Jouy, fRecherchesémenl68). Reg
and, after going to Flanders, Holland, Switzerland, Lapland, and Corberon, they got to a mountain in

Metawar, India, and carved a poem in a rock there. The line that Jouy quotes is the last verse of the poem
(ASistimus hic tandemo).

2 The specific eample that Jouy discusses in this section is the album of the Charterhouse of Grenoble.

Larraquotet hi s passage of Jouyds essay in his article ot
chapter.
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The last use of the album mentioned by Jouy is, according to him, a perfected
ver si omnutimatumd g : | Gidrdi ti ® passionn®eo (fAthe ul
friendschherochefisRe 172). Women who traveled f
and nervous nature owned albums in order to keep a souvenir of the people they had met
for a week, a day, or an hour . Back in Fra
books full of memories in a space that would honor its sacredness. Jouy introduces the
AChi ffonnier Sentimental 06 as the mparece of
excellenceApparently a type of chest destined to contain objects related to the
sentimentalil f e of i1 ts owner, the AChiffonnier Se
women, since files plus tendres et | es cilur
Pol obadealsoenjoyeditit he most tender and emoti onal
Pol amRé@égchercheso 174). Not withstanding its
fears that the AChiffonnier Sentimental o w
relegated to a simple storage piece of furniture.

As for Larra, he begins his essay on dtmum by reflecting on the role of
thehescritor de costumbreso (fAwriter of soci
understand his purpose when writing this collectioartituloson social customs. The
first aspect of the labor of this type ofiter that Larra analyzes is the public to which he
addresses his writings. This issue is particularly important in the case of the essay on the
album, since understanding the potential public of a text that introduces this object also

reveals who would bmterested in owning it. Larra makes clear, however, that this writer
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does not write for any particular social ¢
(Ai mpartially for everatiocuoaecpstubi@eéhpuld The t ot
convey could not beomposed of only a specific group or strata, so it would need the
participation of the different levels of society.

Larra is particularly interested in acknowledging the diversity of society in his
articulos certainly because he knew that it was theimgiof the different classes and
social types that led to the fascinating scenes and events that interested him. Regarding
the public Larra analyzes in hasticulos critics have affirmed that he usually condemns
the most low and popular strata of socjetgting in a completely aristocratic way
through his condemnation of the coarse language and behavior of those groups (Rubio
Al nt r o d3).dtcs partinutarly interesting that in his essay on the album, Larra uses
t he wor d Adesorbé speatymsterrh thatas we will see latedouy could have
applied to the album: fAla sociedad es una
escaldn, que solo se rozan en sus fronteras respectivas unas con otras, y las cuales no
reune en un todo compacto exda pais sino el vinculo de una lengua comun, y de lo que
se |l ama entre | os hombres patriotismo o0 n
thousand societies organized in levels which rub against each other only at their
boundaries, and which are ret@u as a compact whole in a country only through the
link of a common | anguage, and by that whi
The phenomenon of the album developed precisely in that context of a multiplicity of

Asoci et i es . 0drhbmlywithiethe boundariesaf theyupper social clagsses
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whose members were able to acquire the | ux
observations, it is possible to think that those were the social classes that evinced the
patriotism or natioalism he mentioned, the social classes that have in common the
economic status permitting them to own diverse cultural objects that would eventually
define what it meant to be Spanish. Evidently, we cannot take Larra at his word when he
says that he writesqually for everyone in this specific essay about the album and in his
journalistic production in general, since
groups represented in the social customs he depicted in his articles.

While for Jouy the ideaf writing about the alboum came from the (fictional)
exchange of letters between a supposed reader of his articles and the hermit, for Larra it
was precisely the reading of Jouybds essay
this topic. In his ssay, Larra acknowledges that he is not the first one who writes about
the aloum phenomenoh.He aqu?2 c¢- mo mot i v abumbnaotori gen d
franc®s, 06 decl ares Larra, fAque escribza co
élelafioll ®poca en que comenz- a hacer furor e
the origin of thealbumtrend inspired a French author who, like us, wrote an article on
the custom in the year 1811, when this fas
is particularly interesting that Larra specifies the nationality of the author who previously
wrote about the album topic and even the year in which that essay was published, but
does not quote him directly nor mention his name. Larra even uses theiexprass i ¢ 0 mo

nosotroso when referring to the gesture of
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establishing that he used the previous account as model for his own. Although Larra
affirms that 1811, the year i n wdmthsh Jouyd
fashion started to spread in Paris, this practice was evidently popularized before that since
Jouy talks about the album as an institutionalized craze already in that year.
After this presentation, Larra goes on to quote Jouy at length, a spesifage
from his essayAlbinBechewbhebl s$he Féench auth
from the Charterhouse of Grenoble as the 0
there is no existing transl at iatétheonddrraJouy 6 s
shares in his article was done by himself. The anonymous quote was the following:
Léorigine en est nSoabilnet, Bsrauinnot ea v amatj efsotnud

Alpes, le berceau de son ordre; tout voyageur y était recu pendanbirsisgvec
une hospitalité grave et décente. Au moment du départ on lui présentait un

registre, en | 6invitant =~ 'y ®crire son
guel ques phrases inspir®es. Lébaspect de
du manastere, la religion grande et formidable, les religieux humbles et macérés,

l e tems m®pris® et | 6®ternit® partout p

des hétes qui se succédaient dans ces augustes demeures, de hautes pensées et de
touchantes gxessions. Aussi quelguess de nos poétes vivans ont déposé dans

ce r®pertoire de vé&fko6]jAsbemede k&l Gbae
Chartreuse est incontestablement le pére et le modele de tous nos Album
(ARecher-t7h)es o 170

“Here Larra cuts the f olrligwinmd -desevenu ceda@siré&rsam Jouyd
singulier et si pri®erpatédans lelurémigraian? seibdatérné dass qlefqoes t
obscures archives de |l a ville de Grenolmbot? Qudon ne
[ é](iWhat happened with that register so singular ai
emigration? Would it be buried in some obscure archives of the city of Grenoble? Let no one be surprised

with my worry adasatakesisame libéries ip hisdranslatiknanrgeneral, changing
essential terms to better fit his purpose (for exan
m®r i tod in the translation).
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It is of a noble, sait, majestic origin. Saint Bruno had founded, in the heart of the
Alpes, the cradle of his order, and every traveler was hosted there during three
days, with a solemn and decent hospitality. Before their departure travelers would
receive a register, and widl be urged to write their name, to which they would
frequently add some inspired phrases. The aspect of the mountains, the sound of
the streams, the silence of the monastery, the great and formidable religion, the
humble and cloistered monks, the lossimie along with the ever present

eternity, all of these must have led the profound thoughts and touching

expressions that came from the pen of the guests who had followed one another in

these august dwellings. Also, some of our living poets have comitdilovith welt

known verses to this repertoire. The Album of the Big Charterhouse is

undoubtedly the father and model of all our albums.

Although in this section Jouy re&o the origin of the nineteenttentury album,
placing it in the one keptbythe®er of Sai nt Bruno, Il think
odd since this passage does not really transmit the importance of the phenomenon in the
nineteenthcentury French context or tineain topicof the essay he is copying. The
Spanish writer probably waed to ignore all the other details that Jouy had in his article
about the al bu mdesuryrFeemclesogiety that wereesimdaeta histown
observations of the phenomenon in Spain, since mentioning them would imply revealing
a certain lack o€reativity in his approach to this fashion.

Just as Jouy had to explain the significance of the album in order to justify his
decision to write about it, Larra also dedicates a short passageaititigo to analyze
the origin of the interest in the allou Larra affirms that human pride forces us to leave
traces of our presence everywhere we go. The famous pyramids of Egypt are then,

according to Larra, the signature of the Pharaohs in the big album of Egypt. Every

monument is the facsimile of the natibrh a t erected it and it i

61



albumd el t r i unfabwnof At h;eES30yMHRHeAIoUyY had identified the

gesture of making inscriptions in public placesasanifestation that precedde: album

practice, mentioning speciicl | 'y t he AAl bum ° plein vento &
murailles, 0 Larra aims to interpret the mo
nation. A nation would be then the album itself, which anxiously waits to be honored by

its citizens through their matat manifestations of their knowledge and abilities. But

Larra takes his interpretation of this typ
historiasinoedlboumd onde cada puebl o viene a deposit
but thealboumwhereevey nati on deposits its works?o0; 3
book with white pages at the beginning of time that would be completed through the

entries that men create for it, the monuments and events that would signify it just like the
album signifiel its owner. This metaphor of the aloum would transform it completely:

from a private, individual object, to a public one which would hold not one but multiple

and diverse stories.

C. Initial Definition of the Album: Etymology, Geography, and Physical Decription

After understanding their motivations to write about the album and the public they
were writing for, we must explore how Jouy and Larra defined this phenomenon and how
they classified it in their respective contexts. In the case of Jouy, théitarinb u mo
appears in the title of his first essay on the topic, and he immediately feels the obligation
to define it Albumsantdésdwes blands destinéds & recevoir des notes,

des dessins, etc., ettest peu de personnes qui ne leamaissent pas, et il en est
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beaucoup qui | es conn?)ios {d@mtl bturmsp a(f Mo tbe okes
pages destined to receive notes, drawings, etcVetg.few people do not know them,
and too many know t hem tAtbhw wi¥ Brislhagiast hor 6 s
definition evokes the main characteristics of the album: its color (or the color of its
pages), and its purpose: collecting writings, drawings, and other inscriptions. By saying
that there were only a few people who were unawhtieeoexistence of albums Jouy is
not only affirming the popularity of this object, but also excluding those who did not
know about it as backward people who were netaigate with the latest fashion. On the
other hand, those who were aware of the excsteof the album knew too much about it,
letting themselves be consumed by this fashion and the importance of following it in
order to belong to specific social groups who shared this type of activity. This statement
sets the i r oni cndtamouacesaHe crilicism that se wil detivary , a
against the album fashion.

In the case of Larra, after an explanation of the willingness of the writer
commenting on social customs to move among different spaces and celebrations (from
folkloriel dgant sdsamowaoso) in order to col |

his accounts, he finally focuses on the subject of his essay, starting with the meaning of

®Jouy has to specify herroe htehcaausteni sas sl ap riieNvitoeu sdley |
supposed to be a |l etter sent from a fihomme de |l ettr
facilitating the reading of the essay, explaining a term introduced by the writer of the letter.

26 From nowon, all the quotes from Jouywhlef r om t he Abwsrs ay @A Des

63



his title2’ He acknowledges that this term does not have a Castilian origin, but declares
thatthis does not pose a problem for him, since he is not, and does not want to be, a
purist. Then, Larra questions the way in which syllables are put together to convey a
meaning. He affirms that he does not understand the pact that men have established with
the divinity or with nature to use a certain combination of syllables to express
themsel ves: fidesde el moment o en que por m
buena; desde el momento en que una lengua es buena para hacerse entender en ella,
cumplecon su objetoo (Afrom the moment when b
understood, it is already good; from the moment in which a language serves to make
oneself wunderstood, it fulfills its object
of words isan almost mystical process, outcome of which is the possibility of men to
understand each other. The word A8l bumd be
is why Larra does not consider important the fact that its origin is not Castilian, since he
is convinced that all his readers will understand this term.

Al t hough the title of his article may b
majority of the people in his context, Larra acknowledges that there is a group that will
not find it wvnEelegaannte:s Arewcdotrrass 0 (Aour el

But, how many female readers could Larra really have had considering the literacy

27 According to theTrésor de la Langue Francaisehe correct spelling of #Arouto
referred to a Agrande r eDiceigndriode la lemyoaresparidfrom the Redl Raout o)
Academia Espafola, defines the fAisaraosdo as night me
dancing or |listening to music (ASaraooo).
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circumstances inhiscontéxt The women who would not be su
must have been sophisticat®@mbers of a higher social class who probably already had
an album or were thinking about acquiring one. Larra makes it clear that the following
explanation and description of the album is certainly not for them. Of course, he would
not have wanted to huttie pride of his female readers, especially since they were
probably the only ones who were going to appreciate his effort to depict the album as a
nineteentkcentury phenomenon worthy of study bgastumbristaThe fact that only
stylishwomenwereableo understand the notion of falb
amalgamated society of which Larra spoke before was not at all mixed, and the division
between the high class (album connoisseurs and owners) and the low class was very
clear.

Larra is aware othe diffusion of the album all over Europe before it got to Spain.
Declaring that this fashion spread at a surprising speed as soon as it started, he points out
that the English clung to it and that the French did not despise it, adopting it as a social
custom. Larra argues that Spanish women were unfortunately late regarding the album
fashion, just as Spanish society had been historically behind in terms of social
devel opments with respect to the rest of E
ensta moda, 0 affirms the Spanish writer, HfAc
apreciar menos el valordealbumd ( AOur | adi es have been t he

fashion, as with others, but they are not the ones who have most underappreciated the

valueofamlbumd; 332). While acknowledging the de
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practice in Spain, Larra stresses the fact
responsible for its popularity, underlying the essentially feminatareof this fashion.

Prior to Larra, Jouy had also made geographical remarks about the origin and
devel opment of the album phenomenon. I n th
Albunb he makes it clear that he wildinbe tal k
the Chauss®e doéAntin, the neighborhood whe
Jouy himself live. This neighborhood is located in the namtbndissemenof the
guadrangle and takes its name from the main street in it. A section of tHardeqanch
department store Galeries Lafayette is | oc
alreadypopular in the early nineteentientury for its developed fashion taste. Jouy points
out that the multipl e f as hwooldhspread fagjeots ed by
Vienna, Berlin, or Saint Petersburg than to the Marais, another neighborhood of the
French capital. This differentiation between the two neighborhoods is evidently based on
a class and economic distinction, since the Maraiswas 8ot pr est i gi ous as t
neighborhood® Ac k nowl edging the multiple trends pe¢
have established, Jouy ironically asks if the album could be added to the list in which are

already featured thegddab®dasr evielr It ®wus@a nfdn & hy

pas aussileBlboum que vous semblez avoir invent ®s |
d®sespoir de | 6autreo (Ado we not al so owe
%2%We need to remember that it i swiitingthiseldmetranmsmhede | et tr

is basicallyexposing the situation dfis neighborhood.
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invented for the happiness of one sex andthedespaof t he ot her 0; 145)
important that in this passage, the first mention of the album in the essay, Jouy makes
reference to the gender determination of this practice. Although up until this point Jouy

has not yet explained in detail tres of men and women in the album practice, it is

clear that the sex which receives pleasure from it is the feminine, while the one pestered

by it is the masculine.

But the people from the Chauss®e do6Ant i
previously siggested, and he continues his description of this artifact by pointing out the
difficulty of determining its origin. He acknowledges that for some the album may be
attributed to the Germans, while others may think it was a Russian creation. His interest
in establishing the geographical origin of the album fashion leads him to consider the
etymol ogy of t he Atbamesda:| AfErmma re-f diesAbom (efi Il tt h e
French?06; 145). Larrads gesture ofd questio
album had then already been performed by his predecessor, who worried about finding
the etymol ogi cal roots of the term at the
anxiety for determining the origin of the
establish the trajectory of this object, in order to fully understand its imposition as a
generalized fashion in their contexts. It was almost a responsibility they had towards their
readers, since they had already introduced themselves as having thigyatathor

knowledgeably present this phenomenon.
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Due to his lack of familiarity with modern languages, Jouy has to admit that he is
incapable of resolving the issue of the et
confident enough about his understiaigdof this phenomenon to give a definition of it
di sregarding the detai Abumf éji tsel pagtui Sitgrri
chose quenélange, pepourri, confusion, galimatias, macédotne ( i t hAlbem wo r d
cannot mean anything else buh&, apotpourri, aconfusionamumbejumba ; 144,5
his italics). It is essential to notice that all the terms that Jouy uses to define the album
imply disorganization, disorder, and a multiplicity of elements combined in a way that is
difficult to appehend. Th@résor de la Langue Francaiske f i nes A mM®l angeod ¢
other things, an ensemble of elements reunited to create a totality, and as the insertion of
a foreign el ement that-paubterse sefmethi gt h®e&
conposition made of a collection of diverse texts (frequently in no particular order), or to
a heterogeneous and bizarre mixing. A fAgal
to say something, but that act wal®dyi means
(beyond the instant reference of the vegetable salad so popular in France, or even the
country in the Balkan Peninsula) refers to an assorted gathering of things ordeople.

According to these definitions, the album contains within itself arsityethat is

not complementary, but uncertain and indefinite. This multiplicity results in a totality that

22 The definitions in thd@résor de la Langue Francaisee evidently a lot longer and detailed, but | am just
using here the passages that more directly serve my purpose of pointiogwoytd s char acteri zat.
album.
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lacks uniformity, a certain disarray that could become excessive for aloum owners,
contributors, or simple viewers. Why did Jouy use those termsfiioe the aloum? Why

did he want to characterize this object as an excess hard to comprehend? Why did he
want to point out the el ements that referr
multiple entries created by individual contributors, it wavitadle that the alburwas

seen as a chaotic object where heterogeneity would be interpreted as threatening. Among

the albums | consulted in France and Spain | identified different types of contribution in

terms of the artistic creation and even a divemsitstyles within those categories of

contribution. For example, there were many literary (mainly poetic) contributions, but

some of them were imprinted with visual images that would add a variation to the

category. The album which belonged to Madame ekeéia (the wife of CubaRrench

writer JoséMaria de Heredia) offers several instances of this tendency to diversify the
contributions. Madame de Heredia had in her aloum poems like the one added by her

own husband, which combines the lyric text with awing, and the one added by
dé6Aurevilly, which is written with red and
specific letters. (See Figw84and2§ As proven by Madame de He
contained a multiplicity in terms of the type of conttibn and of the variations even

within each category. This heterogeneity combined to narrate a story, the story of the

album owner and of how she (or he, in the cases of male owners) was viewed by the
contributors. That narration was not a linear onetamiby a single author, but a diverse

one that resulted from the creations of multiple contributors with different styles and
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perspectives (an exquisite cadaver dedicated to an exclusive person). How to classify an
object like this?

The tone used by Joury this description of the album is evidently a negative one.
The album could only mean (fAine peut signif
mix, an incomprehensible collection. It is obvious, however, that Jouy was interested in
the album precisellgecause of the diversity it represented. The fact that the album was a
practice that provided a space for gender exchanges, social class definition, and art
mani festations made it a fascinating topic
characteriztion of the album corresponds to the sarcastic nature of his essay and to an
acknowledgement of the countless possibilities of communication and memorialization
that this object offered.

The physical appearance of the album is undoubtedly an essentiltaspe
consider when analyzing this phenomenon. Critics have tried to establish a generalized
look for the book in which they focus on aspects such as the binding and theAsages.
Mi chael Pakenham affirms: fAL6al bhual cl assi q
avec tranches dorées, assez souvent datéombre de pages, parfois de couleurs
di ff®r entes, varieo (AThe regular album i s
edges, quite frequently dated. The number of pages, sometimes of different colors,
vari eso; 111) . Meanwhi |l e, Leonardo Romero
appeared in the 18d3iccionario de la lengua espafokaom the Real Academia

Espafol a: ALi bro en blanco (albo), C 0 m¥%n me
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menos lujo, cyas hojas se llenan con breves composiciones literarias, sentencias,

m8xi mas, piezas de mWwsica, firmas y retrat
usually oblong, bound in a more or less luxurious way, whose pages must be filled with

brief literary canpositions, adages, maxims, musical compositions, signatures, and
portraits of notable peopleo; ALos 8l bumsé
me in this chapter, it is Jouy who is in general more focused on the content of the album,
whereas hrra dedicates a bigger part of his account to a description of the material

aspect of the object. While in terms of physical appearance Jouy had only said that the

al bums were fAides |livres blancs, 0 Larra sha
pot rayal of the album starts with a referen
enor mous booko; Larra 328). Then, Larra de
al bum be made of fpapel de mYs i gasedi(ith musi c

the same paper that was used to write musical scores.

The information | obtained through my research of aloums in libraries in France
and Spain is useful for me to confirm or contradict the depiction of the album in physical
termsmadebyJgu and Larra and by contemporary cri
al bum as a fAwhite bookd must have referred
filled up with contributions. Of the albums | saw, only the one which belonged to the
Princesa de Aglona had the majority of its pages still white, while among the others only
some of the pages were still blank. Pakenham affirmed that the album was frequently

dated. | would say that the majority of the caseswas not the book itself but the
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entries included in it that would include dates. The earliest entry | could identify is from
1813 (in Emma de Jouydés album) and the | at
Pani aguads) . 't is true that the number of
mears that not all the albums were made of music paper. There were albums whose pages
were mutilated (Dolores Sariay, colored (Vizcondesa de Ss)liand of an extremely
rough texture (Maria de Marches). Pakenham was right about some albums having
goldenedge (as Josefa Gonz8lezds proves). Howe
an oblong shape, which can be uncomfortable when considering that the objective was to
write, draw, or add musical scores in the book.

I n Larrads descr i pt beonade mbrdehtolve cansiderad b u m
a respectable one, he pays particular attention to the binding of this book. The material
had to be the best one available and the alboum would be even more prized if it had the
initials or the shield that represented thener3° Among the albums that | consultete
leather binding was the most popular. There were leather bindings that were red (in the
album which belonged to the sefiorita de Goyena), green (Vizcondesa de Solis), black
(Dolores Saravia), and brown (MadaneHeredia and the pgesa de Anglona). (See
Figure 1)Velvet was another material used in the binding of albums, as shows the ones
that belonged to Josefa Gonz8lez and to th

regarding the level of sophistiaa of the album: it must be expensive and English. It is

30| arra refers here to the shield representative of the family. Sometimes these shields would have the last
name of the family and its country of origin.
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interesting that the Spanisbstumbristas s es t he term fAingl ®s 0 her
and to specify the country of origin of the album. Of course, if an aloum was from
England it Iwouwl,d bwehifchngneans it woul d be ¢
issue of nationalism (either the promotion of it or the criticism against it), so important in
thecostumbristar t i cl es, i s present in Larrads ir ol
He makes ivery clear that a good album could only be foreign, and that it would be very

hard to find one in Spain able to compete in terms of quality. The two main places where
Spanish potential album owners could get the book were London and Paris, although

Larrast rongly recommends the first, since Par
vul gar, more trivialo; 328). Thus, Larra e
the album fashion, to the point of acquiring the object in othesg®an countrie¥: This

gesture is not unlike what he himself was doing with his consistent imitation of Jouy in

many of his articles.

3! Larra is somewhat inconsistent in this passage of the text refemning to the gender of the album

owner. He uses the term Aduefod (Amale ownero; 328)
of the owner on the cover of the album. Later on, when describing the types of verses collected in an

album,hedf i rms that they were wusually variations about
owner 0; 329) . However, in the rest of the essay Lar
owned by women, pointing out the role of men as contributars t he book. When he decl
duefias dalbums on her mos aslbum¢ waét sfamal beauti ful o; 330), i
l as %Wl timas en esta modao (fAOur women have been the
unade ellas [l as hermosas] no tiene m8s que un 8| bum
vez varios a que contribuiro (feacdbuntoolletf them [th
contributions, and each poet has multiples to whichtont r i but e at the same ti meod;
that this was a feminine phenomenon. Why does he us

owners? Was he trying to acknowledge the exceptions in which men also owned albums? Or was he just
simpy offering them the possibility of doing it?

73



Figure 1: Cover of the album of Madame de Heredia, the wé of FrenchCuban poet José
Mari a de Heredia Album deMme JoséMaria de Heredid.

D. The Gender Categorization of the Aloum. Or Understanding That Each Woman
Had Only One Album to Fill Up and Men Had Multiple to Which to Contribute

There is an essential aspect t ossagsonsi de
on the album. These essays, which portray a predominantly female fashion, were written

by two male authors and, therefooffer a perspective of the album practice that is not
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the one of the female owner, but the one of a male contributor or Sitvgeever? Jouy

and Larra were both very interested in women in terms of their intimate life, as proven by
the episodes about their multiple love affairs (during or after their respective marriages)
always included in their biographies. Thus, it makeses#ra they would have wanted

to understand female practices and dynamics in thiégu. In the same way that

Addison and Steele had examined and portrayed in their journalistic essays different
aspects of female fashion and female social presence,dratrdouy dedicated some of

their essays on social customs to the album. These texts reproduce the dynamic of the
album itself, becoming a meeting place of the sexes in which the two male observers
scrutinize the behavior and intentions of women who ovatieaims.

Being one of the most conflictive issues surrounding the album phenomenon, the
characterization of the album as a stereotypically feminine practice deserves close
attention. Both Jouy and Larra insist on presenting this fashion as a femininedone a
give multiple examples that support this view of it. In my archival research in France and
Spain | was able to confirm that some men were also alboum owners, a circumstance that
is not referred to in the essays on social customs or in the majorityathéirditerary
texts that portray this practice. My detailed examination of those omated albums

later in this study will question the gendered portrayal of this fashion, looking further into

32t is important to point out that there are no essays on social customs about the album written by women.
The only literary text written by a woman in which the album is portrayed is the Bbageb la Espéia

treinta aflos hg1857) by Fernan Caballero, pen name of the Spanish writer Cecilia Bohl de Faber. This
novel will of course be examined later in this study.
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the implications of this depiction. It is true that the athas a fashion that implied the
acquisition of an artifact representative of the taste of the owner and the enjoyment of
compliments, was permeated by a very particular female essence. However, what is
probl ematic about L ar rtas@enomendn isthatitheybusether e s e
gender distinction to underline a certain inferiority of the female subject. Thus, women
are ridiculed for their superficiality in the adoption of this practice, their desperation to
obtain entries, their moral corrupti (which was signified through the quantity of
contributions they collected), and even their stupidity, which would not allow them to
realize that the entries included in their book were frequently not created for them and
that men were simply repeatingall the albums the same contributions. In my approach
to the album, | am aware of the agency that this phenomenon offered women, allowing
them to initiate a public exchange with men and to fulfill a gesture of collection.
Nevertheless, in my analysislsa acknowledge this depiction of the inferior role of
women in this practice, which frequently led to men obtaining the majority of benefits in
the aftermath of the album request.

Before establishing a direct identification between the album practiciésand
female owner, both Jouy and Larra present certain aspects of the book as a representation
of the male figure that participates in the exchange. Referring to the parallels between
men and the album in its original state, before its pages were fillettlupgontributions,
Jouy affirms: RnCes pauvres |livres, sortis

barbouill ®s, gudils circulent dans | e mond
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perdent | eur candeur 0 MéSheseeqpeot 6ecspks i
out completely white from the hands of the bookbinder, and become increasingly sullied
as they circulate around the world, resemble children, who lose their innocence as they
gain knowl edgeo; 14 6mlamedtinguhe copruptios tbanthid i es t h
object suffers once it goes out into the wilderness of the album exchange universe. Just as
children lose their innocence when they immerse themselves into the real world and
obtain a certain conscience about it, albamesaltered when their pages are covered with
entries from different contributors. It is interesting how, according to this analogy, the
content of the album can be seen as the source of a certain type of knowledge, an
approach completely opposite to tirevious one, in which the album was only
Agal i mati aso and fAimac®doine. o0 Thus, the 0D
construction, right before | eaving the fac
(adult) al bum, 6 emotwhitdbanymoravhose pages a

I n Jouybébs quote the | oss of candor i s n
for the man obtaining a knowledge (fesprit
the world. The signification of the naiveté of albums (@njnwith the color white is not
only an observation about the newness of their pages in their original state, when the
album has just been assembled, but also a direct reference to the gender issue central to
the album practice. This comparison is actutdl opposite of the generalized
conception of the role of men and women in the album exchange. The whiteness of the

album is not typically linked to the male contributors, but is interpreted as a
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representation of the physical and moral purity of theraldbls f e mal e owner , a
its staining signifies the loss of their virginal state.

Larrads comparison between the al bum an
content of the book, but to its material construction. Explaining in detail the elegance t
the album should have, Larra affirms: fDeb
por fuera encuadernado con un lujo asiatico, y por dentro en blanco; su carpeta, que sera
mas elegante si puede cerrarse a guisa de cartera, debe ser de |la rastéc@oue se
encuentre, adornada con relieves del mayor
should be, as the majority of men, bound with an Asian luxury, and completely white
inside; its cover, which is more elegant if it can be closed |xarse, should be of the
richest material possible, decorated with engravings of the highest taste, and the initials
or family crest of the ownero; 328). I n a
parall el bet ween t he aohisbasicaly pogditiverferthe maleo uy 6 s
subject, since it implies that he is an innocent child who is corrupted once he obtains
knowl edge about the world, just I|ike the a
covered with c¢ont rsorhanthe contrary, is hcaually reegasve.c o mp a r
Larra affirms that one of the basic requirements for a respectable album is that its binding
be extremely luxurious and that inside, due to its newness, it should be completely white.
In a blatant critique to melers of the male sex, he adds that, in this sense, albums
should be like the majority of men, implying that they are very elegant outside, but are

empty inside. This portrayal of men as soulless and cruel individuals who only cared for
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their physical appeance and completely disregarded emotions or values is very
appropriate for referring to the role of men in the aloum exchange, as presented in the
literary texts that depict the practice.

One of the most interesting scenes in all the texts that porgaftibm in terms
of this stereotypical construction of gender responsibilities in the practice is included in
Jouyododbunbedust after describing the Apauvr
candor in the process of receiving contributions in thelepaJouy proceeds to narrate a
specific instance of the gesture of collection. What makes this episode particularly
interesting is that Jouy narrates in the first person an event where such a gathering of
contributions was carried out. The French writarts with a description of the album
owner: it was an anonymous woman, a fAherit
mari ®e © un riche banquier de |l a rue Cauma
married to a rich b a6).ktesmpaotdntaChisupoi@tot i n Str e
remember what Jouy had previously said about the distinctions between the
nei ghborhoods of the French capital. The f
imposed would get to other countries first, before reactiie Marais neighborhood.
This detail is essential to analyze the case of this aloum owner. She was originally from
the Braque Street, located in the Marais, but she had just married a rich banker from
Caumartin Street, located in the nistiitondissementhe neighborhood where the

Chauss®e d6Antin is | ocated. Because of h e
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moved to the more exclusive neighborhood and had access to the latest trends. The album
was therefore a new discovery for her.
According to Jouy,tiwas this woman who made the album known in the Marais.

ElI'le est arriv®e chez sa m re un jour de

1

(AShe arrived at her motherds howsce on Bos

eat her unldée)r. hieBo satromo,;0 al so known as ABOS
AFrench Bost on;centurwe@s game that was plagesl thtodghout the

Western world apart from Britain (where it later materialized in the descendant form of

ASol o Whi st @idthatthetBoston was treatechin Fsance in the 1770s by

combining the 5Zard pack and the logical ranking system of partnership (Parlett 39).

Surprised by the arrival of the unknown object and the difficulty of integrating it in their

game night, thewmands cousi n-nosuks dhleerl:a MmMRuesr gqmuse ? 0 a
remar ks, Atromp®e par | a forme et | a di men
music? [€é€] mislead by the shape and size o
the alboum foramusicse®wr, it was the al bum owner ds resfyg
was and to explain her intention in bringing it to that gathering. The woman took out the

book from its case and what Jouy saw amazed him:

3¥The rules of the Boston are the ffol l-cardgackg: #Afour p
ranking AKQJ 10987654 3 2in each suit. Eldest bids first and the highest bidder becomes the soloist,
playing alone against the other three unless one of them bids to be an ally. Eldest leads first. Follow suit if
possible, otherwise play aard. A trick is taken by the highest card of the suit led, or by the highest

trump if any are played. o Among the schedule of bid
iAiGrande MiaceemdsiiFeupbnp fAPetite nsi srereouovuevretretoe , (0P aarnld
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La confusion de | anguaeaturdeBatelaM.t pas pl
| 6 Her mi t-eols diérframgais, du fatin, du chinois, des dessins, des vers, de

l a musique, de | a prose, -méeidansleméme de |
recueil, rassemblés au hasard dans un livre fort semblable a celusitbglle, &

cela pr s qubil contient moins dobéoracle
nous fournissent de moyens divers de rendre la méme idée, ce que les dames
savaient avant moi. Le peintre avec son crayon, le poéte avec ses vers, le
prosateuavec ses lignes, le musicien avec ses notes, exprimaient tous le méme
sentiment; sentiment non moins vif que discret, dont un algébriste démontrait

gal amment | a puissant46147) | 6ai de dodéune ®

c

The confusion of languages was not more coraptethe Tower of Babel, Mr.
Hermit! Imagine French, Latin, Chinese, drawings, verses, music, prose, even
algebra, buried haphazardly in the same collection, organized randomly in a book
very similar to the one of the Sibyl, just with less oracles. It ika moment that
| recognized how the arts provide us with different ways of expressing the same
idea, something that women already knew before me. The painter with his pencil,
the poet with his verses, the writer of prose with his lines, the musiciarisi
notes, all of them expressed the same feeling; a feeling not less alive than discreet,
a feeling so powerful that an algebra specialist would courteously show it with the
help of an equation.
Evidently, Jouy was discovering something completely foeviiim, a type of text
that he had never seen before. The combination of different languages and disciplines
shocked him and reminded him of the book of the Sybille, but with fewer oracles. This
reference is extremely yhbdberebeéeiangtsesiacepr o)
Latin antiquity. TheSibyllinebookscontained solutions to social or natural disasters. It is
very emblematic that Jouy uses this reference to describe the album, since thinking about
the nineteentttentury book as a newerrg@on of the book of the Sibyl would make of
the woman owner a type of contemporary visionary, an illuminated being who had access

to some sort of wisdom forbidden to the rest of society. Thus, the album did contain a

different type of knowledge absentather types of social transactions, and this made the
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female owner the possessor of information inaccessible for other members of society.
Jouy himself recognizes the superior artistic awareness of women, when he declares that
this first encounter withthe | bum hel ped him understand fce
avant moi o (147).

Analyzing the different types of art manifestations that he discovers in the album
belonging to the woman character from the Marais is one of the most revealing aspects of
J 0 u ystaverydbf this artifact. He explains that the painter with his pencil, the poet with
his verses, the musician with his notes, and even the mathematician with his equation,
were all able to express their feelings in a very discreet manner. But all these
contributions were not anonymous: they were accompanied by the signature of their
aut hors, fAsignature que | a dame procl amai't
vainqgueur mettrait ° faire | e d®nombr ement
anrounced with the same satisfaction as a victor would have when counting his
prisonerso; 147). Thus, these signatures s
abilities as a collector and about the quantity of men who were willing to leave their
creative nark for her. According to Jouy, this need of women to validate themselves
publicly derives from t he tétreplusirsaiablesagog | i t y:
l es h®roso (Awomen are probably more insat
was noexception to this rule, and since she had the propitious opportunity to have a
group of people (apparently mainly men) already gathered, she took advantage of it to

add to her collection of album entries. The moment of truth came when everyone was
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askedér an al bum contribution, that is, aske:
enough to refuse. Even Jouy himself, hidden behind the literary mask of the hermit, is
inevitably forced to improvise an entry for the aloum of the Parisian woman.

J 0 u gescaption of his reaction when receiving the album to add his
contribution exemplifies the generalized attitude towards the nineteenthry album
and the anxieties that this book triggered in the potential contributors:

Mon tour vint. Comment refusemnon contingent? Moi, qui ai étudié a Picpus, il y

a quelgue tems a la vérité! Moi, qui ai travaillé dix ans chez le procureur, en face

de la maison de BeaumarchhbMoi, enfin qui déjeline tant que je le veux avec le

Chansonnier sentimental, cegrandamatr d o hu’  tr e Albumet s piolur v

en f %t ! Moiti ® doéinvention, moiti® de r

r ®put ation sbdébest accrue, mai s mon repos

d®pens de |l a tranqui I(148)t ® que | 6on obti

My turn came. How could | refuse my share? |, who studied at Picpus, a while

ago actually! I, who worked for ten years with the prosecutor, across from

Beaumarchai s6 house! I, finally, who ha

Chansonnier seimental, that great oyster lover and supplier of albums, if there

was any! Half invention, half reminiscence, | contributed with an impromptu. My

reputation increased, but my peace of mind suffered with that. And is it not

always at expense of tranquilityat one obtains glory?

Jouy, intellectual and connoisseur of literature, is evidently supposed to prove his
talent and knowledge through his album contribution. Although the reasons that he
sarcastically gives (working an office opposite from of Beaumad s & house or h
l unch with the AChansonnier sentimental eo0)
literary taste or ability, Jouy affirms that he was forced to do his best if he wanted to be

considered a respectable and reputable member of thetysdadke Jouy, other men who

were requested to create a contribution for an alboum may have felt the pressure of having
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to prove their intellectual and artistic potential and their ability to improvise, all this
while praising the album owner. It is thenderstandable that many men rebelled against
this practice, expressing their annoyance with it and symbolically sabotaging it by not
creating new entries for each album, but repeating the same praises for all album owners.
We will see this later in the alysis of the literary texts that depict this practice.

This was not the case for Jouybds narrat
he was willing that night to make the effort and spontaneously create a contribution for
the albumof the Marais womarte describes his impression of the process of collection
of entries and signatures, and then he focuses on the aftermath of this album soirée and
on the effects that the ritual had on the alboum owner and on the rest of the women who
were witnesses of thtecene. After having collected forgeven entries in her album, in
verse and prose, in just one night (before 3AM), the Marais woman went back to her
hétel album in hand, satisfied and content with her success as a collector. But the impact
of hergesturavas al ready established: Ael |l e avai't
famille, qui la communiquerent a celles du voisinage, lesquelles la donnérent a toutes les
dames du quartiero (fishe had spread her si
transmittedt to women in the neighborhood, and these passed it on to women in the
whol e districto; 148). This rapid dissemin
intense presence of the object in the whol
du Marais vat avoir unAlbum Dans les rues, dans les boutiques, dans les boudoirs, on

ne voit plus que de&lbum LesAlbumse sont glissés jusque dans les corbeilles de
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bapt °me, jusque dans | es corbeilles de mar
Marais wans to have a\lbum In the streets, in the boutiques, in the boudoirs, all we
see arddlbums TheAlbumshave found their way to the baptism gifts and marriage
gi ftso; 149). Jouybdbs hyperbole is evident.
owned, giftedand ubiquitous in the Marais. The album could be found equally in the
Acorbeilles de bapt°med or in marriage gif
potenti al presence of the obj3Abumsavere di f fer
not exclsively for single women who wanted to establish interactions with men in their
social circles (who could potentially become their suitors), but were also owned by newly
married women, and even by those who had just given birth. Thus, the album spread in
the Marais, becoming a central artifact in the material culture of this neighborhood, an
object emblematic not only of social tendencies, but also of the social constitution of the
female subject in this context.

The fact that after this scene narratedloyy many women in the Marais wanted
an album implies that a demand for this object was created, a demand based on a social
pressure to have such a book and determined by the economic possibility of acquiring it.

At the same time, this demand for albumsilgchave an impact on the economic

34 According to theTrésor de la Langue Francaise t he ficorbeill edo was a type of
different types of things, among those, gifisp e c i f i cCarbeilleyde maridge, defimariée, de noce, de
nocedwasfié | ' origine, corbeille, puis coffret contenan
futured (ACorbeilled).
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constitution of that society, regulating the possibilities of its commerce through
availability and price increase.

In his discussion of the uses of the album in the Spanish cobéesd also
focuses on the charactation of this practice as a feminine one. First, he tries to
i magine the questions of his readers about
esa especie de misal, tan rico y tan enorm
(AAnd whatoepur[ppfdsda hat type of missal serve
and strange? What is it about?06 329). The
the album was not understandabl e, fAGreeko
who are wadering about the uses and content of the album. The reference to the
Ami ssal 0 can be |linked to a comparison tha
medieval book of hours, to which | will return shortly. The missal was a book that
contained all the sqgture readings for the mass and details about the structure of the
celebration. Just like the books of hours, the missal was a small book that the owner
could carry to church. Probably conscious of the discordance between the sizes of these
two books,Lalm poi nts out that the album was a ty
condition that limits its physical circulation. A clearly secular object, the album is
identified with this type of religious book with the only intention of insisting in its
classification as a feminine practice. For Larra, in the same way that women were the

only ones who carried fAmisaleso to church,
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albums. If he is as right about the missal fact as he is about his album statistics, we can
imagine nany men bringing their missals to mass in nineteeatttury Spain.

In order to explain the function of the albumhiis miliey, Larra feels the need to
establish a parallel between this object and other artifacts also important in this context.
Atthispoi nt, the identification of the al bum
librote es, como el abanico, como la sombrilla, como la tarjetera, un mueble enteramente
de uso de sefiora, y una elegante sin album seria ya en el dia un cuerpo sin &ma, un r
sin agua, en una palabra, una especie de m
cardhol der, that | arge book is an accessor
without an album would become, in a single day, a body with no sauéranithout
water, in a word, a type of apple orchard/
same time an object for the service and pleasure of women and a symbol of them. The
comparison with the fan is justified, since this object was inevitaligynale one that
was frequently used by women in the proces
Oct ave UDda®w~ eNodl¥alidexplains that Spanish women of the eighteenth
and nineteenth centuries hadadévélhopee, @a d
abanicoo) . But the silent | anguagffrmsof f ans
Valis. Late eighteentoentury English fanmakers marketed novelty items like the
AFanol ogy or Ladies Conversatiledrei¢lan, 06 and
adapted the English style but filtered it through a Spanish system developed by Fenella

(Valis 108).
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An 1878 Spanish manual intended for female readership Etleohguaje de las
flores included a section on the language of the fan. Accotditigis text, the position

and movement of the fan in contact with the female body constituted a coded language of

desire. Thus, a closed fan carried in the
novi oo (Valis transndatoesbuthils waosu:l dils adye siitr
to have a boyfriendo). A closed fan carrie
comprometidao (Al am engagedo). A rapid fa
amoo (again, Val i s tyroaun sol atuas It hwiosul as tirla nas
very mucho). Finally, indifference towards
AMe eres indiferenteWVa(ib amsondef tesehnhbdb t

grammar 0 of t h e itsle@heqistie characierf and tathesules tb which
both participants in the exchange had to agree in order to transmit and understand the
message (Valis 160708).

Contrary to the fan, the parallel between the album and the umbrella and the
cardholder the other two objects that Larra mentions) is more arbitrary, considering that
these were artifacts also owned by men. The cardholder in particular, which main use
could have been the carrying of ttertes de visitbecame a primarily masculine object
asa result of the predominance of men participating in the exchange of this souvenir.
(See Figure) Just like the album, the phenomenon ofdhees de visitevas originally
popular in France, and eventually adopted in Spain. These cards, invented®&y And

Adolphe Eugéne Disdéri in 1854, were made of a picture in the front, and in the back
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some space for a dedication or a thank you note. Eventually, the back of the card started

to contain more technical information like the name of the photograpluéthe

company which made.it had the opportunity to obtain a catalogue of an exbibiteld

at the Fundacion Lazaro Galdiano in Madrid of the collection ofcaites de visit¢hat

belonged to the Spanish writer Pedro Antonio de Alarcon. Like in theotdse album,

the historical information that an analysis of tagtes de visitean offer (for example:

the public relations their exchange revealed, the social classes involved in the practice,
etc.) is extremely val uadchrégholdertatlermeugh Larr
immediately think of this phenomenon, there is an essential discrepancy that makes it
impossible to link the album to this object. If ttertes de visitevere created in 1854,

then the cardholder that Larra is referring to in 1835 m@t used to carry this type of

card. However, there is a possibility that
of card. In the decade of 1850, was popularized in the United States a card that is

nowadays identified as the predecessor oténtes de visiteknown as the calling card.

Small er than todayds business cards and co
engraved and printed on glossy stock, the calling card was used for introducing oneself at
social wvisits (GaRedBYisite)f . HAIst boygh fl tha&ve n
obtain information of a specific predecessor ofdades de visitén Spain, it is possible

to imagine that a similar photess card also existed there before the peak afaties

de visite
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Mariano Fernandez
(Carte de visite, RB, 21573:115) Vicenta CaltaRazary Aznar Natalia Valero
(Carte de visite, RB, 21573-154) (Coarte de visite, RB. 21573 83)

Figure 2: Some of thecartes de visitén the collection of Pedro Antonio de Alarcon (Yeves
Andrés, Una imagen181)

In the second part of his remark, Larra establishes the implicdipasvoman
of not having an album. First, heuskss t er m fiel egant 0 as a nour
to refer to alboum owners and insists once more upon the social status of the followers of
this fashion. But the album does not simply define women in terms of their public image.
Accordingto Larra,itad o det er mi nes the ownerods spiritd:i
Women who did not have an album would be simply a body with no soul, an empty
being, an individual without an essence. The very last phrase of the sentence has two

possible interpretations. First,f we transl|l ate fimanzanareso a
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read this description as a reference to the monotony and repetition in color and shape that
one can find in a fruit farm where there would be hundreds of copies of the same tree. In
this sense, Larreould be referring to the absence of distinction without the aloum. A
woman who did not own an album would be as boring as the repetition of trees in an
orchard, since she would not enjoy the social presence and activity that an aloum would
offer her.

| think there is, however, an even more appropriate interpretation of this phrase.
When Larra affirms that a woman without an
sin agua, en una palabra, una espainki e de m
bet ween the river without water and the na
of 69 kilometers of extension that starts in the Guadarrama mountain range on the
northwest of Spain and empties in the Jarama river on the southeast of the country,
crossing the city of Madrid® This river has a concrete historical sfggance in Madrid.
Since midseventeentkentury this river became the workspace of laundresses who, as a
result of the regulation and privatization of the body of water by the city o,
would pay a |l essor for the rent of a fAbanc

kneel on the banks of therivé)l mages from 1860 show the Mar

®This river has obtained a lot of attention in rece
public park, a 1&ilometerlong park that runs along the banks of the Manzanares river in the heart of the
city and offers a wide selection of sports and recr

36 The lessor would, at the same time, pay to the governmentsfoenh of specific sections of the bank of
the Manzanares. In 1749 the city government officially privatized the river, creating a new municipal
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covered with hundreds of laundresses, each one occupying a very small spacetenough
complete their labor. This emblematic scene aroused the interest of travelers and writers
who, throughout the nineteentbntury described it in their texts (Sarasua 66).
Notwithstanding the extensive use of the Manzanares for washing clothesnitvwasd
it is not) an important river in geographical terms, since it is small and does not have a
big current of water. The Manzanares is not impressive, it is a river that lacks something.
Thus, the Manzanares river conveys how Larra viewed women whwthave an
album. Being such an important and symbolic reference of daily life in the city, it is
understandable why Larra would have wanted to use it in his description of the album.
An almost dry river became then the representation of women whodiyideas
missing something, women who were not complete or whose presence was not
meaningful in their social circles. The only detail that would not support this
interpretation of Larradés quote is e&he fac
or the river, and it is not clear if the was using the proper name. | think that for Larra his
reference to the river, considering that h
was very clear, and the use of the lower case letter was juststistitioice.

Regardless of the interpretation of this last phrase of the quote, it is clear that for

Larra the album signified women in physical or material terms. This object was almost an

income called Ade | avaderos, bancasstawashilclathegr ropa vy
and balt s $arasua 63).
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extension of their bodies socially, because it allowed thesstablish themselves as
public individuals, and even spiritually, considering that without it women had no soul. A
woman without an album would be empty and meaningless, lacking the one thing that
would establish her public persona. Nineteerghtury Spaish women who obtained an
album would be validating themselves in the social sphere, proving that they also had a
story worthy of being told through their book.

Considering the centrality that Larra gives to the album in terms of completing a
feminine bemng, it would have been normal to expect that his description of this object
and its content would be a commentary on the impact that it had in nineteeitdiny
Spai n. However, when trying to answer the
a b out @dfthe questions he imagined his readers would have for him, Larra
oversimplifies and degrades the content of
blancoo (dAlt is about nothing, it is a boo
intention inthis description was to stress the fact that the album was a different type of
book, a book that, unlike the others that his readers knew, started with blank pages.
However, although it is true that the album is completely white in its original state, righ
after being released form the bookbinder 6s
al bum is Aabout nothingo in general. Accor
the album, which will be about its owner and her (or his) qualitiesatndutes, will be
equivalent to nothing, so insignificant that they do not deserve to be acknowlBdged.

Larra knows he has to explain the content of the album to his avid readers, and he does it
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in terms of the gesture of collection that the bookimels : i e salburmmquellai br o e |
bella envia al hombre distinguido para que éste estampe en una de sus inmensas hojas, Si
es poeta, unos versos, si es un pintor, un dibujo, si es musico, una composicion, etc. En su
verdadero objeto es unrepertoriodglani da@dil[tt ]ios a book that a
send to a distinguished man so he might impress upon one of its immense pages some
verses if he is a poet, a drawing if he is a painter, a composition if he is a musician, etc.
Atroot,itisacatalogofaani ty [ é] o0; 329). Here Larra por
an object owned exclusively by women, emphasizing the roles played by each gender in
the exchange. Jouy had already established who would obtain pleasure and who would be
bothered by the albunrpact i ce, and Larra insists that i
owner, and the Adistinguidod the male cont
requirement to contribute to an album: it was also necessary to beknawhh member
of society, one who albwowning women would want to include in their collections.
This illustrious figure needed also to have a special talent, an ability to create some
artistic manifestation to honor the al bum
was one of the mairspects of the album exchange, essential to understand the social and
economic dynamics that this phenomenon instigated. | will further explore the notion of
art as proposed here and promoted by the participants in the album practice and by the
object itsel.

The true purpose of the album is not, according to Larra, to promote a certain type

of communication between men and women, or to provide the space for the creation of
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diverse worksofarf he al bum exi sts to be a nithaepert ol
is, to nourish the personal pride of each owner who takes the time and effort to compile
entries. The idea of fArepertoireo reinforc
practice and subtly evokes the problem of the repetition ofibatibns. Emphasizing

the idea of the album as a materi al proof
also the public acknowledgement of the names and quantity of her admirers, Larra

compares this book to a temple, in which the female owneldwrang all her trophies

(Afes un templo colgado de todos sus trofeo
metaphor, the album also had political and economic connotations for the woman who
owned i listaciviii supressipuesto,oporlomenbsede su amor propi
her civil list, her budget, or at least the budget of herlsalfv e 0 ; ,hiaitalica 3 3 2

T h e n o tistaaivil, f a ¢ c o r Ricciongrio deda Lénbua Espafigleefers to

the economic aid assignedtoamonaradharh i s f ami | y i(rLtilsd ast at e
civ.ilTohhe use of this term and of the noti or
the album in womenés | ives as an object th
accessory that was given to themseytwould be able to develop a public persona and

social relations. The fact that the album is the budget of its female owner, or at least that

of her selflove, strengthens the idea of the superiority of album owners, since the

coveted book would enricheir ego giving them the confidence needed in the gender
exchanges that would originate album contr

Apresupuestoo refer also to the accumul ati
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the collection of entri It is particularly interesting that Larra links the album to these
economic concepts, since the question of the value of this object before and after its
pages were filled up with contributions will also be a central issue in the development of
this practice in France and Spain.

But Larrads characterization of the alwb
uses and meaning for women. Following the identification of the coveted book as a
t emp | éstaamivido ihe est abl i s he sparigonbetwednthenor e di r ¢
female owner and the coveted bobka QU ® es una bel |abuda as ks Lz
cuyos pies todo el que pasa deposita su tributo de admirggi@uré’es su corazon
muchas veces sino atbun? 6 ( A What i s alaumfatwhose fdeteedegyonb ut an
leaves their tribute of admiration? What is her heart, if not ofteddam? ¢ 33 2) . Now
is the female subject who becomes objectified, being represented as an album. To imply
that a woman might herself be an album goes beyond wihat had previously declared
about the emptiness of women who did not own albums. Women cannot escape the
gender identification with the album, since the book now literally symbolizes them. The
fact that praises are suppomewsdsuallpthebe pl ace
dynamic of the album exchange, in which the female owner was supposed to be idealized

and dignified by the male contributor through the improvised entries. | think that the

37 Larra acknowledges the potential economic value of the aloum when discussing the impact that drawings
or verses by famous painters or poets would have in it. | will introduce this economic aspect of the album
practice more in detail tar in my analysis.
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body metaphor that Larra introduces here is essential tosiadé his interpretation of
the album phenomenon in the Spanish context. If the woman is an album, then her body
would be an empty vessel waiting to be fulfilled by men in the form of album entries.
Although the image of the tributes and praises beingipilne feet of the woman evokes
an almost virginal reference, it is clear that Larra is referring to the gender exchange, and
frequent courtship, that took place in the album practice. When he questions next what
t he owner 6s heart hesoppdristhibirgerprefatiom sirice feelngsa | b u m
were frequently involved in the gesture of collection of contributions from suitors or
potential lovers.
Larra also links the metonymical interpretation of the aloum as a symbol of the
woman to the issue dionor so essential in nineteertdntury gender relations. The
album exchange required a constant communication between men and women, initiated
generally by the album owner who would ask for entries from the male contributor. The
book&s ¢ on tdé¢he multipleimeraetions thdt the woman had with men in her
social circle, many of them potential love relationships. Thus, Larra associates the
material condition of the album with the moral situation of the owner, pointing out the
use of the book asdepiction of her level of social activity. Whemita exclaims:
A ddi c h oenouenerd en gsta especie triatodas las hojas en blangohe is
clearly implying that the whiteness of the book embodies the purity of its gwidr u ¢ k y
the one who fids in this type o&lbuma | | t he pagesAcsadngtbthisvhi t e!

interpretation, each entry of an aloum could signify a lover, a contributor who had stained
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the pages of the album at a literary level, and the hortbeeadwner at a physicavel.

We must not forget that Larra hpdeviouslyestablished the link between the album and

the corporeal nature of the female owner). An album with the majority of its pages

unwritten announced an almost virginal woman, one whom any man could cossider a

potential wife. I n case it is too hard to

declares that men should try at least to be the last one. Closing or finishing an album

would give a man the security that no one else would tarnish higpartns pur i ty af

him, neither symbolically through the words stamped in the album, nor physically by

|l eaving their traces on the ownerdés body.
Larrads | ast remarks in his essay on th

gendered practice. He ing9n the different roles of each gender in this exchange,

pointing out that women obtained all the pleasure from it, while men were punished with

the trouble of having to create a new entry for each af§uratra affirms that it is

essentialtorequestwoe n s i ndul gence towards mal e con

because of their obligation to fulfill the

responsibilities toward women implied much more than only the written album

contribution. In the very lasentence of his artiglearra declares that he does not want

to finish it without reminding the fAher mos

no tiene mas que wbumaque dar a llenar, y que cada poeta suele tener a la vez varios a

%The issue of the originality expected from album ¢
presentation of this practice and | will address it later in this study.
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quecontrbur (Aeach one of them has only one al
various to which to contribute at the same
one album, just like they have only one body. Men, on the other hand, have multiple
albumsthat they have to contribute to, albums which represent the multiplicity of bodies

they will try to seduce. Thus, men would not only be evaluated by their creativity and
improvisation techniques in terms of artistic creation, but also by their abilitjening

an acceptable courting and physical performance for each woman. Even the nineteenth
century quill could become here the phallic symbol that would signify the masculine

gesture of writing contributions and, therefore, staining the album/female \Wilg. the

reputation of a woman whose album was full of contributions could be questioned when
establishing the link between those entries and possible love relationships, the status of a
man would benefit from his ability of contributing to multiple atis1 The fact that Larra

decided to finish his essay stressing this issue reveals the insistent identification of the

album as a gendered practice and the strict attribution of male and female roles in it.
However, minimizing the album to a feminine fashara courting practice would mean

to ignore the fact that this phenomenon offers essential information about social

structures, class divisions, notions of art, and multiple aspects of the constitution of

nineteentkcentury society in France and Spain.
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V. Encore: The Album and the Ridicule

In order to convey the centrality of the aloum in nineteenthnt ur y womenoés
lives, Jouy establishes a comparison between this artifact and another important object in
this context: theidicule. Jouy evokes the garness with which women adopted the
ridicule and affirms that their obsession with the album is exactly the same. According to
Jouy, the album and thiglicule became the two essential accessories of women in
nineteentkcentury France, and they complenesheach other to the point of being
inseparable: Aces deux objets,o affirms Jo
confondre. UlAlbumet un ridicule ne font plus qubéun
excluding one another, are linked to the paoihgetting mixed up. A\lbumand a
ridiculear e oneo; 149). This compdculeéison bet ween
fascinating, since establishing this link allows us to imagine the centrality of the
ownership of objects in general in this context. lkstthe album, theidicule was an
artifact that belonged to the female fashion universe, and that would have worked in a
similar way in terms of social display, insertion in the economic market, and gender
determination. The exploration of theicule resonates with the purpose of this study in
terms of the information it offers about social practices and material culture in
nineteentkcentury France. For this reason, it was important for me to do further research

on theridicule and its presence in tmailieu of the album.
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What exactly is theidicule? Apparently, the termdicule was a variation or
synonym of the terméticule According to thérésor,theréticulewas a small handbag
or purse, made of thin mesh, which was in vogue durin®tfeetoire, between 1795
and 1799(See Figure) Jouy mentions that women started ugiidiculesat the same
time they started wearing sd@ough dresses, since that type of dress could not have
pockets. Therefore, they started carrying handbags for pexsgeats, such as
handkerchiefs, fans, visiting cards, letterswspapersand dance card€ These small
purses were calleddispensables England, andéticuleor ridicule in France. The term

ridiculewas wused in French and &bdghipédt und) | 19

LADY'S RETICULSE

Figure 3: Theridicule or réticule( A Hi st oi re doéun petit sac

3 The dane card garnet de balor dance program was a card diby women to remember all the

different dances that were programmed for a specific night at a ball, and the partners with whom they

planned on dancingSee Figue 4)On one side of the card there was usually an image of a group of people
dancing (the imge | include here shows Victorian nostalgia for the eighteenth century as an era of bygone
elegance), while the reverse side gave the sequences of dances of the evening with space for specifying the
potenti al partnersd name®Owith the attached penci l
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Since the album also became an essential object in nineteentht ur y wo men 6
lives, there was also space in titgculef or it .® AdRaennsf drem r i di cul e,
J o u yAlbuniimaréhe avec nos petitesa " t r esses, sembl able ° <ce
nos granemeres faisaient porter dans des sacs de velours quand elles allaient a la
par oi sseo0 ( fidiceq the albumss tmuelittlé nhistresses what Books of
Hours were to our grandmothers: an object that they would have carried to church in
velvet purseso; 149). The al bum, then, was
just like the books of hours. The only problemm t h Jouydés observation
cannot actually be compared to a book of hours in terms of size. A book of hours was
usually very small, not bigger than 4 by 4 inches in size, so it is understandable that
women would put them in theiidicules*® However, albums could not have fit into these
nineteentkcentury handbags, or at least not the albums that | was able to consult in
libraries in France and Spain. Those albums were big, heavy books, and some of them
were carried in boxes or cases madduwesively for them. One of the albums | consulted,
the one belonging to Madame de Heredia, measures 13.3 inches (horizontally) by 16.9
inches (vertically), not a portable size, and especially not an ideal one to carry in a purse.
Perhaps Jouy was referritmyearlier aloums, a variation that may have existed in the first

decade of the century, since he wrote his essay in 1811.

40The Harry Ransom Center at the University of Texas at Austin hold@eflexille Hoursmanuscript,
which measures 4 % by 3% inches (Hale).
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As T. H. Par ke mentions in hisridculé i cl e
or réticulebecame such an importdeimale objectn the nineteentkentury that even
Charl es Baudel aire made reference to it in
Petites vieilles. o0 In the third stanza of
old women pressed to their side, asWwier e a rel i c, Aun petit sa
rebuso (fia |ittle purse embroidered with f
the poem added in the version published in
ridicule, ou réticule,aétd®dsuvent orn® de rebus doOéune natut
l es vieill es gr aidicule o reticideehas inegdeatly lbeen(décoritesl
with a gallant rebus, as proven by old fas
mo d e s 0 w klare learnBdaabodt thlicule were the ones included in the
Journal des damest des Modedlirected by Pierre de La Mésangere. Published from
1797 to 1838, thdournal des damdscused on presenting the tendencies in the female
fashion in France, ptcularly in terms of clothing. It was in one of the late 1798 numbers
of the magazine that, i n tridieuleappaatd:on of AM
Le sac a définitivement remplacé les poches. On peut quitter un mari, un amant,
j amai s | lecosmmagnon [siclareligidible de nos belles, le dépositaire
fid |le de |l eurs plus secr tes pens®es.
changemens survenus a leur forme, leur ont donné le nom gibeciere. Il y a des
sacs de toutes couleurs; les plus élégans brodés en or ou en soie; une bourse
plus ou moins garnie, une |l unette, un m
faut pour quParké258Hoi t compl et .
The purse has definitely replaced pockets. One can leave a husband, a lover, but

never tke purse; it is the inseparable partner of our beautiful women, the faithful
guardian of their most wsdewder 6t buhosgmes.
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changes made to its shape changed its n
in all colors, the mst elegant ones are embroidered with gold or silk, a purse

more or less filled up would contain a spectacle, a handkerchief, and a novel. That

is all that is necessary for it to be complete.

In a later issue of this review in that same yearritheule owner is more clearly

depicted: fAToute femme Dbien Peudeperspnoeast e son
néen ont qudun; on aime ~ en changer, et |
ami eso (AAny wel | ddicdeqbag with heoVergfew peaple r i e s h

have only one; people love to change it, and the better equipped people even lend them to
t heir fr i endsridiculeiRamoktg@ersantidd)in.this Gdsaiption as an
extension of its owner. Even more importanintha&r husband or lover, thielicule was

an elegant confidant which carried everything its female owner needed in her public life.

It was almost a matter of setéspect to have ridicule, since this object was an essential

part of a sophisticated attir€his portrayal of theidicule justifies why Jouy linked it to

the album in such a convincing way, since it is possible to imagineditatie owners

were women who were eager to follow all the trends in female fashion. Therefore, they

would also wantd own an album, even if they did not put it inside thielicule.
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Figure 4: The dancecard or dance programme (Barlow 10001).

V. Conclusion

The essays on social customs that | analyze in this chapter reveal important
characeristics about the development of the album fashion in nineteentiary France
and Spain. As | have shown, the nature of this type of text allowed for the construction of

a narrative that explored and exposed the basic features of this practice ioftésms
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social manifestation from a very particular perspective. Jouy and Larra conveyed their
specific approaches to the album phenomenon in their context through the combination of
journalistic and satirical elAbume na sfioti e,
frame with multiple narrative voices through which he could express different views and
opinions about the album phenomenon. Meanwhile, Larra declares at the beginning of his
essayhat t he fAescrol iwr i d e r ctoosnbeedimseld had theu s
responsibility of writing impartially for everyone. Notwithstanding the fact that both

writers attempt to convince their readers that their depictions of the album are trustworthy

and accurate, it is evident that they both Aadndividual agenda when describing this
phenomenon in thejournalisticproduction, an agenda that implied the potaf the

practice as a gendeletermined one. The intertextuality between the essays provokes the
similarities in their description dhe album phenomenon, mainly in the presentation of it

as a practice that revealed female superficiality. However, there are aspects in which
Jouyds and Larrads understanding of this f
the actual constitutioof the phenomenon. After narrating that fascinating scene of the
woman of the Marais collecting contributio
womano in that neighborhood wanted an al bu
had gained in tit context. Jouy makes of the album a generalized fashiemamong

women of the Maraisyhich was not a neighborhood recognized by thie taswealth of

its inhabitants. In this way, Jouysists on the unlimited extension of this practice. Larra,

on the other side, indirectly insists throughout his essay on the social status required to
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become an al bum owner, referring to his e
of an ideal album, which required an economic investment that only women rtdiia ce
social c¢class could undertake. Jouy and Lar
ot herdés depiction of the phenomenon, but a
of albums, as | have explained before. Evidently, both writers marepula¢
information they had about the album in order to make it work for their particular
purposes when presenting this craze.

According to Jouyds and Larrads portray
identification of this fashion as a female one is undable. The album became an object
which signified women in the social space, but also represented more intimate aspects of
their constitution. | argue that women obtained agency through this practice, which
required their constant communication with methie demand for contributions. While
gaining public presence in the album dynamic, the establishment of this fashion also
stressed multiple stereotypes about women, for example, their weakness for fashion.
Notwithstanding the superficiality of the alburraptice, denounced by Jouy and Larra
and supported by Baudrillardés theoretical
al bums played an essenti al role in the | if
argument about the use of objectsérémslate personal desires and social ambitions
summarizes to a great extent the function of the album in nineteentiry France and
Spain. Women in these contexts made of the album a symbol of their desire to have an

active public life and of establisty interactions that would otherwise be inaccessible for



them. Thus, album owners allowed this object to become a metonymy of themselves, and
let it be filled up with the male entries that would confirm their popularity and multiple
moral and physical atbutes. In this way, both female owner and male contributor
collaborated in the process of blurring the frontier between the body and the object and

between the personal story and the one narrated through the album entries.
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Chapter 2: i Odtions)and Hetworks;Anayzng Nireeteenth-Century
Al bumso

Il ne faut jamais rien écrire sur les albums.
(One should never write in albums.)
G. Hanotaux, Album de Madame de Heredia

Plus on écrit, moinsonpensel 6 ai ®cr i t .
(The more one writes, the lesene thinks.| wrote)
Paul Valéry, Album de Madame de Heredia

jAlbums! moda acosadora!
(Albums! Harrassing fashion!)
Pepita MassanésAlbum de Modesto Lloréns y Torres

Ne ferezvous rien pour monAlbum, vous qui
avez mis de si Aljumdeitoates ceskdames® s s ur
(Would you not do something for my Album, you who
have put such beautiful things in the Album of all those ladies?)
Victor-Joseph £t i ennAalbuc(l8Ilpuy, A De

After conducting extensive research on the place of the albumeteenth
century essays on social customs, novels, plays, short storieseven published poems
that originally appeared in albums, | was finally able to see the historical objects. The
sight of albums in physical form far surpassed all of the imagead lenvisioned while
reading the texts that described them. The different covers that revealed the personality
and taste of the owners, the handwriting in the contributions, and the discovery of the
names of important nineteententury writers (such as #é&d de Vigny, Charles Nodier,
Campoamor, and José Zorrilla) were striking. So too were the texture of the pages and
heaviness of many of the books. Everything
different from what | had experienced through litara up to that moment. At the same

time, the literary texts were an inevitable point of reference in relation to the objects that |
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was discovering. Nineteentientury literary portrayals of the aloum convey the practice
in a way that helped me understahith context, and therefore appreciate many of the
subtleties that the study of the actual albums offered.

In this chapter, | analyze archival aloumanfira historical perspective that
promotes an understanding of the ways in which this practice thedria the milieu of
nineteenttcentury. My focus is on the significance of the albums as objects in the context
in which they were created and circulated. This approach furthers my analysis of the
representation of the album in fictional texts and highdighe centrality of this
phenomenon to French and Spanish society. Having already analyzed the depiction of
this craze in essays on social customs, | now study the physical albums identifying the
role of the object itself for nineteentientury owners andontributors, and discussing the
importance of their conservation in archives. The exploration of the historical context of
the album allows me to reconstruct multiple social and cultural transactions in nineteenth
century France and Spain. In my studytaf albums, | identify aspects of the objects that
reveal important information about the economic, gender, and artistic angles of the
exchange. In particular, | pay attention to details such as the material construction of the
books, the information th@bums offer about the process of collection, and the
identification of important literary and historical figures who participated in the practice.
The analysis of the networks established among nineteentlary writers who became
album contributors andthose family members (frequently wives) were album owners, is

an essential component of my approach to the impact and scope of the fashion. | also
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focus on the types of contributions included in the albums, as well as on exceptions to the
typical gender dyamic of the exchange, in the cases of male owners or female
contributors. I n addition, I maintain a di
Larrads essays on soci al customs, in order

album collectorsrad contributors correspond to literary portrayals of this practice.

Il . An Attempt to Control: Jouyods Proposal s
Practice

In my first encounter with the album, | thought\G€tor-Joseph Etienne de
Jouy OMariaaonldéde. arrabdés essays on social custon
texts became a type of manual that estaldighe rules and functions of ttpsactice. |
specificallye me mber ed a passdlbugte iim wWhiug®shdDanal vy.
impact of the albon phenomenon in his nineteergéntury Parisian context. Jouy
denounces al bum ownersodé constant disruptio
and write, to ask them for an album contribution. Considering the strain on men caused
by continuous requestsr contributions, Jouy starts to wonder if there could be a
solution to this situation, a way to reconcile all interests in which the ladies would obtain
the desired entries for t-Bepribesokéfniwstahsu
demandingtoomdc f r o m s ma rr EvidendynJouy hirhsglfihps.the answer to

his inquiry. He proposes a complex project that would regulate the development of the

LAllthe quotesinths secti on aresAlfjumodom t he essay @D
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album exchange in his milieu. For the materialization of this project, declares Jouy, it will
benece sary to convene an assembly of fApo tes
orientalistes, hell ®ni stes, grammairiens,
prose, mathematicians, musicians, orientalists, Hellenists, grammarigmerga
dawer s, -82),who will distuSsland decide on his different suggestions of
amendments to the album practice. The diversity in the participants of this imaginary
assembly represents Jouyds conceptiosn of t
and artistic manifestations converged. Jouy had already manifested this view of the
album in his description of his experience as a contributor (which he narrates disguised as
one of the correspondents of the hermit). Due to the lack of logic in thegmkall
thee Aspeci al i leadybumdrouswhitlsmakes iscorrespsnd to his
proposals for the transformation of the album practice.

The first topic that Jouy addresses when mentioning the different issues that
would be discussed at thesembly of experts and artists is the format and quantity of
pages that an album should have. ALes dame
Album le formatinf ol i o, 06 decl ares Jouy, referring t
foralboums(i We beseech wo meffoliafoo rnmoatt af doorp tt htehier ianl
In the infolio format, a sheet of paper would be folded, so it would become four pages
(A-faliod). Jouy insists thagtuatrhteo,bfoo rwia tc hf or
to a printing sheet which is folded twice and forms four leawea notebook of eight

pagesqu(afritno o) . He al so proposes that in the
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700 pages. Jouy imagines that by controlling the type and quantity of plages aould
have, he could also limit aloum requests, and thus minimize the pressure put on album
contributors.

Jouy then goes on to address the level of complexity of entries women could
request from contributors. He argues that women should be reason#iir
expectations of men, and should not ask them to create entries which would exceed
contributorsMSantme®gal eabenti tsyuppl i ®es | esdi
Ade ne plus eAbugerddumo preilnd gcei tushdéwmbl eau d
compositeur, une symphonie compl te; dbdun
vers, ou tout un chapitre en prose, suivan
such ladies to not demand for thalbum from a painter a historic paing; from a
composer, a complete symphony; from a man of letters, a complete song or an entire
chapter of prose, ac;ds2xAdcordingtotJauy, wamerh one 6 s
should only expect a romance from a musician, a couplet, a quatrain orrepinasi
phrase (in French) from a writer (Alitt®ra
this way, album owners would not be demanding an outrageous creative effort from their
contributors, and the exchange would be more fair for everyone.

Jwybdés third proposal for the transfor mat
most interesting and radical one. He suggests that in order to ease the creative burden

imposed uponmerii e nt r @ W& s & h shoukl besestablished in the main

neighbor hoods of Paris, where Al 6on trouver a,
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prose en toutes les langues vivantes ou mortes, de dessin et de musique, et de tous les
genres doé®quations de tous | es ddagsle®s, sur
Al bumuu®r@aaqg néaur a( fpd ues wiulél™ fsiimgd,erfoor a f
verses and prose in all living and dead languages, of drawings, of music, and of all types

of equations of all degrees, on sheets ready to be insertedilbuam: the purchaser will

have to do nothing but to signo; 153). Clo
amendment to the album exchange Jouy recommends that album contributors deal

directly with the directors of these warehouses and thatpgygash for the entries that

they want to buy to add to albums. This tr
favorabl e aux [vendeurs] o (fAwd;l |1503) .noThhiisn
proposal for the creation of a type of album entrystdy implies a fundamental

transformation of this practice, because it would alter its basic premise: the need for the
contributor to be creative and improvise something for each album owner. The institution

of such warehouses would require another ecantnamnsaction in the album fashion.

Besides buying the new blank album and considering the monetary value that it would

obtain after it was filled with contributions, now the materialization of the album

exchange would be determined by the purchasingeoétt to be included in the book.

With the elimination of the originality that was mandatory in the creation of entries, the

effort to make each contribution unique and to exalt the personal attributes of the aloum
owner would disappear as well. This napproach to the album practice would also

introduce a serious issue of authorship, because the signature that would accompany each
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entry would not represent its creator, but rather the man who had the economic means to
obtain it.

Fortunat el gpropasalsdoythesegulatiom ofithe aloum practice
remained simply that: humorous suggestions that never materialized, imaginary rules that
were the product of his personal interest and frustration with the practice, but which
never transcended thespacé hi s | iterary gesture. Notwit
women owners or of the particularities of the phenomenon, albums continued to be what
they had always been. Thus, albums with different numbers of pages, a diversity of types
of contributions (@ terms of both discipline and complexity), and entries that were
created by contributors themselves, continued to be a central social custom in nineteenth
century France and Spain. | was able to consult some of those rich and fascinating albums

in libraries and archives.

Il. Exploring the Archive: Transitioning from Literature to the Historical Object

A brief explanation of the type of access | had to albums is necessary. Albums are
not regular books kept at library collections. Interestingly, aloumsdareither art in the
generalized sense, and thus they are not displayed in museums along with other art
objects. Albums are not governing documents or public records, but they are usually also
kept separately from other personal documents of its owrlaredin the blurry frontier
between the private and the public, an album constitutes an individual collection authored

by others and that represents its owner. All these particularities make definitely
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challenging the discovery and study of albums. Tharak that | was able to consult in
libraries and archives in France and Spain could have been saved by friends or family of
its owners, who thought they were important objects that deserved to be protected.
Having access to albums in the twentiBihbt century and being able to constitute a

corpus of study of them is certainly a gesture that defies the limitations of its nature as
historical documents.

The sites that house the albums that | consulted in France are the Association pour

| 6 Aut obi oghea pRBii el amtdh que de | 6 Arsenal, whi
Nationale de Francén Spain, | visited the Biblioteca Nacional de Espafia, the Biblioteca

del Museo del Romanticismo, and the Biblioteca de la Fundacion Lazaro Gakliano.

the Bibliothequal e | 6 Ar sen al I saw four albums, tho:

Camastra, Madame de Heredia, Maria de Marches, and an anonymous album identified
asAlbum amicorum romantiquéwas able to see the manuscripts of all these albums and

even take picturefo t hem. Thi s was also the case of

t he Association pour | 6Autobiographie. At
four al bums: Aurelia Picatost eMaguesadlaul i a de
Mul hac@®@ndse &mzcondesa de Sol 2s6b

; however,

of them? At the Biblioteca del Museo Romantico, | was able to see albums that belonged

2 At the Biblioteca Nacional, | was @khat | would have to pay an exorbitant fee to have them take, print,

and mailthe photos for me. While | decided not to purchase this service, especially given my uncertainty

about the quality of the repr oduatndoontsbutions, whichve not e
| use in my analysis.

11¢



to Dolores Saravia, the General Enrique Solano, the Princesa de Anglona, Ramén Pérez
Costalesthe sefiorita de Goyena, and Tomasa Breton de los Herreros. | had complete
access to these albums and was able to take pictures of them. This library also holds don
Al fonso de Qu e sladd aodsee irmnylvisitnbut was lablecchconsult

through the online scanned version made available by the libkatiie Fundacion

Lazaro Galdiano, | saw the albums of Maria de los Dolores Perinat de Pacheco, Emilia
Pardo BazarG. LI., Modesto Lloréns y Torres, and Paulina Contreras de Alakéyn.

access tohese albums was very limited, because a librarian supervised me while |
consulted them. However, | was able to acquire an exhibition catalogue about the albums
from their collection, which includes transcriptions of all of the contributions (including

the drawings and music scores),® as well as |

A. Who Were the Album Owners?

The task of identifying the owners of aloums kept at libraries and archives in
France and Spain is essential, in order to understand the extensierpbéttomenon
and the social groups in which it circulated. Of course, each album is identified with the

name of its owner but, who exactly were these people? Considering how the phenomenon

3 There were some albums that | was unable to codatilig my researghiue to time and economic and
geographical limitations. In France, there is an album at the Bibliothéque Municipale de Rennes (which

belonged to Ren® Martineau), an album at the Biblio
AAl bum ami cor walyfiom theheigbtdentbersguryp antl another one at the Mediatheque de
Met z (Nina de Vil l ar dosthe Biblibteca deldPalacio de Perélazla ieBaticedonaa n  al b

(which belonged to the Marquesa de Valmar) and another one in Extremadura at the Biblioteca de don
Antonio RodrigueaMo i no y dofa Mar2a Brey (Pilar de &anarruz
analyze them in future projects.



is described in literary texts, it is possible to imagine thaetivare hundreds, probably
thousands, of albums circulating in nineteecgintury France and Spain, mainly in Paris
and Madrid. Why have these particular albums survived the passage of time and been

preserved in libraries for more than a century? It sebatsih many cases, the

conservation of certain albums was intentional, since there was an awareness about the

historical value of a specific book, based upon the social status of its owner. In other
instances, when the album did not belong to a personméne fii mpor t ant o
context, the bookédés archiving seems to
which led to the valuation of the object beyond the identity of its owner. | think that, in
the end, chance also played an importal# in the historical coincidence that led the
preservation of these books which reveal so much about the constitution of social
exchanges in the nineteertntury French and Spanish milieu.

| identify four main groups of album owners among the alburasltconsulted.

i n

be

First, there are the women who were popular because of their link with the literary scene.

There were women writers who owned albums, like Emilia Pardo Bazan and Julia de
Asensi. Some wives or daughters of nineteestitury French or Spast writers were
also album owners, for examplEomasa Breton de los Herreros, Paulina Contreras de
Alarcon, Madame de Herediemma Jouy (or Emma BaiBoudonville, which was her
married name)Mariana Paniagudaria de los Dolores Perinat de Pachéaaglia
Picatosteandthe Vizcondesa de Solis. The Sefiora de Ibéffzjuesa de Mulhacén and

the Princesa de Anglofidarquesa de Javalquinto also both had privileged positions, as
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revealed in the titles that accompany their names (they were both marduoises).

second group, | identify women who may have been important according to the
contributions included in their albums or to their titles, but about whom there is little
information to be found| classify the Duchesse de Camastra, Maria de Marchdgha
Sefiorita de Goyena in this group. The third group includes women whose albums do not
reveal significant social connections and whose identification would require a more in
depth historical search. In this group, | include Dolores Saravia, Josefal&nrand
Georgetteé. The fourth division | make of album owners is determined by a gender

difference. This category includes men who owned albums and defied the original idea of

41 used several resources for identifying these album owners, the most important b&ifuglthe

Biographical Information Systerwhich is the main online resource for European biographies. | also used
theBiography andsenealogy Master IndeGale Biography in Contexaind some biographical
dictionaries available on the Biblioth que National
that | did not even find on these biography sources, but | was able to detéomihich family they

belonged, based on references in their albums, particularly to their husbands. | avoid including dates of

birth and death of aloum owners, precisely because in some cases | have only identified them through their
relation to importanhistorical figures, and so do not necessarily have this information.

5 The only important contribution that both Dolores Saravia and Josefa Gonzélez had in their albums was
one by the Spanish nineteerttbntury poet Ramén de Campoamor. But the tithat Campoamor had

also contributed to the majority of the albums | consulted. He wrote in the albums of Aurelia Picatoste, the
General SolandMariana Paniagua, the Sefiora de |Ibafiez, and Tomasa Bretén de los Herreros. Thus,
Campoamor seems to have beae of the most accessible album contributors in the nineteenthary

Spanish context, which explains why these women (who were probably not that importantrimiligaeir
according to the lack of biographical information about them to be found) wauklbeen able to include

a contribution by him in their books.

SWhen adding Georgetteods album to the collection of
Lejeune created a document in which, besides listing all the contributions in the éaddéntified her as a

student at the Sévigné high school in CharleMiéziéres athe beginning of the twentietientury. As an

album that did not belong to an adult and which was creatbe &eginning of the twentietientury, this

album does not caespond to the use of the practice that | am interested in exploring. The album which

belonged to the Duchesse de Camastra represents also an exception, which | will present in detail later in

this chapter.



this practice as exclusively female. Ramén Pérez Costales, the GenajakEwlano,
Don Adolfo de Quesada, and Modesto Llérens y Torres are the four owners whose
albums | was able to consult. Besides all these albums identified by the name of the
owner and that | classify in these different groups, | also saw an anonymouns albu
included in the catalogue of the Bibliothéque Nationale de FranceAdban amicorum
romantqu¢ and another one identified only witdt
kept at the Fundacién Lazaro Galdidno.

Diverse reasons could havel o the interest in each one of these albums, and
their eventual conservation in libraries and archives. In the case of the first two albums |
mentioned, the ones belonging to Emilia Pardo Bazan and Julia de Asensi, it is
understandable that there woulalvle been a genuine desire to keep an object that
belonged to these two writers, and which revealed information about their social
connections and even about their attributes from the perspective of the contributors.
Interestingly, in the case of Pardo Bazher album did not conform to the traditional
concept of the object, in which the owner 6
him or her. In 1871, the prolific writer used her album to include the poetry she had
written during the previous sixegrs, from the time she was fourteen years old to until

she turned twenty. For just a brief phase

71 will not be studying these two albums intaiéin my analysis of the material constitution of the books or

the contributions included in them. In the case of the anonymous album, there are no contributions to study

in it, and in the album that bel oohngasharilystandicBtfor L| . 0 t
their artistic technique or for the popularity of their authors.
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fulfilled its traditional role, when her friends Juan Montes and Leandro Prieto, included

one and three poems in ispectively (Yevés Andrés 68). In the case of Julia de Asensi,

a writer of literature for adults and children, her alboum was used for the typical purpose

of collecting poetry and drawings from admirers and friends. Born in 1859, Asensi

participated in thelaum fashion in the late nineteentlentury, as the dates of 1874,

1875, 1876, and 1881 in some of the contri

essay on the development of the album fashion in Spain, in which he presents the album

as being at itpeak in 1835.

It is understandable that, given their relation to men who were important in the

literary scene of their time, Emma Bddoudonville, Madame de Heredia, Tomasa

Bretdn de los Herreros, Mariana Paniagua, Paulina Contreras de Alarcén, andeMaria

los Dolores Perinat de Pacheco would have been interested in having an album, since

they could collect contributions from the personal connections of their fathers and

husbands. The first three albums in this group, the ones belonging to Emma Bain

Boudbnville, Madame de Heredia, and Tomasa Bretdn de los Herreros, are probably the

richest and most complete of all those | consulted, in terms of material constitution and

variety of entries. In some way, these albums represent the ideal of the object, as
described in the literary texts that depict the practice.

The essays that Jouy wrote about the album might even have prompted his
daughterd6s interest in obtaining one.

Emmaébés book, s h e Iectionmaund 1813 sjustawo yeard aftér ¢he
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publication of her fatheroés reflections on
Madame de Heredia, the wife of Cublarench writer membeoaf the Académie
Francaise, Josklaria Heredia, her album is ci®aone of the most prized at the
Biblioth que de | 6Arsenal, where they zeal
researchers generally see the microfiliihey even created a list of all the entries in this
album, specifying the author and type ohtribution, something they did not create for
other albums in their collectom.o masa Br et -n de | os Herreros
prized at the Biblioteca del Museo del Romanticismo in Madhmitlovember 2013 the
|l i brary made it fpitehzea nbenlt hmes aat( it phiee amu sce u
essay on it, which they made available online, along witigiized version of the
al bum. Manuel Bret-n de | os HeElpemtaplad port
beneficiada: fAbula comica en dos a&(®857) ancEl cuarto de hora: comedia en cinco
actos( 1848) may have been inspired on his witf
plays were written within the time period during which she completed her collection,
which spanned 1842 to 1874.

In the case of Mariana Paniagua, her marriage to Spanish writer and journalist

Eusebio Blasco Soler in 1872 was definitely decisive in the outcome of her alboum

81n my initial request for the album they did not let me see the manuscript. They told me to consult the

microfilm and said that if there was something that matsclear, | could eventually see the manuscript.

The microfilm was in black and white, and | explained to them that an important component of my research

was the visual part of the albums and that it was essential for me to see the colors of the threlwitags

in Madame de Heredi ads. Eventually, they | et me con
was fortunate because in this album even some of the literary contributions are written with colored ink.
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collection. According to the date in the title page of her alboum, Mariana started

participating in tis fashion in 1877 and among the contributors to her book were José

Zorrilla, Campoamor, Juan Eugenio Hartzenbusch, and other important writers of her

context whom probably she would not have met if it were not for her marriage to Blasco

Soler. Paulina Cdreras de Alarcon was in a similarly privileged position, being the wife

of writer and album contributor Pedro Antonio de Alarédctually, if it had not been

for Paulinads connections with artists and
would have probably not participated in the album fashion at all, since it was Zorrilla

who purchased the album for her in France.
husband, Joaquin Francisco Pacheco, was very active in nineteatithy journalism in
Spain, and was also influenti al i ninhi s wi f
Mar2?a de | os Doloresd album, there are ent
Gertrudis Gomez de Avellaneda, and even Victor Hugo.c r eci a Pi cat ost e 6 ¢
was certainly similar to the one of these women, as the daughter of Felipe Picatoste, a

journalist and politician in nineteentientury Spain. For Maria Joaquina Fernandez del

9 Pedro Antonio de Alarcén actiiaincluded a passage about an album in his idekadrid a Napoles

(1878). But the album that de Alarcon describes in this text is not the same type of album that | focus on in

this study and that his wife had. He describes his encounter withatypeafv el er sdé al bum t hat
discovered while going from Madrid to Paris through the PyreneesiAlboen de la Flecherenhich de

Al arc-n got to see at hi s-Blgngiwdsarsalbunhiowhikreeach fraveder v i si t
included ahodijhaweas e hle® 8hen seading the contributions tostaibum, de

Alarcén noticed that there were in the album disputes artramglers from different countries, who would

confront each other regarding political and nationalistic issStfes main disputes that de Alarcén quotes

are among English and French men, but there are Russian, German, Polish, Italian, and Portuguese
contributors who also intervene in the album. De Al
between all tase (male) contributors ridicules their patriotic argumentgramgformshis narratiorinto a

critique of the idea of superiority in Europe.
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Pino y Tavira, the Vizcondesa de Solis, the combination of the literary cétear

husband, Emilio de Alcaraz y Francés, and the title of her family must have been very
beneficial for the progress of her collection in her aloum. For the Princesa de Anglona
Marquesa de Javalquinto and the Sefiora de Iblslidegquesa de Mulhacén, itas mainly

their noble titles and the connections they implied, that were core elements that facilitated
the gathering of contributions for their aloums. It was very difficult to find historical
information about the alboum owners that | identify in the sd@nd third groups. The
identification of these women would require a very thorough archival search, probably
one based on birth or baptism certificates, an effort that goes beyond my purposes for this
study.

In the case of the male album owners, thifiegd@m can be identified through
biographical searches. Holder of the title of Conde de San Rafael de Luyand, Adolfo de
Quesada y Hore was a pianist and composer, representative of the Romantic movement in
Madrilean cl assi cal m u).Miodesto(Lidbrand ¢ Toifres hingsalfe s a d a
had an interest in literature, evident in the poetry and the few literary articles he wrote
earlier in life. Although his writing did not develop irdccareer, it could have been the
origin of his interest in or contact with the album practfcéwas also able to obtain

some biographical information about Ramon Pérez Costales, a Galician doctor who was

101n the case of Lloréns y Torres, the biographical information | have comes from the catalogue of the
exposition on albums presented at the Fundacion Lazaro Galdiano, in which Juan Antonio Yeves Andrés
includes an introduction to each one of the owners of the albums they hold in their collection. All my
references to Yeves Anék in this chapter are from thatalogue.
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very active in politics in his context. Interexjly, Pérez Costales was a writer as well,

and one of his twpoetrybooks included a preface written by Emilia Pardo Bazan. Thus,

Pérez Costales was also part of the social circle in which the album was popular, which
possibly made him curious about thagtice to the point of becoming an owner himself,
which defied the typical gender roles esta

Costal eso) .

B. On the Material Aspect of the Practice: The Album as Object

My analysis of the material construction of #ilbums aims to achieve a better
understanding of particular aspects of the development of this phenomenon. One of the
potential approaches to the albums in the exploration of their physical constitution is their
identification as art objects. But acknowgga the artistic nature of the alboums does not
mean | will only examine them from a purely aesthetic perspective. | identify the
sophistication and beauty of albumsd appea
objects in particular, and of the praetinn general, in ways that go beyond the physical,
and extend to their idiosyncrasy and social determinants. Through my study of the
physical appearance of the albums that | consulted, | seek to understand the link between
the identity of the album owneasd the look of the object. | discuss the materials used in
al bumés production, including decoration,
examination is to identify how issues such as personal taste, social status, and gender

differencesareprs ent i n the albumsdéd construction.
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As | have pointed out previously, the two materials used in the binding of the
albums | consulted were leather and velN@nly two of the albums were covered in
velvet, those belonging to Josefa Gonzélez (purple) aticktBefiora de Ibafiez (dark
red). This means that leather, the same material thatndemntjons as beingsed in the
album he contributed to, may have been the favorite of album owners. This would make
sense, given that leather tends to be more durabiectbth like velvet, while still being
aesthetically pleasing. On the contrary, it is even possible that more leather alboums
survived the passage of time, precisely for this reason. It is important to point out that the
use of leather was not exclusive &dbbums, since high qlity collectibles in nineteenth
century were frequently also leatHswund.

The colors of albums vary, as do the designs on the covers of the books. For
example, the albums that belonged to the two ninetemarttury women writerare very
di fferent from each other. Pardo Baz8nb6s a
design painted in the four corners of the
center’?( See Figure 5) Somewhat morieleathertim act i v e

this case brown, has her initials in metal on the cover, and even a lock, now broken. The

I'n my analysis of Larraod6s description of the ideal
this study, | introduce briefly the topic of the materials used in these books.

12 Emilia Pardo Bazan is the only female album emo which | will be referring by the last names. Due to
the fact that | will be mentioning the husbands of the other female album owners, | decided to always use
their first name to avoid confusion. In the case of the male album owners, | will refiemdy their last
names.
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presence of the lock is fascinating in that, as with a diary, it gives the alboum owner and

key-holder control over who sees the content of the pelrdmuk, and when they see it.

Figure 5: Cover of the album of Spanish writer Emilia Pardo Bazan (Yeves André<l
album 154).

Interestingly, four of the women relatives of nineteetghtury writers also had
theirinitialsstamped on t hei r al b uBwsudd ocnowvielrlse. hEansmat hBe
B.0 imprinted on the dark red | eather cove
Heredi adbs has a black Il etter AHO on its 1|

serves aa stand for the initial. (See Figure 1) Of a more subdued brown, less flashy than



de Heredi aods, Tomasa Bret-n de | os Herrero

Besides some engraved | ines that cross eac
its cover, which refer to Tomasads maiden na
she was generally identified by her husban

album as an object that represented her on a more intimate and personal level and that
offered her the social presence that she normally acquired through him. (See Figure 7)

Mari ana Paniaguads al bum also has initials

=1}

One can clearly recognize the MO0 t®g amped

of the AMO that seems to be a AB, 0 which m
surname. (See Figure 8) I n this sense, Ma r
with initials is completely diféeHenédif aosm
and Emmads. Even though in her daily 1ife
husbanddés, she seems to have done so in he

link with a writer, an identification which could facilitate the gathg of contributions.

12¢



Figure 6: Cover of the album of Emma BairBoudonville, the daughter of French writeron
social customsVictor -Joseph Etienne de JouyA | bu m d 6 EBoudonvBl@.i n



Figure 7: Cover of the album of Tomasa Breton de los Herreros, the wife of Spanish writer
Manuel Breton de los Herreros Album de Tomasa Bretdn de los Herrejos
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Figure 8: Cover of the album of Mariana Paniagua, the wife of Spanish wtér Eusebio
Blasco @lbum de Mariana Paniagua
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Putting the ownerds initials on the cov
may have also acted as a reminder for the contributors, who may have had several alboums
at home to which they had to contrib. In his description of the appearance of an ideal
al bum, Larra insisted that its cover shoul
o las armas del duefoo (;B828)4%Inthe ecasef Tomasat he s
and Mariana, the tavSpanish women who had their initials on the cover of their albums,
it is possible that they had read Larrads
dates in their albums are posterior to the publication of the article (1842 to 1846 in
Tomasads 1877 to 1884 in Marianads). The fr
albums of women related to the literary sphere surely responds, first, to an economic
status determination. It would certainly have been more expensive to order an album
personalizd with the initials of the owner, or to pay after buying it to get the initials
imprinted on the covef:. Also, considering the social circles in which these women
moved, it is understandable that they would have wanted their albums to stand out from
the ohers that circulated in the wild world of album collection. The initials function as
another element that, along with the color and other designs on the cover, allowed owners
to identify with the book and make it a signifier of their public presence, alsite

showcasing their affluence, taste, and social status.

Bl'n this context, fici frao refers to the initials us
“Josefa Gonz§&8lezobs al bum also had her initials in t

information about her, but it is possible to assuthat Josefa also had the economic means to pay for an
album with a personal inscriptiofSee Figures 33 and 34)

132



But not all the women who had links to writers had their initials imprinted on the
covers of their album, highlighting their connection to literary circles. Paulina Contreras
de Al ar c - sdacwallyal véryrich dasan embossed in the dark brown leather of
the cover. This combination of different types of leaves, flowers, and buds bears the
inscription: AThe Floral Al bumo in the cen
what seemsotbe the name or classification of this album is in English since, as |
mentioned previously, Zorrilla supposedly acquirdditPaulinain Francet®> Why
would then the album be identified with this inscription in English? Perhaps the album
had been impoed from England, or commissioned in France to be inscribed with
English text, as a unique alternative to other, more common personalizing gestures such
as initials. The same image that is embossed on the cover appears on the first page of the
album, in ths case, in color. (See Figure 10) In his essay on the album, Larra affirms that
al bum owners should make sure to obtain th
had access to. He declares that in Spain it would be very hard to make an album that
coudcompete with foreign models: A[s] -1 o el
una co0osa que se aproxi mas e -kaowuandsRBlleb um dece
Al egr2a could create something approaching
bookbinder andiraftsmanwelk nown i n Larradosilooni8)xcc{ Rnbi

Album owners are thus encouraged by Larra to obtain theirs in other European cities such

15 Zorrilla himself declares that he got the album for Paulina in France in the first contribution to the album,
which | will analyze latern this chapter.
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as London and Paris, preferably Lond®harra insists that even if their album was
Spanish and &s a creation of Alegria, owners should make sure to convince everyone
that its origin was foreign, specifying details about the trip in which they had bought it. It
is understandable why Zorrilla wanted to obtain for Paulina a book that combined
preciselythe two ideal aloum markets, one which was ambiguously French and English
at the same time. Maybe Parisian albomakers were even creating albums with English
text on them, knowing they were the most highly sowtetr. This would imply the

creation of doreignlanguage album market in France, a fascinating possibility that we

could not dismiss.

6 | arra explains that Paris is more vulgar and trivial than London, and that is why the English capital was
preferred as a destiny for album buyers.
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Figure 9: Cover of the album of Paulina Contreras de Alarcén, the wife of Spanish writer
Pedro Antonio de Alarcon (Yeves AndrésEl dlbum 140).
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Figure 10: First page of the album of Paulina Contreras de Alarcén, the wife of Spanish
writer Pedro Antonio de Alarcon (Yeves AndrésEl album 52).

The use of different colors, figures, and decorations was ano#yeiowowners
to make their albums stand out. For exampl
has an interesting frame of golden lines and colorful figures stamped on the black leather
of the cover that make the album visually attractive. (See &itjliy In this same vein,

Dol ores Saraviads book halereddinevteatfgma el i cat e
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frame on the black leather cover. There are small pearls in each corner of the cover and in
the center there is a drawing of flowers. (See Figuke) Mar i a de Mar ches?éd
out not only because of its distinct wide frame in golden ink around the cover and the
diamondshaped colored figure in the center, but also because it has the complete name

of the owner and the date of 1833 in its coy®ee Figure 13) | assume that this date

refers to the moment when Maria obtained the album and started her collection. Of all the
albums that | was able to consult, | think that the one belonging to the Duchesse de
Camastra was the most impressiveinermof t he cover 6s appearan
design made with orange beads sewed onto the fabric of the cover, a unique decoration
that certainly corresponds to the use that the owner made of this book. (See Figure 14)
The Duchesse de Camastra did notheyealbum as a typical one in which she collected
contributions from her acquaintances. In her case, the book served to document events
that she held in her house, like dinners or parties, through the signatures of the guests and
even through pictures tiie occasion that the duchess would add. Another particularity

that makes this album unique from the general practice is that the collection included in it
was gathered at the beginning of the twentthtury, from 1913 to 1924, significantly

later tharthe dates of the use of the album that interests me in this study.



Figure 11: Cover of the album of Dolores Perinat, the wife of Spanish journalist Joaquin
Francisco Pacheco (Yeves Andrégl album 92).
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Figure 12: Detail of the cover of the album of Dolores SaraviaAlbum de Dolores Saravia



MARIA o= MARCHES

Figure 13: Cover of the album of Maria de Marches Album de Maria de Marches
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Figure 14: Cover of the album of the Duchesse de Camastrédipum de la Duchesse de
Camastrg.
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Differing from these fematewned albums that display a multiplicity of colors
and designs in their covers, the four albums owned by men that | consulted were
significantly more somér. Considering the number of female albums with covers of
brown and black leather, it is impossible to identify dark colors as a determinant that
would differentiate albums which belonged to men from those belonging to women. It is
also very likely thatte colors faded or deepened over time, as older leather tends to do;
so the current color may be quite different from the original color. Regardless of color, it
is possible to point out certain patterns in the style and appearance of albums owned by
men hat can reveal gender preferences. While it is impossible to make sweeping
generalizations based upon a limited number of albums, it nevertheless seems very
significant that none of the four matevned albums have colored designs on their
covers. The simpist of the mal@wned albums is the one which belonged to Modesto
Lloréns y Torres, which is black with golden lines forming a frame on the cover. This
album has a design engraved in the center of the leather cover, framing the word
ARecuer dos 0) butfihd detoativisalafiditely less intricatthan the ones in
some of the female albums (li ke Paulina Co
album also includes the initials of the owner, not on the front, but on the back cover. (See
Figure 155A1l so a very modest model, Adol fo de Qu
elaborate design on the cover: its material is brown leather and it has some small shield
|l i ke designs and the word AAl bumdo in the <c

S o | aareodéfigitely the most rich and detailed of the rmalmed albums. Two frames
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are imprinted in golden ink on the green |
frame encircles the ownerds name, also st a
brokenlock on one side. (See Figure 16) The album which belonged to the General
Solano is definitely the most fAmasculineo
this album is the material used in its cover, which seems to be alligator leather. (See

Figure 17) It is understandable that Solano, having the status of a general in nineteenth
century Spain, would have had the money to pay for such a luxury and might have

wanted to invest it to make his album stand out from the others circulating in his milieu
Besides the materi al of its cover, Solanob
design engraved in them that give his album an air of royalty. Two of these corners came

off, leaving in their place a shadow in the cover of the aloum. In contrdst golden

met al corners in Josefa Gonz§8lezds al bum,

Solanobébs are big and seem heavy, giving th
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Figure 15: Cover of the album of Modesto Lloréns y Torres (Yeves AndréskEl album 116).
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Figure 16: Cover of the album of Ramén Pérez Costale®\(bum de Ramén Pérez Costa)jes

14t



Figure 17: Cover of the album of the General SolanoAlbum del GeneraSolang).
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The size of the albums is another importaptasct i n my study of t
physical construction. In the section aboutrideculesin the first chapter of this study, |
referred to Jouybs affir mat i oerhe little purseswo me n
that were also very popular in nineteenttt nt ur y Fr ance. | critigue
basis on the size of some of the albums | have studied. Referring specifically to Madame
de Herediads, which, a %dadpertedrepesentatiantottile, c o u
constitution of the object and the practice, | argued that the albums could not fit into the
ridicules Many of the albums | consulted are large books, some of them even heavy (due
to the type of paper used for the paged to contributions that were sometimes glued to
the pages), and it definitely would have been improbable to put them itbalgdesand
carry them around the city without breaking the delicate fabric of the bag. Madame de
Heredi ads al Minahesi and 1153nchas tdll, ertdiry .not a size easy to
transport, and which would not fit inside a small pdfsSEhe album that belonged to
Emma BairBoudonville is also one of the largest ones | saw, measuring 11 by 14.4
inches and almost two inch&sl. Some of these larger albums have a horizontal
orientation which makes them look less like a book and mike@ Iphoto album. Tomasa
Bret-n de | os Herrerobés and the Vizcondesa
this type of orientation, measng 11.6 by 8.6 inches and 11 by 8 inches, respectively.

There was probably not a standard size for an album, as suggested by the diversity among

17 All the measurements that | will mention will be ordered horizontally by vertically.
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the ones | consulted in my research. It is also impossible to establish a correspondence
between the size @lbums and the social status of its owner. The album that belonged to
Spanish writer Julia de Asensi was only 10.6 by 7 inches, significantly smaller than the
others of women who were not writers or were not directly linked to the literary scene in
theirmilieu. Perhaps the albums of less elite women were more standardized, since these
women would be less likely to be able to afford to commission unique and lavishly
personalized albums. It would be also difficult to draw any conclusions based on
differences in the size of albums and the gender of the owner. The box of the album of
Mariana Paniagua measures 7.5 by 10 inches (the album is slightly smaller) and Modesto
LIl or®ns y Torresdé6 al bum measures 7 by 10.
thedifferent gender approach to the practice did not impact the size of the book acquired
to participate in it.

When exploring the inside of the albums, there is some important information to
analyze before delving into their content and the contobstivithin. In some of the
albums that | examined, | identified a seal that refers to the maker of the album, or to the
stationery shop where the owner acquired
importance of having a foreign album in Spain antdesfg able to prove its origin, it is
understandable that many album owners would have wanted to keep some material
evidence to show where the book had been bought. Only two of all the albums that |
studied still have the stamp that reveals where it wasiigezl, and they are both Spanish.

Mari ana Paniaguadés al bum has a seal on t
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adorning the hard cover. Imprinted in golden ink, the seal has a crown that reads
APapeterie Mar quAbum de Marigh@anthgug. (Sae FRRyare 18)dNot (

only the name, but also the specific address suggests that Mariana was aware of the
importance of having a foreign album, and thus obtained one from Paris. It is particularly
interesting to know tmapapeteNksadeatadl whicld adlowausb um c
to picture the presence of this practice at nineteeatiury books and objects markets.

We must remember at this point that Mari an
in its cover (robabhiyg caseefidreBceotp Mari .
Blanco). Considering that the detail of the initials implies an additional process of
personalization of the book (probably taking it to a workshop where they would work on

the leather), | wonder if the da# the Papeterie Marquet was not originally part of this

album, and if Mariana asked for it to be included in it at the same time when they added

her initials. This seal announces the French origin of the album and thus confers it social

status in the &um world.
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Figure 18: Stamp of the Papeterie Marquet in the album of Mariana Paniagua4lbum de
Mariana Paniagug.

The album that belonged to Tomasa Bretdn de los Herreros also has a stamp
identifying its seller. In this casehe reference appears on the first page, a cover page
that has a baroque drawing which includes angels, demons, lovers, and jesters playing
music, as well as what seem to be two Greek antigoitigpulling ropes to keep the
ensemble together. (See FiguB) Right next to these muscular male figures two birds
hold a sign in their beaks readi®deg: ASusse
Panor ama Albuih de&TonBasa Bfetdn de los HerrgrgSee Figure 20) Located

in the Par i s ddarangidsamentactialy tnet thr frene theaChaussée
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déoAntin, where Jouy had written about the
papeterie Nowadays, Susse, which has moved from Paris to Malakoff, is the oldest art
foundry in France and probly in Europe Susse FondelrBut there is actually more
information in Tomasaods al bum that all ows
object. I n the | eather cover of Tomasads a
i nk thaithesatyas.:.0 AI(GSee Figure 21) The #fACasa (
bookbinding workshops in Madrid in the nineteeogimtury. Founded by Miguel Ginesta

at the beginning of the century, this company thrived during the peak of the bookbinding
businessn Madrid because of the courtly character attributed to this practice (Quiney

Urbieta 11). This means that Tomasa had an album with a seal of a pegretérie

which leather cover had an inscription of a Spanish bookbinder. Her album also has the
intalsh T. A. 0 on the cover, which refer to he
there is a combination of French and Spanish materials in this alboum? | can think of

multiple explanations for this. Possibly, Tomasa bought (herself or through some friend
whowas visiting the French capital) the album at the Susse Frépeserie took it to

Spain, and then brought it to Ginestabs wo
initials engraved on the cover. The other possibility is that what she got atFSasss

was not a bound album. | imagine that Tomasa could have gotten just the interior of the
album, the pages with a simple thread binding that included that elaborated title page.

Then, when she got to Madrid, she could have paid for the bitlthtgasGi ne st ad s

inscription. A third possibility is that the Spanish bookbinder imported paper from Paris,
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either regularly or at the request of patrons who commissioned books. In any case, the
identification in the same album of seals from book relatedsinés in the two countries
I include in my study reveals important information about the transnational extension of

this fashion and the multiple transactions that it promoted.

Figure 19: First page ofthe album of Tomasa Bretonde los Herreros(Album de Tomasa
Breton de los Herreros
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Figure 20: Stamp of the Papeterie Susse Fréres in the album of Tomasa Bretén de los
Herreros (Album de Tomasa Breton de los Herredos
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Figure 21: Imprint of the bookbinding workshop GinestainTo masa Br et - n de | os
album (Album de Tomasa Bret6n de los Herredos

In relation to the binding of the albums, their pages are another aspect that
deserves attention as an essential parteofrthterial constitution of the books. First of
all, it is important to point out that many of the albums | consulted have numbered pages.
For example, all of the albums at the library of the Museo del Romanticismo have
numbered pages, as wellas some abumat t he Bi bl i oth que de |
Madame de Heredia and Emma Jouy. Interestingly, the numbers included in the pages of

those albums usually look weuniform, having the same hamdting and even color of
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pencil!® It is possible that theumbers were added by the owners when they got the

album, in order to quantify the amount of contributions that they could gather. However,
seeing multiple books at once allowed me to compare the inclusion of the page numbers
in them and to realize thatishmust have been an effort of the bookstore when they
obtained the albums to count their pages and classify their contributions. These numbers
are placed in the upper rightind corner of the pages, without any clear intention of

making them correspond the artistry present in the construction of the books and in the
entries included in them. In some albums, the numbers are placed on the recto side of the
sheet of paper and they skip the number which would refer to the verso side, and continue
on the neksheet with the corresponding number. In other cases, both sides are
numbered.

The albums | studied had anywhere from fesgyen (in the case of Emilia Pardo
Baz8noso one hundred and ten pages (like M
type of pper used for the pages could vary among albums and even within the same
al bum. This is the case of the Sefora de |
textures and thickness. The color of the pages was also diverse, and different colors could

becomb ned in an al bum. For example, the page

8 The differences in the way the numbers are written in the different albums are minimal. For example, in
the album which belonged to Ram:- n 1lB@rdézhe Priocedaal es t h
de Anglonads they areypheBéefied and foll owed by a h

19 Although it does not have the page numbers written on the pages, Yeves Andrés specifies the quantity of
pages in Pardo Baz8nds album in his catalogue of th
Lazaro Galdiano.
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white, |ight blue, dark blue, and brown.
blue, beige, and brown pages. This variety in the colors of pages made me consider the
paossibility that owners might even have added pages to their albums as their collection
kept growing and as they established more social connections, which would require the
need for more pages to include contributions. This would also explain the hetégogene
regarding the type of pages in some albums. However, doing this would have implied
redoing the binding of the album each time, a process that was not convenient for owners
in terms of the economic expense and the time that it would take away fronvdhef
collecting.

A detail which stands out in some of the albums is the golden color on the outside
edge of the pages, which makes the books very elegant when they are closed. Madame de
Heredi ads, Mari a de Mar ches 0 havetmsdypegoh e Pr i
pages, with golden borders. In terms of the way that pages were used in the albums, it is
important to point out that contributions were not always put directly on the page. In
some of the albums | consulted, the poetry or drawing wale ia a card or different
piece of paper and then glued to the page. Although in general there was only one
contribution per page, there are cases in which contributors put more than one

contribution on a page and separated them by drawing lines thahuhetéthe space

S

n

that corresponded to each entry (I saw thi

common to find blank pages in the albums, including between entries, which means that

contributors skipped sheets when adding their creations for albmerswConsidering
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that all of thes books are from the nineteenth century (or early twertettury) and

that contributors, acquaintances and owners must have leafed through them constantly, |
have observed that their pages are generally in surprigiogly condition. In some

albums, however, there are pages that are cut or broken, as if the owner (or whoever
altered the book) might have wanted to hid
Bret-n de | os Herrerosd, theedDuChetsasleese LI
have some damaged pages. There are also cases in which | could see that a whole page

had been pulled out from an album, leaving a trace that reveals that there had originally

been a page there. Imagining the reasons that aloum owrenstobutors might have

had to destroy or eliminate a page from an album means going beyond the realm of the
historical facts and evoking the fiction that is so present in the constitution and

representation of this practice. The analysis of the matentruction of aloums allows

us to reconstruct the fashion that combines both the historical and the fictional. An

analysis of the album as material culture, offers us information about tastes, economic

means, and the presence of this object in the mtr&eintersects the literary depiction

of the practice. The examination of album contributions will add another level to the

study of the history of the album, as well as of the stories this object narrates, through the
identification of the multiple soal networks and the artistic creation that this craze

promoted.



[ll. The Universe of Album Contributions. Or Reconstructing History through
Personal Sories®

A. Di fferent Ways of Saying: fAWelcome to M

The first page of albums was not ubydedicated to contributions, but rather to a
continuation of the art depicted on the cover of the books. As | have explained before,
albums like the one that belonged to Paulina Contreras de Alarcon reproduce the cover
drawing or design they had on tliest page. (See Figure 10) Others, like Tomasa Breton
de |l os Hererrosdé, have a new i mage that pr
contributions. Many of the albums | consulted also have what can be interpreted as a type
of title page. In additontoth wor d A Al bum, 0 the title page
the owner and the place and date of the beginning of the collection. Combined with the
information that the contributions offer, these details are essential in order to establish the
trajectory ofthe albums. One of the most attractive titles pages | saw is the one that opens
Dol ores Saraviads album. This page has an
embossed on the page and in which the word

is adelicate drawing of leaves with sprouting flowers and blue bubbles, one of which has

20| hadto be very strict in the selection of contributions for my analysis in this chapter. Many of the albums

are so rich and diverse in terms of the types of contributions and the topics presented in them, that they

would each require a whole chapter for a tketisanalysis of their content. | decided to be specific and

choose the contributions that better served me to support and nourish my approach to the album as a
phenomenon related to literature (not only because of its representation in differentdigenay, but also
because of the involvement of many writers in the p
| also focus on written contributions (poetry or prose), which are the ones that interest me the most and that,

due to my formatiorn literature, | am qualified to analyze. There are, however, contributions that consist

of music scores and drawings in the majority of the albums that | consulted. | mention and examine briefly

some of these entries, but my emphasis is on the writtenilmations.
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the inscription AA Dolores Saravia.o (See
suggests that this was not an album that Dolores got herself, but rather had Ezaived

gift from someone else, a frequent occurence in the alboum dynamic. The albums that
belonged to Josefa Gonzalez, Modesto Lloréns y Torres, Mariana Paniagua, and Aurelia
Picatoste have also title pages that include the dates when begun their cojledtioms

are 1844, 1856, 1877, and 1886, respectively. In the case of Lloréns y Torres, his album
even includes the city name Barcelona right next to the year, which is where he acquired

his album and began collecting works of art ift it.

2’Yeves Andr ®s points out that the dates in LIlor®ns
studying in Barcelonag] 4lbum34).



Figure 22: First page ofthe album of Dolores Saravia Album de Dolores Saravia

Considering that, as with Dol ores Sarav

purchase of the owner, but rather a gift offered to them by their relatives, it is
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undestandable that many of them include dedications that reveal who was responsible

for their involvement in this craz&or example, Maria de los Dolores Perinat de
Pachecods includes an initial commént abou
Maria ce los Dolores de Perinat y Ochoa, de Pacheco, la mejas dgads y la mas

amante Espo$& ( i T 6Maifia.de los Dolores de Perinat y Ochoa, de Pacheco, the best

of daughters and Albumae Madasde lod Doleres Perinaivde f e 0 ;
Pachec®3).*These flattering words are signed by
Su mama / Teresa Ochoa/JuarRlosP e f*{ mEHeé O f at her Juan Lui s
Teresa Ochoa [/ AbunaeMalicods [®s DeleresiPerinat d2 Pacheco

93). Besicks this information, there is also an inscription of the city and date when Maria

de | os Dolores receivekmiredes 18BBoOom(Ags8evil
November Abimdedari delos Dolores Perinat de Pach@d)r® Maria de

losDolore i s then the earliest one of t he al bu

2There are accent marks missing on the words #AMari a
always maintain the original spelling and grammar of the contributors.

23n the case of the quotes from the five albums included in the catalogue of the exposition at the
Fundacién Lazaro Galdiano (those belonging to Maria de los Dolores Perinat deoR&ttdesto Lloréns
y Torres, G. LI, Paulina Contreras de Alarcén, and Emilia Pardo Bazén), | will be including in the
references the page number of the transcription of the text.

241n the case of the quotes from the five albums included in the catalbthe exposition at the

Fundacion Lazaro Galdiano (those belonging to Maria de los Dolores Perinat de Pacheco, Modesto Lloréns
y Torres, G. LI., Paulina Contreras de Alarcén, and Emilia Pardo Bazan), | will be including in the
references the page numiaéthe transcription of the text.

®l'n his transcription of the albumso6 content, Yeves

abbreviated in the contributions. | am following Yeves Andrés transcriptions in the case of the albums
included n the catalogue of the Fundacion Lazaro Galdiano.
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Picatosteds and Gener al Sol anodbs, inscribe
forty-eight years between the dates of activity of these three albums, which reveals the
longevity of the practice in Spain.

The dedication in the Vizcondesa de Sol
written for the original recipients of the albums. This album has an inscription from the
person who inherited the album and is transferring a third party, evidently interested
in its value as a historical object. Il n th
coleccionista impertinentRe cuer do de su compafero de inf
Pino, 0o and r i g h talbumeérteneciola enitia dbidasloaquind&rFermandez
del Pino y Tavira, Vizcondesa de SAl 2s0 (n
souvenir from his friend in information ¢éF
my aunt dofia Joaquina FernandezRieln o and Tavi r a,Albdmaedaunt es s
Vizcondesa de So)idn this inscription we obtain information about the circulation of the
Vizcondesa de Sol 2sd6 album, before it beca
Nacional de Espafia. Frotmet Vizcondesa de Solis it became the property of her nephew,
who gave it eventually to a friend of his, before someone ultimately donated it to the
library. In the introductionto EmmaBaBloudonvi | | eds al bum we f
ref er ence t ectory, méhis baseankitidrsby itsiinheyitor, M. Baptistien
Guil hiermoz. The text starts with a direct

in an effort by Guilhiermoz to prove his authority as the holder of the Adukcitation

r e a dvies livrés,mes albums et les tableaux sous lesquels mon Pere a écrit des vers
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seront remis a moa mi M. Bapt i sHxtraidu te§Gamient dlographende z . 6

Ma d a me B o u dWybooks,my allumg afddhe paintings on which my Father

wrote verses wilbe handed over to my fnied , Mr . Bapt i sExcerptof Gui | hi
the holograph will AdfbuNMa daeoutovikbtelwvi | | e 0 ;
fact that Emma refers to fimes albumso in h

more than one of thesooks and that not all of them were kept at the Bibliotheque

Nationale?® Maybe this was due to their deterioration, something that Guilhiermoz points

out regarding this specific album: ALG6AI bu
mauvais étatquéjai d3¥% | e faire r®emarger et |l ui do
respectabl e souvenir quodil me rappelledo (0

such bad condition that | had to trim its margins and give it a new binding worthy of the
chei shed and respected MAemomi ¢& EBoddanviBa it n br i r
After establishing his role in the presery
offer a very detailed biography of her, in which he mentions how, ever since childhood
Emma was surrounded by literary figures such as Pierre Jean de Béranger, Benjamin
Constant, and Charles Nodier, among others
connections were certainly important for t

Guilhiertmoz also mentions in his biography that Emma married her cousin, Francois

26 Emma would not have been the only woman who had more than one album. In the 1967 catalogue of the
Librairie CouletFaure there is an entry about thibum de Nina de Villardn which Louis Forestier
affirms that she did not only have this album that he is cataloguing, but must have had several (115).
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Louis BainBoudonville, in 1817. This detail is essential for the interpretation of the
contributions in her book, because the dates in them reveal that Emma started her
collection bur years before getting married, an event which might have impacted the
nature of her alboum exchanges.

In some instances, the first contributions in albums also function as a way of
welcoming viewers to enjoy the story narrated throughout the book,capotential
contributors, as an invitation to participate in it. This is precisely what happens in
Modesto LI or®ns y Torres6 al bum, in which
and includes a seHuthored first contribution that urges potentiahtributors to write
something in the book. Enti t | edfivdivArsel os art
poem (it does not have separate stanzas) promises contributors that their sorrows will find
comfort in the creative gesture. Lloréns y Toppessonifies the album, affirming that it
Afos | lama 8 sus hojas en pl 88cido sono (fAca
rhythmo). Then, he uses an even more aggre
produce somet hing fdrashive nb ao K:essuithéeanmit & r lec £
libro su vaga inquietud./ {Sus ayes, sus quejas, sus trovas de amores/ Son lauros que
forman guirnal das deCdhmerpsedt €nc cama ap diautdeé r
books listens to your vague worries./ Your lamse your complaints, your love ballads/
Are laurels that f or m Afblnode godesty Blordnaydres | n

117). Thus, Lloréns y Torres wishes to inspire his acquaintances to write in his book,
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insisting on the benefit that it wouldean, not only for him, in filling the pages of his
book, but also for them, in gaining the liberation the artistic expression offered.

The first entries added by other contributors usually display a certain pedantry
linked to the privilege of startingegh col | ecti on in the book. Fo
opening contribution in Paulina Contreras
the centrality of his intervention for her
hojas/ que yode Franciae t r aj e,/ | os poetas espafol es/
(APaulina, in these sheets,/ that | brough
t o writ e Alpurude BaalinagConireras de Alarctal). It was not enough for
Zorrillatoinvi t e poets to write in Paulinads book
been he who brought those fAsheetso for her
markets. Paulina owes Zorrilla her involvement in the album fashion, and he makes sure
to remind her and to ask for his welkserved recognitio.ater in the poem, Zorrilla
directly expresses the reward he wants fro
en la tumba descanse/ el que de éste hizo presente/ para que de él tesaduadapee
tu hija, seg¥n cr ez Palind enséfalaba qued Piosparmr epas e

demande. 0 (AAnd when the album is full,/ a

made of this a gift/ so you would remember him,/ make sure that yoghtds, as she

I'nterestingly, there are two entries in Llor®ns vy
invitation to the contributors. Yeves Andrés suggéisat the first requests for contributions must have

been made orally, and that it was probably after there were already some entries in the book that the owner
decided to add this opening poem welcoming further contribuid@lijum34).
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grows up,/ reviews this page;/ [Ablimdeaul i na
Paulina Contreras de Alarcoi41). In exchange for his generosity, Zorrilla asks for a
spiritual favor, which goes beyond the material presence of feetpand will come into
effect after his death. This request gives
usually absent in album contributions, seeing as these art expressions were usually
created for the satisfaction of the aloum owner anduféling the contributor§goal of
fame and popularity.

In the same vein of contributors evoking what they had offered to or done for
al bum owners, Campoamor opens Mariana Pani
the inaugural contributionisaprivie ge he has earned: ABi en me
fortuna/ de escribir en este album el primero,/ porque sin duda alguna/ soy el que mas y el
gue mejor o0s quieroo (AMari ana, I well des
writes in your album/ becauséth no doubt/ | am the one who loves you best and the
mo s Aldum de Mariana PaniaggaCampoamor implicitly compares himself to future
contributors to Marianads album (even with
that he is superior to them, nmcause of his literary talent, but as a result of his sincere
appreciation of her. The contributorsé res
been, in specific instances, a factor that determined the placement of their entry in the
book. Thisisthe ase i n Tomasa Bret-n de | os Herrer.
is written by her husband, Manuel Breton de los Herreros. The poem, written on April 16,

1842, seems to combine a love declaration with a love lesson for the future readers of the
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albumiLos hombres dudar 8n, bella Tomasa, 0 de
mi firma dé por testimonio,/ que un lustro va a cumplir mi matrimonio,/ jy el mismo

amor que te (RM&n mei labracabtt, beauti ful Tol
testfies it,/ that our marriage is going to reach its lustrum,/ and the same love that |

promi sed you Album de Tombhsa Bret@ dentees Harrgrddithout

directly mentioning the album, Breton does make an indirect reference to the future

contrut ors (ALos hombreso) who will see his |
secret of the succeossesitna hriess pnuadvBmhugergl ee:s fApM ao
no ha | e2do a ViatbosHGCgb®s: mhdydB8qgudypal ys e
answer | promise:/ OMy woman has not read V
her e i s AlbuedesTemasaBretdrode losHerrgras Tomasads al bum
a source of relationship advice for its readers, as her husband, respected ardl admire

writer in his context, shares the key for establishing a successful marriage. It is possible
that in Bret-ndés insistence on the stabildi
any men who would have thought of trying to court Tomasa thrangilbum

contribution. The two main rules for a prosperous couple life that Bretén shares are,

inevitably, linked to the literary scene in nineteeogmtury Spain. According to him,

l etting a woman read Victor Huabandpsliticalov el s
interactions that took place iafés were dangerous gestures that would harm any

marri age. It is Iinteresting that Bret- -n di

album fashion could also be detrimental for their relationshipngivat this practice



promoted the establishment of personal exchanges that weteywbeny Victor Hugo

novel or afé.

B. Meta-Fiction: Writing In the Album about the Album

One of the most interesting tendencies of album contributions is the crefation o
entries that referred to ownero6s requests,
to the album exchange in general. Thesersd#frential contributions alter the typical
dynamic of the practice, in which it was expected that contributorsivenete
something specifically for the owner of the book, exalting their physical or moral
attributes. These entries present the album practice from the perspective of the
contributors, and frequently focus on their shsciousness and insecurity abauistic
creations as expected from them, or on their personal opinions about this craze. As a
metafictional manifestation, this type of contribution in some way destroyed the fantasy
that surrounded the album, revealing the fact that the contributiclsied in the books
were not always inspired by the morality and virtue of their owners.

Jouyds proposals about the establishmen
practice, by limiting type and quantity of contributions, seem to have been basethepo
actual complaints of contributors, who found it difficult to access the creative muse every
time an album owner approached them. When consulting the albums, | found it
fascinating to see many entries in which the contributors referred to theirtyntbil
create poetry, ironically, while writing i

album has a contribution that exemplifies this tendency. Ramon M. Romay titled his
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poem: APor uno que no es poetao (AWritten
accompanied it of a drawing of a butterfly surrounded by a garland of flowers. (See
Figure 23) In the first four verses, he di
about the impossibility of his fulbumil |l ing
algo pusiera/ Y si yo fuera poeta/ Seria gran dicha mia/ Mas mala la musa mia/ No
contesta cual ando [é] 0 (AYou asked me, my
And if | was poet/ That would be my good fortune/ But my bad muse/ Does not asswer a

| a m Alpum.d¢ Dolores SaraviaeEven though, according to him, he is not a poet

and his muse is not good enough, Romay was

a poem for her book that shows that he had at least basic notions of poétia.crea



Figure23> Ram-n M. Romayés contr i butAibwnde DoforedDol or es
Saravig).
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In some instances, the creative block that the contributors suffered was the result
of the inferiority they felt when they wethe names of the previous contributors to the
al bum. Putting this fear into words, Javi e
al bum: AYa tengo tu |ibro, y en ®I hoy apr
oscur o Yy p e g baselyoudobodk,ahd infitil leaend thatymy name, among so
many distingui shed AbumasJuliadesAsedk Joké Alaatid s ma | |
Galiano seems to have had a similar reaction upon seeing the names of the writers who
had already signed Mariaaa ni aguaés al bum. I n his contri
Galiano mentions these writers directly, in order to validate the apprehension that takes
over him when trying to create hispodinY que gente! . .., 0 announc
A Ca mp o a mo rHartzéhbusch, iAyala!laCuanto sublime cantor!.../ Yo no paso, no
sefor/ Yo me quedo en | aCampoanms Zofrikad0 ( AAnd t
Hartzenbusch, Ayala!/ So many sublime poets!.../ | will not go on, no sir/ | will stay in
t he ant eAbbradeblaiana Paniagda. Al cal 8 Gali anobs use
walking or passing and his mention of the antechamber give his contribution a physical
element that makes the album represent a space in which contributors actually gathered
and exchanged textas they would have done it in person. In this description, the album
becomes a metaphor for the space of the salon, typically used in ninateetutty

France and Spain for literary encounters to which many writers attended. If this had been

28 The handwriing of this contributor was very hard to decipher, and, thus, it was complicated to decipher
his name. | will use a question mark to designate illegible names or words in the contributions.
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a real salopAlcala Galiano would not have even entered into the room, daunted by all
thewellk nown writers who were already there: 0
gue 8§ tu puerta he |l egado,/ Dejo aqu?, po
know | came,/ because | got to your door,/ | leave here, poor poet,/ My tangential
a ut o g AllbumkdedMariana Paniag)a

Similarly frustrated when he saw the names of the contributors in Aurelia
Picatosteds al bum and r ea miimeadde Mdigarturne vel o
to the metaepresentation of the album practice to narrate his experience in his entry. In
his poem, entitled AA Aurelia, o de Mel gar
him when she sent him her album, knowing that hédcoot compete with the writers
who had already contributed tofit.Gr an chasco me has dado Aur ¢
Melgar,

-siendo como eres tan listal enviarme tu album/ para que en él algo escriba;/

sabes que yo, deailgpmtdy, sifemipamgo, mehas puesta/e r é

jay! En situacién tan ?/ al lado de Nufiez Arce/ de Grilo y de otros artistas,/ que ni

me atrevo aecirté mil cosas que tdiria/ y que ya tdhandichoellos/ en

hermosas poesia&lpum de Aurelia Picatosteinderlined inhie original)

Great disappointment that you have given to me Aurelia/ seeing as you are so

smart/ as to send me your album/ so | would write something in it;/ but you know

that of poet/ | do not even hatlee demeandiand, nonetheless, you have put me/

Oh! In a situation so ?/ Next to Nufiez Arce/ to Grilo and to other artists,/ that | do

not dareto tell you a thousand things thhtwould tell you and that they all
alreadyhave told yotiin beautiful poetry

De Mel gar would have tdhalidghAuyr dlei & oiud dt

her, or maybe even declared her his love. However, he can only write about the

172



impossibility of his writing. In his simultaneously tragic and comic tone, de Melgar
condemns Aureliabds gest uiredqfillhenbpdkwithng t hat
contributions, she did not care about the honor of her contributors.

But not all album contributors who made reference to the album practice in their
entries emphasized the difficulty of the artistic process or the atmosgherany that
could exist among them. José Mdfto | guer adés contri bution to
1875 presents a completely different type of contributor: the one who trusted his ability
for artistic creation and appeared to truly enjoy album exgggrin the first stanza of his
poem,MariF ol guera reassures the album owner th
gets cold, and affirms that if he has already written a hundred thousand poems, the one he
will create for her swinldl almel tome . 0o nMeh emuy n chre
unl i mited productivity and accepts his res
no me importa, yo he venido/ para escribir poesias & torrentes;/ todas nacémeasmi
lo ha querido/ como nacen las aves en nido,/ como el agua en
for them, | do not care, | came/ to write poems in torrents;/ they all are borniiGode
wanted itto be likethat as the birds are born in the n.
Album de Juliade Assi). InMarttF ol guer adéds entry there is a
art and of the album itself that counters the complaints of other contributors, who saw
their participation in this practice as an inescapable obligation.

The links that the potential ctiibutors had with the husbands or fathers of some

of the album owners allowed for the establishment of another dynamic in the album
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exchange, based upon social commitments between male figures. Tomasa Bretdn de los
Herrerosd al bum dlsythe synbelic presénteyof hermuskeandswhe t e

apparently determined many of the contributions in it. Thus, some of the contributors to

Tomasads book refer in their entries to he
born writer Juan de laPezuelee c | ar es i n his entry in Tomas
wh o, not asked hi m, but ordered him to add

Tomasa,/ que entre tantos nombres graves,/ yo con métrica vanguardia/ el mio también
estampeo ( fiBr etalthataneongdss manmyeserious mamess | imprint

mine too/ with a metric avaigf a r d\lbuin;de Tomasa Breton de los Herrgrds her

album, Tomasa did not follow the typical dynamic described by Jouy and Larra according

to which album owners would collethe contributions for their book themselves, instead

letting her husband intervene in this process. As a respected writer in his context, Bretdn

de | os Herreros would have been able to ga
would have beenabteo by her sel f . I n a | ater contrib
estudianteo (AThe Studentod) urges Tomasa t
Apues ten®i s en casa quien | os confeccione

who will make them lik¢ h i Afbiém de Tomasa Bretdn de los HerrgrosAs |

®The writing of AEI estudi anchgemmarand wdalgutary.fininisant |y pe
contribution, he declares that even though he moved
habla de Monsieur el Ci do ;AlbumhieTohasaBgetomdgés of Monsi eu
Herrerog.One ofthermst seri ous vocabulary mistakes in the en
influence of French in his expression, is in his affirmation that, due to the poorness of the Spanish

| anguage: Apersona se entidseatet @rreshe Apumis couhfipgon
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mentioned previously, Bret-n de | os Herrer
certainly did not hinder Tomasa from wanting contributions from men other than her
husband. In Aurelia Picatostes al bum t here is also the pre:
important literary figure. In this case, it was Constantino Caballeta who affirmed the
di fficulty of creating something worthy of
father being a writér Alboum de Aurelia Picatosye

Male album contributors were not the only ones who would createfrogtaal
album poetry. In her transgressive gesture of becoming an album contributor, Spanish
female poet Pepita Massanés also resorts to theesetenial practice, which acquires in
this case a very humorous character. The negative tone of the 120 verse poem that
Massan®s contributed to Modesto LI or®ns vy
album phenomenon and the type of interactiongjitired. In the first verses of the
poem, the album is personified by Massanés as an entity that requires something from the
cont r i Alhuim que en:hordimenguada/ Y por dicha 6 desventura,/ Vienes pidiendo
negrural/ C mi pAlbunmvehichdnedscpassdthauds/aAad by good
fortune or misfortune,/ You comeAlumked ng f o

Modesto Lloréns y Torrekl8). Massanés goes on to denounce the lack of quality among

Tomasa Breton de losHerrejos A EI estudianted is the pseudonym th
Izquierdo, Spanish journalist who moved to Paris in 1840 because of political reasons, used in his album
contributions (Yeves Adrés,El album25).
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album contributions and the way in whichinttedbk fAsi n di stincion/ M
aglomerao (fAwithout di sAlbummdeModesto/lLloréey d and
Torres118) . After accusing the album of being
fashiono), Massan®s ag g rerees af theppémyinstingami s s e s
giving the object hAlbua AbunhTe pidogYuelvasport i cs:
donde veniste,/ Que si mal t é(&Mbmreciste
Album! | ask you,/ that you go back to where you caroenff Because if you are
wrongly bl ackened/ Albumde ldodgsto ularénoywor@s8)6 s f a u |
Ironically, before aggressively expelling it, Massanés has already fulfilled the request, not
so much of the owner, but of the album itself. Whiféng to censure the faults of the
practice, thilumorouscontribution does nothing but nourish its characterization as an
eccentric social custom.

EmmaBamBodonvill eés album also contains a
the album phenomenokm this case, the essay format of the entry suggests that the author
had the intention of making of his text an informative one that would help other
contributors or readers of the aloum understand the particularities of the craze. The Baron
de Tremontstat s hi s contribution declaring that

esp ces dbéal bums: <cel ui de | 6amiti® et cel

%'n his transcription of Llor®ns y Torresd album, Y
mi stakes such as fAvenisted and the two Aud in the |
corrections because Irahdy mentioned that | will be respecting the original orthography of the

contributions.
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al bums: the album of friedAddhimpdadaEdmaheeal
The mainparticularities of each one of these albums have to do with their use as

hi storical objects: ALO6un est destin® a | a
(AOne is destined to the memory of the hea
Al b u mmd deBouy Clearly, the latter was the type of album that was reserved for

the A®l us, 0 probably writers or i mportant
the intellect required to contribute to it
c®l ®briteso only represented the fAsatisfact
contribute to an 0 allpleasune fodtbheaxdnfrieutdriiiad M mwad a

celebritieso Asatisfaction Adfbulm We& Eanfmao rdees

Jou). According to him, the implicit message I
|l 6amiti ®0 was: AJe sai s que Vvous avez pour
t ®moi gnage, je vous donne une preucee du mi
affection; in asking you for aAltkewm i ddbmma

de Jouy. The Baron de Tremont had information about the album that no one else,

including Jouy, Larra, and the multiple writers who depicted the craze iritbeiture,

provide. Who owned these different types of alboums? Would an owner have two different
albums, one of friendship and one of celebrities, or a person could only have one? It is

useful to recall that Guilhiermoz, the inheritor of Emma BBgudonv | | eds al bum,
affirmed that she had |l eft him her dal bums

in which he was writing. However, in the albums that | consulted | did see a combination



of contributions by recognized writers and by family membersecdoends, or figures

who were not necessarily wédhown in their milieu® If the existence of two categories

of albums that were used for different audiences and purposes could be confirmed, this
would add another dimension to the study of this objedtta the historical implications

of the practice.

C. Attempting to Follow the Rules of the Practice: Contributons Created for the
Album Owners (And, Inevitably, Also for their Husbands.)

References to the husbands of album owners were not only comrioini@s
that described how they intervened in thei
contributions that should supposedly have been written for the alboum owner and focused
on her attributes, were instead dedicated to her husband or to theaoaplait.
Philippe Dufourdés poem in Madame de Heredi
appropriate a womanoés al bum to wriMarie t o, a
de Heredia, 0 Dufourdés compositi @duppéteai ses
et du conquistador 0 ( iAbumae®Madamé defHer&lia and co
while completely ignoring the album owner. Other than the indirect compliment inherent

in the fact that she was able to obtain such an impressive mate, the erdpcefto the

31 Even Larra affirmed that the album was precisely a space in which different types of contributors

coincided, and pointed out that the main difference among tresriheir level of intelligence. According

to Larra, the album portrayed fAlos tontos al |l ado d
oneso; 330). Discretion becomes here a judgment of
contributors who were not so smart were precisely members of the family or close friends of the owner

who were not linked to literary or artistic circles, but who still wanted to participate in the popular album

exchange and leave a token of their appreciatidharbook.
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album owner is in the epigraph of the poem, where Dufour points out that it is a
Arespectueux hedemage HeMaedame J.hirespectful
M. de HAbura deiMadame de Heredlidut the true purpose of the poem was
celebrate de Heredia, as its |l ast verse ma
Heredia! o (fAmaster, gl oAbunodeMadémeideHemdia oh gr
Bretdn de los Herreros similarly praised the husband of the album owner in his

contr i buti on to Dol ores Perinat de Pachecods

Herrerosd poem serves to establish why Dol
age: ARecuerdo en este instante,Dputdde!| | 2 si m
aCorte® (fil remember now,/ beaut i fDaputytbol or es ,

the Court® Album de Maria de los Dolores Perinat de Pach@6p But, unlike Dufour,

Bretdn constantly mentions the album owner throughout his poem, and evertliasists
Joaqu2zn Francisco Pachecobds greatest attri
of dedicating contributions to the husbands of alboum owners evidences the triangular

nature of the interactions that occurred within the phenomenon. The atorsilvere

aware that the husbands of alboum owners were constantly reading the books, and thus

used their contributions as an opportunity to express their admirggdno Antonio de

Al arc-n wrote directly to Mari eonmuéPani agua
esperas de m2?/ aqu® pudi e(rfiaBldaesccior, ywh agtu ed o
expect from me?/ what coul @dlbundsMayana hat you

Paniagua.



Many of the contributions in the albums that | studied do reféred@wners of
the book and exalt their physical and moral attriblBes.r bey dO6Aurevi |l | yos

in Madame de Herediads al bum perfectly ful

AQue vous dire, Ma d a me, en cssémblad&\Vous®él I mmen
pour vous offrirlesversque peutt r e | 6 on pense/ il l es faudr
(AWhat can | tell you, Madame, in this i mm

resembles your own?/ to offer you the verses that maybe one thinksyodbkel have

t o be beautAlbdmuwé Mddamie de Hgrejliao ;Af f i r mi ng t hat th
of the album (which is a notion that can also imply size) is similar to Madame de Heredia
herself, d6éAurevilly makes dégredathessandoj ect a
| argesse of the album reflects the album o
not simply about creating verses. For him, it seemed necessary that his poetic

contribution reflect to the beauty of Madame de Heredia, and thataitwritten

representation of her attributes. Probably that is why he decided to complement his entry
with some visual elements that enrich its
most visually attractive iscMagdamended®8AueEe
used red ink to write the poem, and golden ink to make drawings of arrows to the left and

on above the stanza. The long strokes of some of the letters make his contribution to

Madame de Herediads al bum memorabl e. (See
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Figure24¢: Bar bey dO6Aurevillyod6s contri bAlbunnden i n Mad
Madame de Heredip
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The visual aspect present in déAurevil/l
types of contribution formats used in albumssiwscores and drawings. Although
significantly less common than poetry or written texts, there were illustrations and music
scores in almost all the albums | consulted, and they had been created either directly to
celebrate owners or as a giftforthem. 1 Dol or es Saraviabds al bum t
composition entitled ALolita, o6 created for
25) This entry demonstrates that, as mentioned previously, in many albums the
contributions written by acquaintanoggh links to the literary scene usually alternated
with contributions from close friends or family members. This is also the case for
Tomasa Bret-n de | os Herrerods album, in w
even though it is not of her, caiis a sentimental reference to a memory they possibly
shared. The title of the drawing, ARecuerd
common understanding of the meaning of the image between the album owner and the
contributor. The dedication alsoipts out the intimacy between them, particularly
through its use of the diminutive: AA Toma
Tomasita (Alittl e Tomas ao)AlbBmdaetTonasadretéonl os H
de los Herrerok (See Figure 26)here are some instances of drawings that constitute an
homage to the album owner or her family, such as the anonymous porteitsnaf

Bain-Boudonvilleandher fatherJouy, included inheralbum. (See Figure 27)
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Figure25:Gui | | er mo Saraviads music scorAbunedetry in D
Dolores Saravid
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Figure26. Dr awi ng contribution entitled ARecuerdos
Il os Her r e rAlbisnde Bomdsa Bretda de Idserreros).
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Figure 27: Anonymous drawing of a young Emma BairBoudonville Al bum d 6 Emma Bai n
Boudonville).

Some of the contributions created by male contributors for female album owners

seem to have an implicit sentimentalityhich could constitute an attempt to actualize the
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courting function of the practice. As | have shown, many contributors would make sure to
mention the husband of the album owner in their written entries, in order to make it clear

that, even if they werbattering her, they respected her marital status. Probably that is

why, in cases when the contributor does not make any reference to the husband of the

album owner, it may seem as though there is a hidden agenda of seduction in his artistic
creationforer . A great example of this dynamic i
contribution to Dolores Perinatods al bum. I
Guadalquivir River, one of the longest rivers in Spain. After praising its current and the

way it sfowers the walls of the great Seville, Gonzalez Nandin directly asks the

Guadal qui vir: 0 aaloresPariaaé t s10 Ir ifd\e aeady outrr s hor e
adorned/ By anot her AborhdeMaria deHos DalonreaRegnats i n g |
de Pachec®4). Then, he adds two separate verses in which he describes the effect that
just the idea of the existence of another,
pensarl o, yerto,/ aAy fidwy nbio dlyi bbeerctoande,s srii dfi
thinkingabott it/ Al as/! My p o o rAlbumrde Madisodmlos f t hi s w
Dolores Perinat de Pache@1).Gonz 81 ez Nandinbés reaction to
a single Dolores reveals his interest in the album owner and his desire that her marital

status balifferent. Having the river as his confidant, the poet affirms that his freedom

would suffer if there was a Dolores who was available, because he would no longer want

to be free.
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Dionisio L-pez Robertsdé contri b&8i on to
also has a connotation of courting, but in this case it seems like this type of exchange is

not the first one between him and the album owner. Lopez Roberts calls Joaquina an

Ahechiceral/ | a de abrasadores ognadten (fisorc
asks her why is she so fierce with him: #nt
cari Yo/ me robaste una ilusi-no (Al gave yo

you stol e an Aldurh dedaiVzaondésa de @plimtbeed/izcondesa de
Sol 2s6 album there are many contributions
stunning black eyes. However, Lopez Roberts goes beyond the simple compliment,
mentioning his suffering beccprochmeatiambf t he Vi
| ove. L-pez Robertsdéd declaration may have
through the contributions in the album universe. Or it could have also been a real
expression of love, disguised as simple album poetry.

Album owners wald usually spend several years gathering contributions to
complete their collection, a period of time during which they requested entries from
houseguests and acquaintances they met at public events. It is understandable that the
contributions in the albus would sometimes reflect the continuity in the lives of owners
and contributors and refer to events that were taking place simultaneously with the
exchange. I n Dol ores Perinat de Pachecobs
which the poetexgrs ses hi s grief for the death of t

Dol or es, en |la muerte de su hermanaodo (ATo



interestingly the product of a direct request of Dolores to Fernando Calvo Rubio of a

work of art hat would comfort herin herlos$.Ver sos demandas 8 mi h
decl ared Calvo Rubio, fAVer sirnuvaaygqhieszs! vea
from my humble | ira,/ VeAlbumsleDolores P&ioaide t o ¢

Pachecdlll).This means that Dolores did not interrupt her process of collection because
of the death of her sister, on the contrary, she made her involvement in the practice fit
that event in her life, integrating it into the reality of the book.

Emma BainBoudonvile does something similar in her album, in her case for the
celebration of her birthdays. Emma has a contribution from November 17, 1813, the year
when she celebrated her fifteenth birthday
her t hantestsheed fijseu he fage de | 6erreur o and
cherchant Ayeo utohn hiesurtohe age of mistakeso Ai
happi Akebsm; d6 EBoutanvil®altiisrunderstandable that a fiftegaar
old who had reently gotten her album would have been excited to collect contributions
on her birthday. However, there is a | ater
1825, in which the writer is also celebrat
daught er ( AtAH e ubm rdtéE®egacvilkaThismmeans that twelve
years after having started her collection, Emma was still gathering contributions,
particularly on speci al dates | i ke her bir
1839, which means that she collected entries in her book for a period of around twenty

six years. This makes of her album not only the earliest one in France, but also the most
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extensive in chronological terms. In Spain, as | mentioned previously, DoloreatRie
Pachecods, which her parents gave to her a
Tomasa Bretdn de los Herrerib® one which collection covers the longest period of

time, having contributions from a periodtbfrty-two years (from 182 to 1874).

D. Networking in the Aloum Phenomenon. Or How a Fashion Reveals Social
Connections.

The album craze allowed for the establishment of personal interactions that
transcended physical space and were materialized through the contributionsatded
books. The collection that aloum owners displayed in their books was then a
representation of their public presence, of the appreciation that others had for them, and
of their ability to convince acquaintances to materialize that admiration thtieeigh
creation of artistic works for their book. The contributions that we find in albums today,
more than a century after their period of activity, are material remnants and a proof of the
social interactions established between owners (and family menaberspntributors.
As | have already shown, there were many connections between participants in the aloum
practice, which allows us to map a network and reconstruct some of the exchanges
involving important figures from nineteententury France and Spain. her album,
Tomasa Bretdn de los Herreros had contributions from writers such as Juan de la Pezuela,
as well as from her husband, Manuel Bretdn de los Herreros. In turn, Bretdn de los
Herreros had also contributedshmwésan or es P

important man of politics ahat milieu Besides having a wife who herself had an album,



Pedro Antonio de Alarcon contributed to the album of Mariana Paniagua, who was
married to another writer, Eusebio Blasco. Meanwhile, Madame de Heredig&drto
CubanFrench writer Jos&laria de Heredia, collected contributions in her album from
ot her writers in her milieu, such as Barbe
other renowned writers and important social and political figures whbamal
contributions allow us to establish the reach of this phenomenon on the personal, social,
national, and even transnational levels.

Tomasa Bretdn de los Herreros is clearly one of the mosiceaetiected album
owners of the Spanish literary scendidluRomea, a Spanish writer who actually
published some of his album poetry, praise
withatwentyf our st anza poem he added to her bool
some instances of transgression of the gerales of the aloum dynamic, in the form of
contributions by female writers Gertrudis Gomez de Avellaneda and Carolina Coronado.
These female contributions repeated many of the thematic patterns of male entries, as
Coronadods offeringrelf, AadJhar £&'od oammd yhaer m
the last verse of the poempravei A | aur el cAlboanvde Tomisisa 8ratom! O ;
delosHerreros Ot her prominent writers present ir
Zorrilla, Antonio Gil y Zarate, and Juan genio Hartzenbusch. In a metferential
gestur e, bot h Gil y Z8rate and Hartzenbusc
contribution in their own subsequent contributions. Gil y Zarate states that even if

Tomasa read Victor Hugo and her husband weat#@of ®s : Nes fuerza que
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hasta el sepulcro | o veas/ siempre rendida
him to your f eAdbuni de iambasa Bretdnldeslos Herrgrbso ;
Hart zenbusch refers nod toml @i lt oy BZ®&rntatned&s ,e
agrees with him and that, regardless of the circumstances, Breton should never cease to
demonstrate his love to his wife.

As one of the most important woman writers in her context, it is understandable
that Gbmezde Al | anedads contri bution would have
The Seforita de Goyena was also able to obtain a poetic composition from Gomez de
Avellaneda for her book. In first four verses of this poem, Gédmez de Avellaneda
describesrl midabhbea fimahangeabl e seado) tha
In the last stanza, the poet wishes Sefiorita de Goyena that her sea have no rage, that her
sky have no dark clouds, and that flowers have no thédbsifr de la Sefiorita de
Goyend. The Sefrita de Goyena also had contributions by Juan Eugenio
Hartzsenbusch, Julian Romea, and Luis Mariano de Larra, the son of the analyst of social
cust oms. Larrads poem in Seforita de Goyen
unrequited love. While the firster se of the poem is: AAngel t
the | ast dheedeorage®/! (Mideme telavinagnd walg! o
promi seditted Il onvee owhy/ y ou dAlbum detla Seforitacde me an
Goyend . The tipdemoifs:LaffAé,66 whi ch al so make:

possibility that he did not necessarily want to dedicate the poem to the Sefiorita de
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Goyena, and instead simply put it there because he was uninspired to create something
specific for this alboum owner.

Sone of the contributors were so close to album owners that they would see them
frequently and, therefore, have more opportunities to add contributions to their books.
This was the case in the friendship between Spanish poet Antonio Fernandez Grilo, Pedro
Antonio de Alarcon, and, consequently, his wife Paulina. Fernandez Grilo contributed to
Paulinads album five times, al/l of them po
husband and his literary prowess, as well as to their daughter. In the firsthaidra
dedicated to Paulina, added in the album in 1874, Fernandez Grilo stresses her estimable
gualities and justifies Alarc-ndés infatuat
feels for Paulina is such that whenever he wants to give a complimkis own wife he
compares her to the album owner and tells
are already get Albumge PaulirmiCongeras de AlRredds). The a 0 ;
two poems that Fernandez Grilo wrote for Alarcon are siraplexcessive display of his
admiration for the talent of the writer. The first poem, written by Fernandez Grilo after he
read Al ar c - Bléosnbrar@de #tes piaps a&fdrm of toast in which he
celebrates the writer and his skill to includéhia literary works references as diverse as
Africa and Italy. Focusing specifically on the last page of his névescandalq1875),
Fern8§ndez Grilo describes in the second po
Al l uvia bendi tsas ede rnaii sn dAlboosme PdyiinaeCopedrards ;

de Alarconl46). He then goes on to mention each one of the main characters of the
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novel, specifying the ways in which he identifies with théfa finishes this poem by
decl aring: nAAIl ayrporellod i menmd it @d ! § PDiros y tu ci
(Al mmortal Al artemh! | FbtegoeuGaddahdr |l bl ess
Album de Paulina Contreras de Alarckr4 6 ) . Fer n8ndez Gril ods id
Al arc-nbés wr it i mfcongariagit withdsod, threughethe gesterencs
bl essing them both in the same verse. Thus
becomes a space where an al most homoerotic
original purpose to give pleasurett® owner through contributions created exclusively
for her.

Fernandez Grilo was not the only writer who manifested his respect for Alarcon
and his I|Iiterary creation in Paulinads alb
album we find a contrilition by Alexandre Dumas. This proves that the extension of the
networks established among writers (and wives of writers) involved in the album practice
was certainly not limited to national boundaries. Album owners and contributors formed
an exclusive tnasnational community that valued the importance of this fashion and
helped each other achieve the specific goals of their participation in it. These individual
objectives of the participation in aloums could be either filling their own book, collecting
enti es, or displaying their talent by creat
album, Dumas reproduces the frequent dynamic of ignoring the aloum owner and
referring to her husband (who was in most of the cases either a writer or an important

political figure). Adding his contribution right after the one Alarcén had written for his
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wife, Dumas refers to the symbolic proximity to the Spanish writer that this position in
the album offers him: fAiMadame permettez mo
Sgnature de celle de | 6homme dont je gar dei
(AMadame permit me to bring my Signature a
whom | wi |l keep a gr aAtbenfde PaulimeQumrergsdd or al |
Alarcon143) . The use of the capital l etter in
significance of this part of the entry as a written representation of the contributor and a
validation of the feelings expressed in the text. Why was Dumas grateful to Alarcén?
Prokably because of his literary work, which would have put Dumas in contact with a
social and intellectual context different from his own. The appreciation was mutual,
because Alarc-n also felt indebted to Duma
edal Il a que se suefa con imposi bédeearndas (fAifavor
about t he YevespAndséskti dtblime®).;It is understandable that, due to this
reciprocal admiration and the personal link that resulted from it, Paulina had the
opportunity to ask the French writer for a contribution to her aloum, which certainly
made it more prized and sophisticated than the albums of other Spanish women.

But not the only the Contreras had conn
album also demonsttes the links between Spanish and Frenehaliy circles in the
nineteenttt ent ur vy. The | ast contribution in Dolo
Hugo. However, in this case, the relations

not Dolores herself who secured the contribution, and it is neither dedicated to her nor to
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her husband. According to a letter from Spanish writer Eugenio de Ochoa to Spanish

painter Federico de Madrazo, Dolores had given him her album so he could collect some
contributions for it on his trip to France. De Ochoa declares that he gave the album to
French painter Adrien Dauzats, and that A®
a Nodier, etc (Dumas no est8 aquzzogto (Ahe i
Nodi er, et c ( DAlbomade Maris derlog Dolote®Rernat de Pacheco

25) . I n Dol oresé album there was the inter
party, responsible for the collection of some of its most valued contisuflhe

clarification about the absence of Dumas suggests that he was probably one of the most
willing and available album contributors, and that the only reason Dauzats did not give

him the album was the fact t haidjustasimpleas awa
line: AR°ver, cbest | e bonheur. Attendre,

| i fAlWM de Maria de los Dolores Perinat de Pach2sh A type of general life

|l esson, Victor Hugods enarwhgtitregresentsandsi gni f i
because of the intrigue that de Ochoa builds around it. After explaining to de Madrazo

how he had given the album to Dauzats to obtain the contributions, de Ochoa tells him

about how the album was partly destroyed while in the ohthe French painter, with

around 20 or 30 of its most beautiful engraved pagestorn@wédy a nadi e acus
affirms de Ochoa, Apero | a verdad es que e
solo a ellos se lo ha dado Dauz&s1 ® mo n o sdo sob atduse anfyané, but the

truth is that the robbery has been committed among the French, because only to them did
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Dauzats give it AbumaeWwadaut les Dolbresyeriaat de Pacheco
25) Who could have st abumandwhyz2Paqgsavases fr om D
according to Larra, one of the preferred album markets. Why would anyone want to steal
pages from a Spanish album? And, especially, what could they have done with random
pages that could not have been inserted in another, aleadd aloum? Then, de
Ochoa quotes Victor Hugods entry telling h
ha escrito al rev®s, en | a Y tima hoja s-|I
written upside down, o0 AlbumbdeMaliaadslosDplaege onl y
Perinat de Pachec5). The insult was probably justified, not only because de Ochoa
was upset as a result of the damage that t
also because Victor Hugo did not try to create somgtsrecific for her or even bother
to write his single line upright, to match the orientation of the book. Even if we consider
the possibility that Victor Hugo opened the album from the wrong side and did not
realize that he was writing on its last page, &8 st i | | possible to ide
arrogance in his indifference toward the rest of the entries that the aloum may have had
(and that he did not consult, as contributors would normally do). This gesture evidences
Victor Hugoo6s aetadhigatbaenscontributiondhwere. c o

Madame de Heredia also knew about the value a contribution from Hugo would
add to her album. That is probably why she made sure to keep that note that Hugo wrote
to her husband, and to include it in her book, gluedon® of its pages. The note,

somewhat difficult to read, is an apology for not having responded sooner to a letter José
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Maria de Heredia had sent to Hugo: ACher p
moment.On ne console pas de telles douleurs, ondesmge. Je vous envoie ma

profonde sympathie. Du fond du ciur, Victo
arrived now.One cannot console those pains, one shares them. | send you my deepest
sympathies. From t he b o tAlbbumme Mdamerdg Helredyaa r t , V
This letter seems to be a gesture of condolence, following the death of a loved one. The
fact that Madame de Heredia decided to add
need to prove personal links with renowned writers was fratyumore important than
preserving the bookds homogeneity as a col
attributes. Her own husbanddés contribution
transcription of his poenm @Anmtedieme nete Clo® &S
Antony and Cleopatraopens precisely with an epigraph from the 1607 text. A drawing

by painter Emile Lévy, who actually had another individual contribution in this album,
accompanies the poem. (See Figure 28) With thigiboribn, de Heredia probably

wanted to convey the idea that the deepness of their love was comparable to the one of
Antony and Cleopatra, who commit suicide f
However, it seems questionable that, as a poet, de Hevadiaot able to create an

original contribution for his wife, which could capture the depth of his love for her

equally well, if not better.



Figure 28 JoséMaria de Heredia's contribution ofthepoem A Ant oi neinfdst Cl| ®o p ©
wi f e 6 s AlaumaiMadafne de Heredia
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JoséeMari a de Herediabs circle of Iliterary
album, in particular important figures of the poetic movement of Parnassianism to which
he belonged. The second entryinthealm i s preci sely Charl es Le
AiLa V®randah, o while | ater in it we find T
published poems. The poem by BareviVas actually dedicated to Jadéria de Heredia
when published. There is also a poenOajulle Mendés, anothparnassienentitled
AiLa M re. o | have not been able to identif
was probably created excl us¥AsheHoubsaye Madam

has also a contribution in this albuim his case a stanza about the deception of love

originally published irLes mille et une nuits parisienngsL 8 75) : A Tous | es a
| 6amour maternel ont/ | elCrdesdngaies De e ueta Ic
peine pour chaque joikespot es du Par adi s®(8llaypes oftoee, sur | 0 ¢

even maternal love have/ their anxieties and their heartbreaks. This is because God
created a sorrow for each happiAbwsds. The d

Madame de Hered)a

32 Unfortunately, | am not able to quote Mendés poem or verify the text to confirm if it was or not

published with a different title because | do not have pictures of the page in which it was included in
Madame de Her edi a darized to take pictures of allahe pages of tha album, and,
therefore, | had to skip some of them. Due to the pressure of time and of the vigilance of librarians, some of
those pages later turned out to be, like in this case, important for my analygsatiiums. This specific

contribution in Madame de Herediads al bum wil/l cert
album.
¥l keep Houssayeds agreement mistake in my transcr.i
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A different type of text, Edmond de Goncourt included a long extract from his
1882 noveLafaustini n Madame de Herediads al bum. Al m

there is also a poetic contribution by Stéphane Mallarmé. This contribution was written in

apieceofpapr that i s glued to Madame de Heredi e
Dayo), this poem is the first version of t
po meo (AThe Gift of the Poemo). Besides t

MadamedéHer edi adés al bum has some differences
in the published version the second verse
mentioned in the firstonas A Noi re, 0 while in the first \
l[dumea 0 1 Bl a c Album deMadaraedde Heredli&imilarly, in the album version

the female character did not show the reli
d el aiAlbum®&NadamedeHerefia The father Atrying an e
secondvesi on was fidreamingo in the previous on
in the version for Madame de Heredia (fiess
nai s s an c Alium de Madame de Bleredli# In a letter about this poem sent to
Théodore Aubanel on December 6, 1865, Mallarmé gave him specific instructions about
what to do with its original version: fAd®c

Mallarmé 193). Actually, critics of Mallarmé affirm that Jad@ria de Heredia hiself

34| had access to the Engligfanslation of the poem, but it was very metaphorical and it did not serve my
purpose of showing the changes in specific words from the first to the second version of the poem, so |
decided not to use it.
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got a copy of the early version of the poem with a letter in which the poet included details

about some of the changes that he had made to th& Tehis must be precisely the

version of the poem that Madame de Heredia included in her album alneosy twears

|l ater, on its original paper and in Mall ar

gives to her album a particular value that is linked, not only to the possession of an

original manuscript of a published poem, but also to the artistiperstdnal implications

of Mal |l ar m®ds gesture of sharing it with
It is particularly interesting that these important writers did not create original

entries for Madame de Herediads al bum. Al m

addedn the book poetry that they had already published and that proved their status as

talented poeté® There are two other contributions that are also from important figures in

the social network of Madame de Heredia and that, because of their spontaesitig se

be created exclusively for her alboum. These two entries consist of very short comments

®The editors of t Hea vadripléiethat | amfusiniylafirn that tme®dem that he
sent to de Heredia only differs from its published
But then they explain that: A@Ail sembitivementbads | y a eu
corriggerDed ( Ai t s e asmudge, bsdviallmrménarate initiaans which was corrected with
De0 Barbier and Gordon 195). he dr aft of the poem to which | had a

was certainly scratched and fadeecause of the passing of time, but | could still identify that there were

more than two words different from the published version. For this reason, | maintain my interpretation that
Mal |l armedés contribution added Ieyhe Msidneohtle pabmthdier edi a
her husband received from the poet in 1866, and in which other words are different from the second version

of the poem. The sheet glued to the album still has the marks of the folding of the paper, which might be

proof that t was sent at some point as a letter.

36 1n his 1859 article about the album practice, Javier de Palacio affirms that the tendency of some
contributors to reproduce fragments of 6shalbumaeblis
( At hteof dbeiag; 151). For him, the main reason why albums were interesting was precisely because

the texts included in it were not supposed to have been published.
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on the album pract i c epnomabouthephenarenoh.fhe cont r
first one is a |line by politicjamasereand hi st
®crire sur |l es al bumso ( nADunede Madamelded never
Heredig. (See Figure 29) It is understandable that Hanotaux, who was not a man of

letters, might have preferred to not have to write in albums. This sort of avergiards

the fashion serves him as basis, precisely, to participate in it, giving him the ideological

basis of his contribution. However, since he wrote in an album that one should never

write in albums, it is difficult to determine whether this was aesia critique of the

practice, only one step removed from refusing to write anything at all, or rather a playful,
tonguein-cheek remark, intended to make readers laugh. It could as well be interpreted

as a combination of the two: humorous but sincer&jugt

Figure 29: Gabriel Hanotaux's contribution in the album of Madame de Heredia Album de
Madame de Heredip
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Paul Valéry is the author of the second entry, which | interpret as a reflection on
the different approaches ofdom i but or s to al bum entrpes. AP
starts Valéry, denouncing the excessive length of contributions in albums as a sign of a
lack ofintellecft A The more one wr i;AlusdeMadamedeess one
Heredig. He finishesld t hought affirming: fAJbébai ®crit,
written without thinking excesvely about it i 1  wAlbanh de dMadame de Herellia
(See Figure 30) Val®ryods declaration is a
creaton of an album contribution as a too complicated, ‘bmesuming, and intellectual
task. Like Hanotauxo6és, the humorous tone o
approach to the album practice, while suggesting that contributors used to ovéthink t

content of their written entries for the book.

Figure 30: Paul Valéry's contribution in the alboum of Madame de Heredia Album de
Madame de Heredip
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Emma BainBoudonville is another French album owner whose collection

evidences the social connections that she had in her milieu. As her album inheritor points

out in his biography of Emma on the bookés
were Jouybs friends, who had knowne&mma si
the contributors |Iinked to Emmaés father,

focused on her father, the social customs writer. Interestingly, an announcement precedes
this 1818 contribution: thoskt°fi€Codel| Bt SEs i
were fAEcrits saonugse rl ap adri cM a®deafideal |IBBoRufdwerrvs d 4 Je 0
rhymeo ficelebration of P. Hermito AWritten
of B®rAlngwem od 6 EBoudanvilgalin arparenthesisght after this

di sclaimer it is specified thAltbumed&EmMma s
Bain-Boudonvillg. This contribution introduces a particular dynamic in the act of

collection: the album owner becoming a type of secretary for thelmator. The main

limitation of this type of exchange is that it hinders the identification of the handwriting

with the contributor and the inclusion of a signature, an essential part of a contribution

because it emblematizes the commitment of the authibrthe content of his written

entry. Besides B®rangerds coll aborative en
contribution by Nodier. At the beginning of the century (his contribution must be from

around 1820, according to the dates of the onesdafal after it), Nodier was already

doing what other poets reproduced around s
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al bum: including his own previously publis

sommei |l 6 to Emmads al b u nifourmersesteach.f ul | | engt
As did Nodier, Victor Hugo also contributes a sample from his writings to

Emmads al bum. I n Hugodés case, hisNarentri bu

Dame de ParisThis fragment portrays a conversation between Esmeratt@mgoire,

in which the poet asks the Egyptian woman about the difference between friendship and

love. This topic was ideal for an album entry, since this practice promoted in multiple

instances the questioning of the frontier between friendship antingpuas established

and defied in the contributions. Hugods qu
book of the novel, fiUne nuit de noceso (AA
iSavez2v ous ce que cobesttilgue | 6amiti ®? dema
iOui, r®pondit °ltbr®g yfprt ireen neet, sCoduers,t deux
sans se confondre, les deux doigts de la main
fTEt | 6amour? poursuivit Gringoire.
ioh! | 6 a-6lle¥iColesdti t°tre deux et nod°tre qubd
qui se fondentenun andeé0 e st Albem cdi 6eH m mBoudBravillgn
6Do you know what friendship is?6d he as
60Yes, 6 the gypsy answered. 6Ilt means be
but not merging, two fingers of the sam
60And | ove?6 Gringoire continued.
60h! | ov edlToh asth ei ss abied.ng two and yet only
fusing into an(ll@ngel . |l td6s heaven. 0

Hugo omits at this point of the conteadtidnwhen on a sho
responding to Gringoireds question included in the
(Aher voice trembling and her eyes radianto; 118; K
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The inclusion of a fragment of such an important novel was useful to remind the readers
of Emmadés al bum of Hugods | i tl-eonneategshsat at us
was in her milieu. Thus, Victor Hugo proves to be one of the most popular alboum
contributors, emblematic of the networking that this practice promoted and of its

transnational extension because of his presence in albums from both FraSpaiand

IV . Encore: Alternate Album Uses. Or How to Defy the Rulesf the Aloum Practice

In their essays about the album, Jouy and Larra establish certain parameters of
this phenomenon, its manifestation and uses, the gender roles it promoted, acdthe s
circles involved in it. The albums and contributions that | include in my analysis
generally follow certain established patterns regarding the utility and function of this
practice. Be it metaeferential poetry about the implications of the parttign in the
exchange, entries that praised the owner, or those that proved the social networking
promoted in this fashion, the majority of the albums I consulted correspond to the model
of the traditional notion of the book, including the type of contrdruthat was expected
for it. However, there are some albums in which collection does not adapt to the ideal of
the album, and which actually defy expectations of its purpose for owners and
contributors. | interpret these albums as representations ofatiaises of the book,
different from the generalized manifestation of the practice depicted by Jouy and Larra

and that interests me, but still valid as a variation in the approach to it in the context.
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One of the most interesting alternative uses efallbum occurred in the case of
the one belonging to Emilia Pardo Baz§n.
not a typical album, in which the owner collected contributions from her acquaintances.
In her album, Pardo Bazan includes the poetry sldewritten as a teenager, in a gesture
that, instead of promoting a masculine writing practice, allowed for an acknowledgement
and validation of her own talent. Only a
homogeneity of its seluthored writing. Athe end of 1871, the year when she gathered
the collection, her friends Juan Montes and Leandro Prieto added some poems in it. And
as Emma BauBoudonville had done earlier, in 1866 Pardo Bazan served as a secretary
for Luis Vermell, writing in her albura contribution that he signed. Although her album,
because of how defiesthe traditional gendered use of the book, can be seen as a
celebration of femininity and of the literary production of women in ninetesskury
Spain, men are not completely absfrom this collection. Pardo Bazan has many poems
dedicated directly to men, among which one was written for José Zorrilla. In this poem,
Pardo Bazan urges Zorrilla to ignore the criticism of people who wanted him to leave
Mexico and to go back to hi®eantry. Zorrilla had been living in Mexico for eleven years
and in 1866, the same year in which Pardo Bazan composed this poem, leslteturn
Spain.

Besides the poems that she wrote for men, Pardo Bazan also included in her
collection poems that she haaitten for other aloums, including alboums owned by men.

In total, there are three album poems in this collection, two written for men and one for a
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woman. Pardo Bazan herself identified the original destination of these poems in a note

in parenthesis plad at the end of each poem, next to her signature and the date and city

of the contributionbs creation. Contrary t
contributors in womendés al bums, the poems
and Alvaro Torres, i1867 and 1870 respectively, do not praise the elegance or moral
attributes of these men. Although having the-sef f er ent i al titl e AEN
al bumo), the first poem presents the trivi
createdor Torres uses the metaphor of an eagle to represent Spain as a nation. Thus,
merging different metditerary levels, Pardo Bazan adds these poems that had previously
been created for others to her own collection. How was she able to quote these poems? |
imagine that she must have had an original draft that she kept after she returned the

albums to their owner$. The most fascinating aspect of the particular use that Pardo

Bazan made of her album is the significance of the literary creation includethithi¢

specific case of her metdbumistic poems, she not only became a transgressor in terms

of the gender determination of the album, but also regarding the tendency of the artistic
status preferred in the contributors. As a sixtgearold, Pardo Baan was probably the

youngest album contributor, a sign that announced her future success as a writer.

38 Romero Tobar affirms that in the case of poems that weatectearefully and exclusively for an album

owner after a request, the contributor would always keep a copy of the original text. He points out that there
is evidence of this practice in recently edited manuscripts of Spanish Romantic poets, in whiatuidey
mention in the title of the poem the album to which it was destiidd ¢ s & b 86ne s é 0
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As Pardo Baz8nds c ondwnedalhums povesitwasr i t t en
certainly harder to create works of art dedicated to men. The tendencythe a#ieum as
a space to compliment the owner limited the creative possibilities in the case -of male
owners, especially considering that the vast majority of contributors were men. Evidently,
contributors would not have wanted to transgress the rules sdooesex
communication, creating a contribution that could have been considered toeehmtino
for the context. | have already mentioned how many contributors would praise the
husbands of album owners, exalting their artistic and intellectual attrilButeshat
could they do if they were not able to identify superior qualities in a male album owner?
In order to avoid their entry to be interpreted as excessively flattering, some contributors
would add to albums literary texts that, not only did not hawereference to the owner,
but did not treat any topic that could evoke love, relationships, or the admiration of
personal talents. Contrary to the poetry or extracts of texts that recognized writers added
to womendés al bums, i onsthdreeisan mtendon of makinditikes e ¢
entries the least personal possible, while proving the literary abilities of the contributors.
This is what happens in some of the entri
Sol anob6s al bumszcCostales, theneds a cevemge longfcontAl®itior of
a whole scene of a playds first act. | ncl

Alcalde, the play to which this scene belonged was enfitl&d| D2a de Ronces
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Drama trajicq and does rtsseem to have been publishi@dhe scene develops in a

context of war among five male characters, a topic that Sabando y Alcalde thought Pérez

Costales would probably appreciafdbum de Ramoén Pérez CostaléSarlos Fernandez

Shawés fragmemtt od @energa&indSol anods al bum i

contribution by Sabando y Alcalde. Ferngnd

aesthetic that privlegedngnoet i ¢ | i terary contributions.

| as s ombr a sentlywas hot publlishediher,rdescribes the arrival of winter

and all the climatic changes that this season imphititm del General Solahdlt is

i mportant to point out that in the Gener al

contributions that comst of drawings of soldiers with shotguns. These visual entries

evoke the Gener al Solanobés personal l i fe a
The final alternative function of albums that | would like to examine is the use of

some of their pagds include signatures. Not linked to any written contribution, these

signatures stand for themselves in the albums, and their gathering symbolizes the

community of friends and connections of th

thatserve forthe ol | ecti on of signatures function a

closely related in function to the al bum.

elaborate signature page, with a frame of wavy lines and quotes in each corner of the

compl ete name of the contrib

39 Julian Manuel de Sabando y Alcalides t h e
badddobj a newadem daeccamtouat e the 6ad of

al bum he signs 8a
(Album de Ramon Pérez Costales
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page. In the centehere is a white circular space in which contributorsesigiwo

hands shaking support this signature area in the bottom. These hands are clearly a male
and a female one, which is ironic since among the signatures above, none belong to
women. Perhaps érepresentation of both genders in the drawing was an evocation of
the original alboum dynamic, which was not reproduced in this specific sighature page.

(See Figure 31)

Figure3l.: Signature page i n RaAbumdeRRanteRérecost al esd

Costales.
Two of the quotes included in this o6alt
first one is in Latin and it works as head

i mpl eam hanc AlaumideRamén Péraz Casthldhis expression is not
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original to the owner of the al bum. 't was
amicoso (AA Saying of Socrateso) which 1is
Responding to one of his nei ghddeuchsamalj ue st i
house, Socrates responds: AAh, 1 f only | ¢
Costales appropriates this Phaedrus quote to convey his feelings about his album: he

wishes that only sincere friends contributed to it, and thaatleehough to fill at least

that signature page. The second phrase on this page that deserves attention is a direct
invitation from Pérez Costales to his potential signers, in which he conveys what their
contributions to that npalgfemame@aemofiagr hi m:
Encontraré del tiempo que ha corrido/ En cada letra encontraré una historia,/ Hallaré en
cada nombre, ®I de un amigoo (ASign, and i
time that has passed by/ In each letter | will fnklistory,/ | will find in each name, the

name of Adbunide RamdrdRiErez Costalekhus, Pérez Costales makes the

signatures on this particular page representative of the personal story that his whole

album should tell, privileging the signersamthe contributors who would add full entries

in the other pages of the book.

Dolores Saravia also has an autograph section in her album, which actually covers

t wo pages. Di fferent from Costalesdéd, in wh
common spa e , in Saraviads album there are desi
these signature are illegible, but there I

(Album de Dolores SaraviaJuan Prim y Prats was a Spanish politician and military man
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who participated itthe first Carlist War (1833840, was a leader of the revolution of
1868 against Isabel Il, and was assassinated because of his opposition to the Bourbon
dynasty and his support for the imposition of an Italian king in Spain in 18€0. Th
inclusion of this signature gives Dol oresbod
common in the albums that | consulted. In her case, the signature page does not seem to
be as i mportant as in P®rez Costraslseem®. On
to gather people that Dolores had met at least once, but with whom she did not have a
close relationship, and that is why they could not create a real contribution for her.

Dolores was not the only female album owner | encountered who hadatuseyn
of an important politician of her context in her aloum. In one page of Emma Bain
Boudonvillebéds album is glued a piece of pa

Because this signature is almost illegible, a caption was added below to explain it:

A Signature de Napoléon__général en chef de la républiqu&'(afié Si gnat ur e of

Napol ®on_ commander i n Alhbwerh d&EMmMhae Baipnu bl
Boudonvillg. Emperor of France from 1804 to 1814, Napoléon Bonaparte may have well
interacted with Jougnd his daughter during the time he was in power. The signature
included in Emmadés al bum could even be fro
started her collection in 1813. In order to understand the function of that small piece of

paper withthelastame of t he emperor i n Emmabs al bur
what interaction led to its collection and, most importantly, whether it was really created

for Emma. Il n any case, the interest of Jou
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limited to saving his signature and adding it to her album. After the inclusion of the
autograph of the last name of the emperor, his first name appears in a subsequent page
with an explanatory inscription: HAherbes
gd hered from Napa®&l ®oa mé & 6 GBoadareiialthennane;

ANapol ®ono is formed with grass that was

c

C

then stitched to a piece of paper that was

notion ofcollection and the interpretation of the object as metaphor for a body, a name,
or an individual that the album itself conveys acquire new dimensions through this
gesture. Emma BaiBoudonville gave material existence to a second version of

Nap ol ®oenwvaits multiplabjects gathered from where his dead body was resting.

Then, she included this symbolic metalection in her own album collection, in a

contribution that was possibly created by and for herself, but which evoked someone else.

This actiondefinitely constitutes a fascinating alternative use of the album, as it
emblematizes the fixation of many album owners with objects and the projects of social

networking tlat got them involved in this practice.
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Figure32 Napol eonds name formed with grassAbaeml| | ect ed
de Madame de Heredja

V. Conclusion

As my analysis of actual nineteertbntury aloums shows, Jouy and Larra were
not necessarily correct in all of their observations about thisggzhenon as it played out
in their context. The album owners were not always women, the contributors were not all
men, the entries were not only written to praise the owner, and not all contributors felt
pestered by the request to participate in a colleclibie information that | was able to
gather in my examination of albums does not serve, however, to refute ar deayy 6 s
and L portrayal 6f $his phenomenon, but rather to enrich it with new evidence of the
nuances of its manifestation. The album kdave a gendered essence that determined the

particularities of its exchanges and the motivations of the participants in the practice.
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Nonetheless, the exploration of the historical object reveals the complexities of this trend
and how the economic, sokiartistic and other multiple aspects influenced its prevalent
gender pattern.

One aspect of Jouybés and Larrads discus
their observations on the popularity and spread of this fashion in their social milieu.
Becawse of the presence and impact of this practice, aloums belonging to important
women who were linked to the nineteegtntury literary scene in France and Spain, as
well as by other less wetlonnected women, were considered historical objects worthy of
being held at libraries for over a century. The value that Larra insisted albums could merit
after they were full of contributions, which could be enough to constitute the dowry of its
owner, turned out to be cultural and not monetary. The contemporargtaisilof these
books offers us access to the fascinating universe of the album, allowing for an
understanding of the practice that goes beyond the contextual theory or fiction written
about i1it. The al bums conser ved sion derfcyhitwhea ss
classification, as they are not written by their owner, and are not even created by one
single person. While perusing books that had been owned, handled, and signed by
individuals who were interconnected in their milieu, we can submergeleessn the
reality of the album (which has already become fiction) and simultaneously participate in
the story it narrates. Thus, the historical object carefully protected at a French or Spanish

library in the twentietHirst century ends up being a mglar for the alboum, a symbol
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that reproduces in its material microcosm the significance of this craze in the nineteenth

century.



Chapter 3: fAUses and Abuses of the Al bum:
Archival Albums through the Analysis of Literat ur e 0

Vive con su madre en un cuarto tercero, tan elevado como humilde.
Madruga, borda, lee novelas, manda retefiir sus vestidos; restaura
personalmente su calzado cuando este solo ha padecido leve detrimento;
se hace la pomada, tiene album, asiste de &z cuando a teatros de
segundo 6rden, y va a ver la parada, si la parada se verifica en dia festivo.
([The tacky young lady] lives with her mother in a third floor room, as elevated as
humble. She gets up early, embroiders, reads novels, sends for her shes to be dyed;
she fixes her shoes herself when they have been only slightly damaged, she puts on
ointments, she has an album, she goes occasionally to secolags theaters,
and she goes see the parade, if the parade takes place on a holiday.)
RobertoRo ber t | ifiLa seforita c
The passion for collecting autographs may be ridiculed if we so choose
to do; and in many cases where it is carried to excess or pursued in a
hap-hazard manner, it desewes all that can be said of it.
Edward W.owolk, MddHe My Autograph Al

While the analysis of the essays on social customslématt the album offered
us apseudo journalistic anlistorically-specificp er specti ve of this pra
development, the exploration of the actual albdumhernourished our understanding of
the exchange and the circumstances of its materialization in ninetssrithry France
and Spain. The information that the essays and the albumd$arffesthe basis of my
approach to the depiction of the practice ierbry texts. In the case of the writings on
social customs, it is interesting how Victiwseph Etienne de Jouy and Mariano José de
Larrabriefly become, in specific passages, participants in this fashion. However, the two
of them mostly remain as narragorho portray, judge, and criticize the circumstances
surrounding the evolution of the album fashion. In this chapter, | transition from those

essays, which present a combination of factual and fictional elements, to texts in which
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the appearance of thebalm fulfills a completely different role for the narration. While

the essays on social customs studied the album itself, with a sole purpose of discussing
different aspects of this practice, in the literary texts the album appears based on the
charactersmd events narrated. AlIl the fAtheoryo
obtained in the essays and the information that the study of the actual albums offer, will

be put into action now by examining how the protagonists use this object in their

respedwe stories. Once again, the lines between fiction and reality blur, as we witness

the insertion of a real, historical phenomenon in fictional stories, and as we imagine

albums (like the ones | saw in French and Spanish archives) in the hands of literary

characters who owned or contributed to them.

The literary texts that depict the album present different angles of this practice in
accounts that are determined by the particularities of each genre. My analysis of literature
that portrays the album aimséstablish a link between the fictional presentation of this
fashion and the information | obtained through my analysis of historical nineteenth
century albums. Thus, | examine the circumstances, motivations, and outcomes of album
exchanges in literaturend put these scenes in dialogue with the material appearance and
condition of actual albums.

One of the aspects of historical albums that | present in my analysis of the
physical appearance of the books is the condition of the pages and the occasional
variation in the color and texture of pages within the same album. Several of the albums

that | consulted in archives in France and Spain had pages that had been cut or torn.



There were even cases in which a trace of paper in the binding of the alburadekesl
a whole page had been pulled out. The albums belonging to Tomasa Bretdn de los
Herreros, the Duchesse de Camastra, Ramon Pérez Costales, and Dolores Saravia all
have some damaged pages. Besides the absence of pages, | also noticed that in some
casea the color and texture of the pages varied, and different colors and type of page
could be present in the same al bum. For ex
al bum are white, |l ight Dblue, dark bslue, an
album has blue, beige, and brown pages. This diversity in the colors of pages allowed me
to propose in my analysis of archival albums the possibility that owners might have
added pages to their albums. As their collection kept growing and as they ednitinu
establish social connections, they would need to add more pages to expand their
collections. This would explain the heterogeneity regarding the type of pages in some
albums.
Interestingly, some of the literary texts that depict the album custondeclu
exchanges that present the mutilation of alboums and the addition of pages or parts of
pages to these books. | analyze these scenes acknowledging the possibility that they offer
us information that could be useful to explain the potential reasons faltéh&tion of
historical albums. In this section, | analyze a short story and a play that portray characters
tearing out pages of albulbenw (L&A7Heanrdi Ma
Bret - n de H aartotedora. Eomeds &n cinaotos(1848). | was also

able to identify a play which suggests an explanation for the circumstances behind the
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existence of albums with pages of different colors and textures that were possibly added
after the original binding of the book: Henri de Medhd.s6 Aut ogr aphe. Com®d

acte(1858).

I. Gender Battles. Or on the Reasons to Eliminate and Add Pages to Albums

A . De Arizabdbs and Bret-n de | os Herrerosbo
in their Work

The authors that depict the intentioséimination of pages from albums, de Ariza
and Bret-n de | os Herreros, conneteentded in S
century. However, Breton de los Herreros seems to have been more successful in his
literary caeer, agevealed byhe attentio paid by literarycriticsto his artistic
productionbothin his milieu and today. In the case of de Ariza, who wrote the short
story about the mutilation of albums one year before Bretén de los Herreros published his
play on the same topic, it is actiyadifficult to find biographical information about hifn.
Some of the few critics who have written about de Ariza point out that this is due to the
l ack of interest in his oeuvre or in him a

deJuande Ariza) . Born in Motril, Granada, in 181¢

Lt is important to point out that Bretdn de los Herreros was still pioneer in the depiction of the album
practice in literature in Spain, as he had already written another tpkgtem this topic in 1838. This is

the first literary text on the album fashion that | could identify in Spain. | will discuss this play later in this
study.
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Madrid in his twenties, at some point between 1842 and 4B4%ore his arrival in the

Spanish capital, de Ariza had established some links with important members of
Madrilean literarycircles, which would be useful in the development of his own career.

De Ariza had met Breton de los Herreros in an enactment of one of his comedies in the
Alhambra, and he had also met writers Ventura de la Vega and Julian Romea in Granada.
Interestingly these writers that de Ariza had encountered before arriving in Madrid had
something in common: they were all album contributors, as | was able to verify in several
of the albums | consulted in Spain. In the case of Bretdn de los Herreros, as | have
pointedout, his role of album contributor combines with his interest in portraying this
practice in literary texts. The participation of his acquaintances in the album practice
might have fascinated de Ariza, to the point that he wanted to acknowledge the
importance of this phenomenon in his milieu by writing a literary account of it.

Eventually, de Arizdnimselfbecame an important member of the literary circles in
Madrid. A char act e lastomeniae deli4@302) BvernentionSal d - s

him as one bthe attendees of a literary meeting that gathered important nineteenth

century Spanish writers: ADe |l iteratos he
FIl ores, Ariza vy Villergaso (AOf the Ilitera
AntonioF|l ores, Ariza y Villergaso; Ayudarte Gr

Ariza wrote poetry, theater plays, historical novels, and collaborated with several

2 Ayudarte Granados disagrees with other critics, and affirms that it cannot be confirmes Aniaad
arrived in Madrid in 1842.
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newspaperby writing short stories and articles on social customs. He died in 1876 in
Havana Cuba.

Due to the success of his literary production in his milieu, there is a significant
amount of biographical information available about Breton de los Herf@&m@ton de
los Herreros was born in 1796 in Quel, a small town in the province of tie Rie
arrival in Madrid was not linked to youdhs ¢ r a urbanlite sbut to@ family move
when he was only ten years old. Due to the death of his father, Breton de los Herreros
went to live with an uncle who treated him so poorly that he decideadrtdl in the army
to fight against France in the War of Independence. Taking advantage of a period of
special permission from the army, he wrote his first com&dg,vejez viruelagl824)
when he was twenty years old. Breton de los Herreros translateerous French plays
(including some by Jean Racine, Augustin Eugene Scribe, Voltaire, among others) and

adapted Spanish plays from tBglodeorcer a ( A Mam ucké IBoetHerrer o:c

3 1t would require significantly more space and time than | have in this chapter to review all the critical

works dedicated to Bret-n de | dasidebsteatrdlasdes® | i ter ary
Bretdn de ds Herreros Pau Miret offers a review of existing scholarly works about Breton de los
Herrerosd jour nal i s showshoa Bretdén denlas dldrreros hag beerkcarefullMi r e t

studied for more than a century. In his revision, Miretincludesvtber ks t hat Br et -n de | os
contemporaries dedicated to hi m, including Eugenio
(1836) and Antonio Gil de Z8rateds nAD. Manuel Bret -

Gentil published his ddoral dissertation on Bretdn de los Herreros, which is an extensive study on how
the literary works of the Spanish writer expose the customs of his country in the period from 1830 to 1860.
During the last twentjive years of the twentieth century, therasaa evival in the interest for Bretode

|l os Herrerosd6 |iterature, as proved by multiple stu
aspects of the production of this writer. In 1996, an International Conference to celebrate the centenary of
Bret-n de | os Herrerosd6 birth took place in Logrofo

the AJornadas Bretonianas, 0 both activities that pr
approaches to the oeuvre of Breton de los Hesrero
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i mportance of Bret-n de | pitscodstitutoreasans 6 t he a
important source for understanding different social customs and ways of life in the

Madril ean society of his moment. Bret-n de
as a symbolic transition between the production of hidgmessor, Leandro Fernandez
Morat2n, and the fAalta comediao (Ahigh com
Herreros insisted on thristoteliann ot i on t hat fAo0el teatro debe
de |a humanidado (Ad6tdedtaefr mwhmanidt Yod@e; aMipree
him, the foundation of al/l dramatic pl ays
Anada razonable se puede hacer ni decir so
or say anything r ed®n. dathebnostpralific Spssh @ayverioght Mi r e
of the nineteentb e nt ur vy, Bret-n de | os Herrerosdé pu
among which, besides theater plays, there are poems (that are mainly satirical and
humorous), theatumbrcsttabcasm adedsd (i édMahuel
Herreroso) . Mariano Jos® de Larra, precise
and author of the Spanish essay on the album that | analyze in this study, praised Breton

de | os Herrer os b ntthienagt eoru tp rtohdautc thieo nhadpono r
algunos caracteres comicos, en la viveza y chiste del dialogo, en la pureza, fluidez y
armon2a de su f8cil wversificaci-no (Apaint
liveliness and the jokes of tlikalogues, in the purity, fluidity and harmony of its easy
versificationo,; Mi ret 20). Meanwhi |l e, Euse

one of the album owners whose album | consulted at the Museo del Romanticismo in
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Madri d, af f i teairedk DitMaruel BretdhlEelosélérreros esta, no pintada

ni descrita, sino retratada con asombroso
Bret-n de | os Herrerosd6 theater there is a
described, but portrayed it ast oni shi ng resembl anceo; Mi r

The particularities of the depiction of
Herrerosd texts is certainly determined by
AHI st oralbuan @ et lm@ o rancg of thia text ia gewspapecauses its
frequent identification as mewspapearticle. However, because of its length, structure,
and the type of narration it presents, | have chosen to categorize and analyze this text as a
short stor yalbuitHi dsadeosr immotdeapupear t o be cl ass
bi ographies that attempiteoaeyhapusdiocel pnl
AyudarteA Bi ogr af 2 a doe alnudam Ede |Aergiazdeo de Juan de
AHI st oralbd dies usi mply not mentioned i n some
interpret as a result of its classification asesavspapeatrticle. Some of the sources | was
able to consult for de Arizabés biography e
peiod2sticoso, which would justify the gener
unknownnewspapear t i cl eso0; Ayudart e )frkeletidglg deado de
Ariza is recognized for his short stories, which are classified according to their focus on
popul ar traditions, folkIlore, and senti men
interesting that, considering the interest of some criticsengab r i zi ng de Ari z a

compl ete short storyabpm odwatiictn] fiwdHusdoir ide
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important short story that reveals a great deal about gender constructions in nineteenth
century Spain, has been ignored for so long.
AHI st oralbmd dwa s npubl i Elheaadimientpankvilsgaper i n
directed by writer Eugenio de Ochoa and painter Federico de Madrazo. Also founded in
1847,El renacimientovas the secondewspapeproject of Ochoa y Madrazo, who
together had published tnewspapelEl artistauntil 1836. In his article about the
development oEl renacimientp Borja Rodriguez Gutiérrez points out that the inclusion
of short stories was essential to the formdEladirtista, but less so foEl renacimiento
Only three short stees were published iBl renacimientp i ncl udi ng fAHiI st or
album “EIl renacimientdntended to escape the romanticism that had charactéized
artistaqy, which is |ikely why even its name ref e
romanticismispobably why the editors agreed to plt
this short story is not strictly romanti c.
de tono humor2stico [€é] una modalidad del
custans [ é] a variation of the romantic short
Because 0Halmutoo rhiaass daes un s main topics th
album and a humorous description of the romantic complications that participation in this
practice entiéed, it is imaginable that the story would convey the distance from the tragic

romanticism that had been presenElrartista. Rodriguez Gutiérrez affirms that the

41t is important to mention tha&l renacimientanly lasted for nineteen weeks, which probably explains
the limited selection of short stories published in tEs/spaper
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short stories il renacimientado not deal with impossible loves, mysterious characters,

or a sinister environment, and that they a
AHI st oralbban @ ei mnparticul ar , Rodr2guez Guti ®)
presents a Avis-n [sic] humor2daddrticlla, per o
visiono) . |l di sagree with Rodr2guez Guti ®r

of MAHI stabunD at deaunhext that simply offers a

story. Since Rodr2guez GuttieRr rbeyz 6hsi sa paprrtoiaccl
on the establishment and evolution of tiesvspapeEl renacimientoit is evident that he

did not consider the larger social impact of the album, or the important information the

study of this phenomenon offers about socialgranc t i on s . De Ari zads s
provides valuable insights about the constitution of gender roles in ninetesrthy

Spain, through his depiction of the dynamics that determine a specific album exchange.

The humor that de Ariza uses in his depictiothefalbum conveys the scorn with which

he, and many other nineteerténtury Spanish and French writers, viewed this

phenomenon. The interpretation of this practice as a female fashion that represented

womenods soci al i Nt er acdg iiosn st aknadn rtoamaanmt i eXx trr
deunalbum 6 t hrough the portrayal of a personi
owner6s constant i nteractions with men. Th

album 0 a <cri ti ci sarcorcdptadizatioreas womenassuperéicialtbéings,

whose fixation with fashion and ambition for gaining public presence, could result in the



continual removal of pages from al bums bas
romantic fortunes.

Bretbndd os Herrerosd theater production ha
genrel n his 1836 review of Bret-n de | os Herr
t hat : ACual qui era que sea |l a opini-n que t
Bretbhesinegabl e € que este poeta ha sabido for
suyo gue ni se parece al de los antiguos ni al de Moratin ni al deEsteigiénero debe
llamarse, y se llama en efecto, entre los inteligentes de la literatura contemporanea el

géneo de Bret -no (ANotwithstanding the opini

l' iterary merit of Dr. Bret-n, it is undeni
original genre, a genre that is hboly own an
el sebs. This genre should be called, and a
contemporary |iterature, the genre Bret- -no

many of the characteristics of tB@ylo de oraheater, Bretén de los Hemos was able to
create a particular style that made him stand out in his literary context. The classical root
of his comedies is enriched by several characteristics that are typical of his writing, such
as the brevity, the comic language, the humorous atal the moral offered at the end of
the story (Bravo Vega 349).
Within Bret-n de | os Herrerosé phlrticul

cuarto de horanthesubc at egory of the Acomedia de enre
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of e r’Mainlysised in the theater of tfgiglodeorp t he noti on of fen
to the genre of humorous comedy, to the mechanisms that allow for it to happen, and to

its techniguéThe fAenredod results then from a gr a
(or plots), which outcome is a festive ending or provides the readers with a moral (Bravo
Vega 340). The plot of a fAcomedia de enred
viewers, censoring or satirizing the social issues presented in the play, and even

providng an instructive approach to those topi
essential in my analysis & cuarto de horaUnderstanding the particularities of this
subgenre allow for a more accurate onnterpr et

when depicting the album practice in this play.

B. Between Humanized Albums and Marriage Proposals: Scenes of the Mutilation
of Albums in Literary Texts

Not withstanding their dlbuhd ecEledattodg enr e s,
horaare both writta in a humorous tone that determines the presentation of the album

and reveals the position of the authors toward this fashion. The literary structure of the

Al t hough form a different |literwrgogf asdr canudd uhad ko
frequently to translate ficomedia de enredo, 0 becaus
types of theater compositions. The EngTheGimedg oncept
of Errors (15947?). Athough in my search | found other possible English translations of the concept of

fcomedia de enredo, 0 such asi gece me-dygmidsicdnedgt dat i on, 0
decided to use fAcomedy of er Hyconeeysdhe dreumstamcesin | t hi nk
Breton de los Herreros play.

' n his article fARa2ces 8ureas del teatro breve de

explores the aspects in which the production of the ninetexemtury writer is sinfar to theSiglo de oro
theater.



short story allows for the establishment of several narrative frames. Thisanedtive
elements essential for the plot of the story and for the depiction of the album, not as an
object, but as a humanized entity that is able to experience sensations and to narrate them.
In the case of the theater play, the aloum maintains its status of objagtubed as a
stage prop that is constantly moved around by the characters in the majority of the scenes.
In both cases, the album as an object conveys a story about its owner, her social
networks, and her exchanges with men. The stories presented ialthess are not
limited to the contributions added in the books, but also include those eliminated from
them. Thus, the circumstance of the removal of contributions becomes in these texts a
source of information that allows the reader to reconstruct that oarration, the one
created through the destruction of albums and that reveals the true dynamics of this
phenomenon as a space of a continuous battle for control between female album owners
and male album contributors.

The pl ot s o falbiimbli shcdarto de hodshareuan element that
is constantly identified as one of the mainctionsand purposes of the exchange
established through the album: the use of the book for the courtship and, eventually, for
the materialization of an amomuelationship. In the case Bf cuarto de horathis
dynamic is actually established between the protagonist, dofia Carolina, and two suitors:
the poet Ortiz and the annoying Pedro Marchena. Carolina rejects the marriage proposal
that Marchena puts in hatbum. This rejection leadstbe e mer gence of a

enredo( i d o u b |, @mrkon im thé plays of Bretdn de los Herreros and based on the
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interactions of two different couple#/hile Carolina requests from Ortiz an album
contribution that would adance their sentimental link, Marchena feigns to seduce
Carolinadés aunt, dofa Liboria, in an attem
refusal. It is Carolinads rage because of
proposal that incites héo mutilate her own album, as she is about to start a relationship
with Ortiz. In the short story, the combination of different narrative levels enriches the
plot structure. At the beginning of the story, the first narrator encouwridris deskan
albumin which he is supposed to contribute. This album then acquires human traits and
appropriates the narration, creating a second narrative level. In its account, the album
shares its experience as an object used for the materialization of this fashiomsitdsp
for holding the collection gathered by its owner. Through the description of a series of
album exchanges established by its owner, as well as their outcomes, the album conveys
the physical and psychological suffering to which it has been subjdtteanost
i mportant aspect of both de Ari zads story
depiction of the desire of both women and men to control the narrative contained in the
album. While the women in these stories cannot write in their own albueysjigtover
a way to manipulate the content of their books, a violent gesture that allowed them to
censor and edit the story about them narrated by the contributors.
De Ariza establishes very clearly in the title of his short story that the album will
behe centr al topic of the narration. The ti

focuses on the possibilities that the female characters will have of establishing
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relationships with men. To have a fAcuarto
precis¢y to have an opportunity to enjoy something positive or beneficial. At the very
end of the play, in the sort of instructive summary that Breton used to include in his
plays, Ortiz affirms: ANo hay muger que no
womanwh o does not have her quarter of an hou
characters in the play reflect on their ow
outcome. Thus, the album is a vehicle for Breton de los Herreros to develop a plot to
eduat e women about the things to consider w
including the risks of having a sentimental relationship.

De Ariza and Bretdn de los Herreros offer at the beginning of each text a
description of a male figure that is oofethe album contributors portrayed in the story.
The analysis of this character is essential in order to understand the approach to the
album in each text. I&l cuarto de horathe poet Ortiz is the only character that viewers
and readers encounterireth f i r st scene, and he, as the s
escribiendo)o (A(Appears, writing)o; 4). T
of literary creation indispensable in the album practice and a reminder of the identity of

fi p o ddtwas preferable in album contributé@rtiz is revising the latest sonnet he

7 Although the generalized expectation established in the literary texts and in the actual albums is that the
contributors should be poets, musicians, or men linked in some way to the creation of art, there are

exceptioms that reveal that, in some cases, men in general, notwithstanding their artistic status, were asked

for contributions. VictotJ) o s eph Et i enne deAlbdmduy hdéchaones homeDes®ur
savoir |ire et ®crir empliewtha thesesnere mb rebl standaads whemgatheying whi ¢
a collection (Aall men suspected to know how to rea
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wrote, and in his soliloquy we can discover the rigidity of his edition process. Besides

criticizing the quality of his sonnet, Ortiz also reveals the origin of his ingpirdtie is in

|l ove and wants to create a poem to decl are

womano; 4). Ortiz seems to be a male figur

creating album contributions, since he has the poetic talent ies$enthis role. Later in

the play, Bretdn de los Herreros introduces Marchena, a male character who is incapable

of creating the poetry required in album contributions. This circumstance allows for the

depiction of a situation in which the typical stiwe of the album exchange is altered.

While the man who is the object of a request should be the author of that entry, Breton de

los Herreros presents one of the possibilities for men who did not have the talent to create

their own contributions: to aslopts to create the entries they would add in albums. This

circumstance is the origin of one of the m
De Arizacrafts the tale in such a way that the main contributor in the story

essentially depicts himself, sia the writer portxyed in the short story is one of theotw

narrators that controls the pldthis character starts his narration warning his readers that,

if he was not nnde mal humor, 0 he would tel
moodo fAbeautefsd; fetpl eThead he makes it c
exclusively for women, when he adds that

anything to do wi tThisdagarationis gmilar o éhe ane thad ; 93) .
Larra makest the beginnig of his essay on social customs about the alloumhich he

explainsthat the majority of his readers will not comprehend what he is talking about,

23¢



and probably wild.l not even understand the

(el egandefemal, eaféarms Larra, are able to
t he Aal bum. 0 Although the narrator in de A
his readers wil/ understand this warning |
unalboumb has a moral that could be useful for

confusing as to why de Arizads narrator wo
account of this fashion. This declaration allows us to differentiate between the real and
the fictional readership of the story. Of course, de Ariza knew that among the readers of
El renacimientahere would be many men who would enjoy the story about the album
notwithstanding the specification of the narrator about the selected public foritvhich
was written. The readership Bf renacimientanust have been mainly composed of men,
since the literacy rates in Madrid for the decade of 1840 were 66.19 percent of men and
35.19 percent of women (Soubeyroux Z8B. The stated indifference of thetfanal
narrator toward his male readers reiterates the identification of the album as a shallow
feminine practice. Ostensibly, only women who were themselves album owners and were
dedicated to the practice of collecting contributions would be able tocagieréhis
account of the widespread trend.

Just | i ke in Bret-n de | os Herrerobs pl
the reputation of the main male character for being a skilled literary figure. Even the
description of the room where this lmg@rotagonist keeps the album evokes the process

of courtship, frequently established through this practice, and the consent or rejection it
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requires: fAuna sala amueblada con poco | uj
abre un s 2 0 isledlainglraomm bdldyas afna; bignas the field that opens a
yeso; 93). The books on his desk reveal th
which hopefully influences his ability to create an album entry. On his desk, he has books
of history andnorals and Spanish translationsof Jdaac qu e s PRoaorsrate a u 0 s
social( 1762) and oMarBuogr,nd 6Swmebéasnt trouv® ou |
chambre(184647). On top of these books and someevspapersand next to the quills
and the pentkife, is the box containing the album featured in the short story. In Bretdn de
|l os Herrerods play, the album appears for
Ari zabds story it is mentioned in tlve third
structure of each text, it is possible to say that the suspense in the presentation of the
album and the effort of de Ariza and Breton de los Herreros to give their readers (and
viewers) some context for the interpretation of the album scenes is altgprthe
short story and the play.

The first mention of the album Bl cuarto de horas determined by the
intervention of an intermediary who will facilitate the process of the collection of
contributions. Larra points out that it was a commontmrador album owners to send
the book to the contributors with a foot ma
servant, Petra, who gives the album to Marchena, the first male character who contributes
to Carolinads al bum.lady@arokna, ecaddhe noselhesleftRoe t r a i

her . Petrads response |l eads to the first a
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explains to Marchena that her lady did not leave him a note in response, but simply told

her that she fMaunadr ipzaa a8 quset eecs can bfa en su

(Aauthorizes you in good form/ to write in
particularly revealing that Petra uses the
Carolinads wi sshoeMarchana.df the albsinh ownet was authorizing the

potential contributor to add something to her book, this means the initial request was not

hers. Marchena must have asked Carolina in that note he sent to her if he could contribute

to her alboum, demartdo whi ch she replied with an Aaut
In their essays about the development of the aloum phenomenon in France and

Spain, Jouy and Larra describe the process of collection of contributions as one in which

the female album owner usually approactiedcontributor to request an entry for her

book.Jouy even points out how women would pester men with the recurrent question:

ANe vemeszrien pour mon Al bum, volWllumui ave

de toutes ces dameéfi Wo u | d n o ething foumyAlbom ywow wimo have put

such pretty thinglum®ao; al#49) hoAeswpmamésesg t

analyzed in archival nineteentientury albums there are frequent references to the

dynamic of the woman directly requesting tinére from the contributor. For example, in

his contribution in Dolores Saraviabds al bu

Lola mia/ En tu album algo pusiera, 0 makin

her request (AYouataslk epdutmes,o nmeyt Wbomigke /i Thh your

Dolores Saravip. . Thus, what we see in Bret-n de | c
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complete rupture with the typical dynamic of the album practice, in which men could be
flattered by a request, but would never sskmselves for the opportunity to add a
contribution. As we will see later, in the case of this album exchange there was no real
interest of Carolina in having Marchenads
basically imposed his presence in her book

In the scene of the album transaction between Petra and Marchena there is no
description of the physical appearance of the album. Considering that the album was used
as a stage prompt in the play and that the viewers would be able to see its colandsize,
some other details of its material construction, it is understandable that it is not described
in detail in the text. In the short story, on the contrary, there are constant references to the
physical condition of the aloum. However, only one of thrlesriptions occurs before
the album becomes narrator, and thus is not created by the album itself. The main
narrator of de Arizads story first conveys
had been fAtan | 1| evad ®relcalor gel tera@opeloquea 2 do, gque
guardabao (Abrought back and forth so much
Then, he describes how after opening the A

c ont e mp dlbamcarmdésiucon cantos y cierre de greto casi en tan mal estado



como |l a mutilada cajao (Afilthy caseo0 fAa c
al most as in bad s;8%e as the damaged boxo
Although album cases were meant to protect albums, it is understandable that the

conditionof the book was not always significantly better than that of its box. It is

important to remember that aloums were handled by many contributors, who, besides
adding their entries, would glance through the books to read the previous contributions.
Frequeniy, alboums were kept in the living room of the house as a decorative piece that
guests could admire and even read if interested in learning more about the owners

through contributions that praised them. Understandably, all this activity had an impact

on the physical condition of alboums. Among the albums | consulted, the one that

belonged to Mariana Paniagua was kept in a case, and | can confirm that there was no
significant difference between the state of the book and that of the box: both were equally
dama@ed?’l n t he case of de Arizads short story
readers to imagine the intensity of i1ts ow

crimson album with gold lock must have been stunning. At the moment of tla¢iorar

the album is materially deteriorated, whic
beauty.
8As Jouy and Larra had done before him, in this sto

imagine it was proébly underlined in the original manuscript. It is clear that the three of them wanted to
convey the newness of this term for their nineteeethtury readers.

91 have to point out that, from all the albums | consulted in France and Spain, Mariarq @anid@ s was i n
the worse condition. Many of its pages had completely fallen out and were kept in separate plastic covers.

23¢



Notwithstanding the condition of the album, the narrator points out that he took it
out of its box sharply and abruptly, not taking into considandtiat his lack of care
could worsen its physical state. It is this gesture that allows the album to manifest its
human attributes. De Arizads short story b
narrator affirms that he hahthe aloum moan in paiAlthough it would have been
illogical to believe that an object could produce a sound as a reaction to a physical
contact, the narrator does not question what he has heard and even begins a conversation
with the al bum, aski ncgompl:aifiniTreg qa;e | @X)?.0 I(r
space of de Arizabs st or y,esitselfasabBumandang.pt ab |
The response and justification of the al bu
somewhat worries the narrator, whodewt | y crosses himself a co
complain [€é] with good reasono; 93). Howev
with the album, inquiring it about the origin of its grievance. When the album proposes
the narrator to tell him its story, heaq@dl vy accepts. Clearly, de £
be overly troubled by the supernatural essence of this encounter, since it was necessary
for the materialization of the second level of the narratiogstablishthis exchange. The
narratordobBarekBpodse want to |isten to the
the point of view of the narration, and the imposition of the aloum as the new narrator
t hat now controls de Arizads story. Throug
sentmental life of its owner, the different lovers that have contributed to it, and how

these contributions are linked to its current physical condition.



Although the first contributor presented in the play is Ortiz, the character who
first contributes to thalbum is Marchena. The character of Marchena represents the
stereotype of the Afigur-n, o0 very common i
figureo). The Afigur-no Iis a gentleman who
too grotesque, extvagant, or caricatural to be able to actually do it (Bravo Vega 331).
The depiction of the Afigur-nodo in Bret- -n d
didactic purpose, as it will always imply the punishment of this pretentious figure. And
this is precisly what happens il cuarto de horaThe limitations of Marchena are
evident since the beginning of the play, w
acknowledges that he will not be able to create an entry for it. Petra affirms that the only
requrement that her lady imposed for this new contribution is that it had to be written in
verse. This is actually not a caprice, but
could see in the archival albums that | consulted, the vast majority of thenwrit
contributions were in verse, genre that normally requires a highest level of literary skill.
Unfortunately, the rules of prosody are a mystery for Marchena, and thus he will have to
find someone who can create the poetic contribution that he wilhaddGar ol i nadés a
This implies that Marchenads entry wil/ go
be written by a third party who was not the contributor. Jouy and Larra had stressed the
issue of originality that was fundamental in the alljpnactice, pointing out the pressure

put on contributors for the creation of unique entries specifically dedicated to alboum

owner s. Marchenads gesture of adding in Ca
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someone else defies this requirement of the alprattice and implies a deceitful
representation of himself as a talented album contributor.

Petra is aware that the requirement about the genre of the contribution means an
obstacle for Marchena. Thus, sheetwhogegest s
creative process we withessed at the beginning of the play, to compose the verses that he
will add in her | adyés al bum,. Bret-n de | o
remarkable talent, who, thanks to his artistic abilities, can offer®tertain types of
services. When he approaches Ortiz to ask
Marchena tells him a false story about the circumstances that led to this contribution, a
version of the facts that is convenient for his malatjposin this aloum exchange.

Marchena affirms convincingly that, having already declared his love for her in person,
Carolinads request is a proof of her accep
having him as suitora figuiser e¢érhdeen dlMahaee
without a doubt about her trophyo; 11). Th
refer to album contributions, as Larra proved when he said that the aloum was for the
female owner a AtempfFeosol gaddempgéet odowhsau
were displayedo; 332). Thus, Marchena cr ea
a false story that allows him to present h
soonto-be husband.

Inanatt mpt to avoid having to fulfild]l Mar c

him that Carolinads requirement regarding
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important if it is true that she has already accepted his marriage proposal. But that is
precisely the problem: Carolina has not given Marchena her word and has not promised

him that she will marry him. Contradicting the fiction he had previously constructed

about his link with Carolina, now Marchena
formal ,/ todavZza no |l a dioo (AWhat you woul
yeto; 13). Notwithstanding his initial hes
demand. However, as the viewers ananreader
|l ater, Ortiz does not make an outstanding
in Carolinads al bum. I n fact, he sabotages

creating for him a mediocre entry that did not demonstrate any type of poenic Tdie

reason for this is Ortizds own interest in
composing at the beginning of the play. These intertwined sentimental interests will be

the basis for the fAenredoo IillemBteriaizedin de | o
the album.

Marchena creates a fiction of his part:i
poet (and even to himself) affirming that she requested his contribution. Meanwhile, in de
Ari zads short -fictiomalaycountcontrolied by the abunmitsdlf,avhich
has a very specific purpose, besides offering a different perspective about the album
practice. The structure of the text changes and the album begins kearmretizon with a
flashback, using the past preteattransport its interlocutor to the moment when its life

as an object holding its ownerods collectio
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he describes this fashion as being at its
1847. Because ohé description of the excessive damage that this aloum had suffered, |

i magined that de Arizads fictional al bum w
decade of the 1830s, which means that it would have been circulating for about ten years.

However, he album makes clear at the very beginning of its narration that it has had only

three years of activity: AEra yo en el afo
mi especie, algunas p8ginas m8s o0 menoso (
al bum, just I|i ke any other of my kind, som

album was not in the battered condition of its later narration, but in a better state that
made it | ook similar to other alebthems. The
difference between the narrat@bum and its interlocutor, the narratoan. Thus, the
object acknowledges its difference regarding the humanity of the narrator, while still
claiming the role of narrator for itself and pointing out that its appearat the moment
when its story began, was similar to that of other albums.

If this album deteriorated so much in only three years, it is possible to imagine
that the level of social activity of its owner was more than the book could endure. The
album eplicitly refers to the superiority of its owner over other women involved in this
practice, declaring that she wbbsmjfalmgsm8s s
(Athe most seductive vyabumbhg 93adyl t has hlasene
understandble that the proprietor of the narramdbum was successful in her

participation in this fashion, since she had the physical attributes that would allow her to
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establish the interactions that would lead to album requests. Aware of her beauty, this
albumowner uses her agency to advance her collection. As the condition of her album
reveals, she has been successful in the materialization of this project.

The album structures its narration focusing on three main contributors who
emblematize the use that @&/ner has made of it, and the outcomes of her interactions
with men. The first contributor that the aloum mentions is, unsurprisingly, a poet, a
twentyt wo year ol dictérduhgoyiromantico comérdono ( iadmi r er
Victor Hugq and romanticike Antonyo ; 9 3) . Being the album a ¢
considered Aromantic, 0 album contributors
representative of romanticism, such as Victor Hugo and Alexandre Dumas, the author of
the 1831 playAntony* Thefact that both of literary influences used to give credibility
to the Spanish album contributor are French reflects the positioning of this practice as a
model in the Spanish development of this phenomenon, as Larra points out in his essay
on social custms.

I n de Arizabs tale, the -bundredfifty but or t he
hendecasyll abic verses to the very first p
beauty. The contributorés gesture of artis

persaified album, which does not really understand the sensations that it is feeling:

®One of Leonardo Romero Tobaros articles about the
rom8nticas. 0 Romenr o hTiosb aarr tdiicslceu stshees i denti fi cation
considering the type of poetry normally included in albums and the typical characterization of owners and
contributors.
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AComo no estaba acostumbrado a | os arrebat
sentir rechinar | a pluma sobre mis Hsojas s
of genius, | swear that | feared for my life as | felt the quill grinding on my-§atshed
pageso; 94). The intensity that the al bum
is a physical mani f est at i albumownerandevencob nt r i b
the effort he is putting into his artistic creation. This first acknowledgment of sensations
makes the album realize that it is not a simple object like others, and that it has something
akin to humanity, which allows it to expemige, and, thus, to view and narrate the album
phenomenon from a very different perspect.i
album in his short story a character responsible for the-litextary depiction of this
practice.

The sensations thatdtalbum experiences after this first contribution are not
limited to the writing of the contributor, but also include the reaction of the owner when
she obtains her book once again. The album affirms that its lady must have been
fisati sfecha edarli dmessamme Po bkecause when she
its first contribution, she fAme estrech- ¢
(Asatisfied with the performance of my mis
ki sseso0; 9nentthe alblimeowmexsbows adter recovering her album reveals
that the book emblematizes much more for her than simply her insertion in a fashion
considered frivolous by many. l nstead, the

social space and conwefier desires to have control over a collection that was gathered
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by her and created for her. The owner 6s ge
interpreted as a narcissistic expression, as it conveys how she feels about obtaining a
flattering contibution that is a mimetic representation of herself. However, her reaction

has more to do with how she feels about the author of this contribution in particular. She

has clearly an emotional link with this contributor, and thus her excitement results from

the saisfaction of seeing the interest of this suitor materialized in her album.

The main narrator of de Arizabé-s story |
narration about its experiences receiving
play , Marchenads fiction about the origin of
have such a passive audience. In an encounter with Carolina and her aunt, dofia Liboria,
right after he added the contri brmmsthaton i n t
Carolina wanted him to confess his passion for her in the i@arklinarefutes this lie
by statingthat AEl deseo era de usted:/ solo ha h
(AThe wish was yours:/ from mgoparnt8)there
Carolina ridicules Marchena and his construction of himself as an obliging suitor and
ideal album contributor. By revealing that she did not ask for his contribution and that she
only agreed to his proposal of creating it, Carolina attacks Maachems ego i n fr on
aunt, and makes it clear that she has never been really interested in him. The conflict
between the characters in this scene is represented through the constant movement of the
album, necessary for the interaction between dofaiaipiglarchena, and Carolina. This

movement is conveyed through stage directi
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A( Tomando el al bum), 0 and A(Registra el al

structure of the play and of the function of the album@daa ge pr ompt (APres

al bum, 06 ATaking the album, 6 ARegisters the
The issue of the importance of authorship in album contributions is evoked in this

scene through the presentation of the cont

album which was created by Ortiz. This composition is a tacky eleeese stanza,

which includes ridiculous and not particularly flattering phrases that could hardly be

conceived as courting. Doffa Liboria reads

HermosaCarolina,/ a la bella de las bellas,/ cuyos ojos son centellas,/ cuya boca es

purpurina,/ cuyo talle es jaletina,/ y cuya frente serena/ abochorna & la azucena,/ tino, fiel,

firme y fogoso/ ofrece mano de esposo/ Ped

Carolina,/ to the beautyf beauties,/ whose eyes are lightning,/ whose mouth is glittery,/

whose waist is jelly,/ and whose serene forehead/ puts lilies to shame,/ correct, faithful,

firm, and passionate/ offers his hand as husband/ Pedro NolascceMaietd 6 ; 19) . Th

tasteless metaphors used by Ortiz to prais

t he poet 6s ismadamtd hindeethe establiskament of a love relationship

between them. Right before his signature, Marchena adds a dataildrifies the

confusion that existed regarding the request of the contribution and his marriage

proposal. By stating that ieproposingi hi s hand as hacefishailte, 6 Mar

is basically not asking Carolina to marry him, but offering hifrteetarry her. His



complete signature at tleed of the contribution certifighis proposalrather ronically,
asiti s preceded by a stanza that iIs not of M

After exalting the quality of LMaiachenabo
leaves the lovers alone so they can freely talk about what she believes to be a mutual
love. Carolina is then able to give Marchena the expected response to his pseudo
marriage proposal: APues no, y vebRlhte vece
There is inEl cuarto de hora circumstance that makes the album exchange completely
di fferent from t he oalleumdoe plinc tdeed Arni ziaHd ss t sohrc
seems that the female protagonitketpractioe,e spond
sends her album with a footman that takes it to the contributors and then back to her.

Thus, she has no opportunity to declare to her contributors in person how she feels about
them and about their contribution, and has to express hergeétiihe album itself.

Carolina, on the contrary, has the opportunity to tell Marchena face to face how she feels
about him, and reject his marriage offer.

Not withstanding the conviction and asse
Marchena, it is not tit easy for her to completely dissolve the link that he has established
between them through his contribution. Completely perturbed by her answer, Marchena
tells Carolina that her refusal is implausible, that he does not believe her, and that it is too
late to make that decision. For Marchena, Carolina has no right to deny her engagement
to him: AComo usted me permiti-/ pedir su

ask for your hand, dear 0; 21). Authorizing
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unquestionabl e proof of Carolinads agr eeme
her |l ove for him. Marchenads approach to t
Herrerosd play implies the concepbuliamd i zat.
had always a romantic connotation, upon which both participants in the exchange agreed.
Even more, this album exchange proposes the establishment of the book as a platform of
marriage proposals. Was this an actual use of the album in nineteentty France and
Spain? Or is Breton de los Herreros depicting this type of exchange to satirize the
practice? The use of the album to propose marriage is not mentioned by Jouy or Larra in
their essays on this phenomenon, and is not evident in the caotribint the archival
albums that | consulted. Considering the impossibility to verify the historical accuracy of
this representation of the album exchange, we can only interpret its implication in the
fictional space of the play.

The album exchange betwellarchena and Carolina fails because of the
di vergence in the intentions of each one o
albbumb t here are also several failed album co
narrated by the album in detail, whibhd caused its owner great satisfaction, the album
keeps circulating through the studios of poets and painters who agree to honor its owner
by contributing. A specific event causes a rupture in this practice of continual collection.
Whi |l e de Auldeasdythave heenx tinear story about a love relationship
initiated with courting through the album, there is an important twist that alters the plot

and hinders the possibility of creating a fairytale ending. The album narrates that one
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morning, abrptly and unexpectedly, its owner took it and, contrary to its expectations of

being caresd by her once again, shestamed t i | ati ng it: fAcuando d
coge con sus dedos rosados la mi primera hoja, la tantea, y con furia inaudita de un solo
empuje me | a arrancao (Awhen suddenly she
fingers, grasps it, and with an outrageous
ownertearsout the very first page of her album, that one on which the poeidust] the
onehundred fifty hendecasyllabic verses. To the poor album, it is unconceivable how a
material expression of admiration that had previously brought her so much joy suddenly
transforms into the source of her anger. What were the reasons faokbi attack of

the lady against her own album? Why did she want to destroy the specific page on which

the poet added that emblematic entry, which the album had described in such detail? An
examination of the moti vat icanhslpus enterstatd t h e
the circumstances that might have precipitated the defacing of historical albums that had
belonged to actual women. Perhaps the motives of this fictional album owner for tearing

out a page in her album were similar to the reasonsdée missing pages of many of

the albums | consulted in my archival research.

't i s important to analyze the owner ds
Ari zads story, taking into account her age
Acquiring an album was a voluntary decision that resulted from the needs and desires of
a woman (or man) to gain presence in the public sphere and patrticipate in a social custom

wide spread in the nineteentbntury French and Spanish context. The gesture of
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gathering contributions also offered female owners the possibility to establish

communication with men. After they requested contributions and entithgtedbums to
contributors, album owners effectively gave up control over its content. Customarily,

mal e contributors appropriated a womands b
owner and conveyed a specific story about
corpse, 0 the ensemble of the contributions
praises that exalted her physical and moral attribtttathough it may seem that a
womands agency over her album ended once s
proves in faHinsttomata tdki ssnwas not the case.
some control over the representations created of them in their albums. All it took was

their willingness to mutilate the luxurious, expensive, leatltemd book, which

certainly had been somewhat expensive.

11 Although invented by the Surrealists around 1925, the notibn fiex qui si te corpseod cou
understand the type of production that takes place
exquiso consisted of creating a collective coll age
played by se e r a | people, fAeach of whom would write a phra
conceal a part of it, and pass it on to the next pl
André Breton, Yves Tanguy, Marchel Duchamp, Jacques PrémdrBenjamin Péret were some of the

main participants of the fiexquisite corpseodo game in
are sever al aspects in which the dynamic of the HAex
exampe, in the album there is no folding of the sheet, and contributors could read the entries already added

in the same page where they were adding theirs or in previous pages. Also, the album was not passed from

one contributor to the next, but there wasays/the intervention of the owner who would ask directly to

each contributor for his entry. However, I think th
album interaction in the sense of the collective collaboration that was required practibes. Also, the

image of the body is pertinent to understand the album dynamic, as the book was frequently seen as a
material representation of its female owneroés rel at
and moral purity.

251



Since the narration focuses on the point of vidwhe album, with its human
attributes, the readers, as well as the al
explanation for the album ownerés actions.
readers receive, focusing on its own physical eégpee as a result of its mutilation.
AConsidera cu8nto dolor sentirza al ver me
to obtain its interlocutords sympathy and
| saw myself being dinshmabuh presents dself a®ah entity On ¢ e
that experiences human sensations. Contrary to an earlier time, when it had experienced
i t s ooare &d @ppreciation, now the album is a victim of the suffering that can
result from having corporeal sett®ns. This description may be humorous for the
readers of de Arizads story, but certainly
identify an explanation for its ownero6s ac
i ncapabl e ofadfoi nddei(rfige r aa gfd el toeld excsisg the way in
which she manifests her anger.

The second contributor that we get to Kk
related in some way to the owner édsonneed to
Still with blood coming out of iits wounds
album explains that right after the mutilation performed by its owner, it is sent to the
studio of a young and handsome painter, who adds a beautiful pencil doawitsgpage
twentyni ne. The al bumbs owner welcomes it bac

evoke those she had when she first recei ve
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annuls the harshness of |just ra@aressewitpl e of h
tenderly, expressing her contentment for having it back with the lefogedntribution.
Attempting to ensure its interlocutords 1in
reaction of its lady made it understand the cause of heilopsekehavior, but that it will
reveal it | ater in its account. Of <course,
established already the link that the album promises to explain to the main narrator later:
the lady had to eliminate the first contrilaut from her album because it revealed
information that she did not want the second contributor to see. Her reactions when she
obtained each one of the contributions, and her rage at the moment when she mutilated
her album, revedhat her proess of gathering her collection was deeply linked to her
emotional life.

One of the main uses of the album practice was to allow communication between
men and women that could lead to courtship and to the establishment of a romantic
relationship. In thease of album contributions, a sincere poem that simply meant to exalt
the physical or moral attributes of the album owner could end up being the flame that
originated a love relationship. Perhaps many of the poems | read in surviving nineteenth
century abums functioned precisely as the initial manifestation of links that eventually
transformed into courtship. In this vein, fictional accounts might shed light upon possible
interpretations of facts we can glean from historical albums, facts such as megasy
We could imagine that many of the albums with cut or torn pages were damaged

precisely because of conflicts that could result if their owners had several contributions
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that evidenced the evolution of their sentimental life. Many of those pagediatte in
the binding of the album that reveals the crime of the mutilation and that allows us to
draw speculations about the stories behind these contributions that were created more
than a century ago.

As we saw IrEl cuarto de horathe type of communation established between
men and women through the album could be based on a relationship proposal that was
not supported by both sides of the exchange. Carolina directly rejects the marriage offer

that Marchena puts in her album, thus invalidating tigir@l purpose of that

contribution. Not withstanding Carolinabs o
contribution of the fAfigur-no remains 1in h
attempt to court her. But  Cakokna hashimoredhbrb u m o

one suitor who puts his contribution in her album, circumstance that leads to her need to
mutilate it. The poet, Ortiz, is interested in the strong and highly saiggntCarolina,

and this justifies his sabotage of Marchenahanverses he creates for his supposed

contribution to her album. In addition to being a poet, Ortiz can also draw, as he proves to
Carolina in a |l esson he gives to her. This
multiple talents, which will allovhim to build the confidence necessary to create

something for her. Ortiz was fairly insecure about the quality of his production, as proves

his seltcriticism in the first scene of the play, when he is editing his sonnet. Evidently, he

needs Ca rpirmentsiaddertoche able to create an entry worthy of her album.
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Carolinadéds invitation to Ortiz to write

tone and is actwually not a request, so0o muc
bueno/enelalbbumpue est 8 all 20 (Al order you/ to d
al bum that i s over thereo; 36). 't is i mpo

specifically a drawing, a genre of contribution that was not the most common and that
certainly made iharder to convey a love declaration. Flattered by the opportunity, Ortiz

cannot imagine that Carolina is exalting his art precisely to make sure that he creates an

entry of exceptional quality for her book. Carolina acknowledges that, although talented,

Ortiz is somewhat dull and requires an extra impulse to trust his artistic creation. The

structure of the play allows Carolina to say something during her conversation with Ortiz

that only the spectators at the representation hear, a phrase that isypseparited

from the regular dialogue by a parenthesis
ani marle un poquito)o (A(Poor guy, he is a
encourage him)o; 36). This obsabaouvhentthaton abo
the readers and spectators have obtained in the previous scenes of the play, in which he
appears as the talented artist who was in charge of creating poetry for other contributors.
Thus, Carolina is flexible regarding the issue of thetartstatus of the contributor,

stressed by Jouy and Larra and present in many of the literary texts that portray the album
phenomenon. Evidently, she wanted to have Ortiz entry in her aloum, enough to overlook

the fact that he was not the most talentedrdautor that she could have invited to

participate in her book.
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The main motivation for Carolina to hav
Marchena and his courting efforts, which did not stop after her rejection of his marriage
proposal. Carclna can use Ortizds contribution to
suitor and make him stop trying to convince her to marry him. Marchena suspects that an
emotional connection is starting to develop between Carolina and Ortiz and is so hurt
that, in revage, he tries to seduce dofa Liboria. This gesture leads to the establishment
of another instance of the fienredoo in Bre
thinks Marchena is sincere and that the love he declares to have for her is real. In a
separee love triangle, Petra, the servant, reveals her love for Ortiz and affirms to be
convinced that he corresponds to her. The different levels of fiction and reality in these
potential amorous relationships create the constant conflict that justifies hugtone
of the play.

Marchena does not | imit his retaliation
seduction of her aunt. In a bogus declaration that contradicts his previous attitude towards
Carolina, Marchena even denies the sincerity of the comimibthat he added in her
al bum, <classifyindhdiftt eaags i a@.faeapahbsthe® f ugaz

audaciousness to add that the poem was not created for her, and that he had already

repeated it in fortyi/mguétevwesado:plurdlHanhe puastor ent a
y a, por miCoou esmotlao/ v[a&l]i ar/ el nombre de | a
forty aloums/ what a complicated plurdl!/ have put it mysel f/ [ é]
name of the lucky woman, it works fortheinbh 6 ; 4 6) . Of course, Mar
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that the repetition of the same contribution in several aloums was common among
contributors, and that Carolina would be extremely hurt to learn that his contribution was
not original for her album. In his essay abthe album, Jouy had precisely
acknowledged the tendency of contributors to repeat the same contributions in all albums,
situation that he attributed to the pressure put onto men for the creation of original
contributions. Al icomplinent sur chrguélbump oou ra f ha tr mse
Jouy, fAquels que soient | 60ge et |l a figure
same compliment in eadklbum disregarding of the age and the appearance of the
owner OAlbufdDELsS 0) . Wi velation, Marchend peetesds to anaul his
marriage offer, proving that it was not created for Carolina or based on feelings that he
had for her. Having | ost his honor, due to
declaration, in an effort to reirsde the gender power dynamics of courtship in the album
practice!?

Marchenads | ie about the origin of his
the respect he had lost in his affair of the marriage proposal to Carolina. However, now it
will be Carolina herself who will need to do something to recuperate the honor taken by
Marchena in his deni al of his |l ove decl ar a
restitute the honor that the aloum owner had lost through an album contribution that was

not convenient for her. By the mutilation of her album, the female protagonist of the short

?Bravo Vega affirms precisely that the main topics of
dominant structure, articulated around the alternate axis oHowven o r bfefotianac ®fmedy 6; 3 36) .



story eliminates the evidence of a previous relationship that would have been an obstacle

in the establishment of a new relationship with the second contributotaymi
Carolinadés reaction to Marchenads denial o
the album. When Ortiz returns the album to Carolina, after he was supposed to add his

contribution, she takes it with anger and anxiously starts lookirg $pecific page that

she claims is extra. Oof cour s e, she was se
embl ematic of Carolinadéds hatred for hi m.
Once Carolina finds the page with March

tigeraso ( AAS5ltaOrtiz, whd immediataygyives Bed g pair. Worried

about the use that Carolina is going to make of that pair of scissors, Ortiz inquires her if

she is going to cut the page of the loathed contribution. Then, he warns Carolina about

the effectsthatéhr | mpul si ve reaction could have: S
al bum wi | | be ruinedo; 51). As | pointed o
century albums, these luxurious, leatbeund books must have been rather expensive.

In his essay othis practice, Larra points out that a superior aloum had to include the

richest materials and that the initials of its owner should be engraved on its cover,

conditions that implied a higher price. Clearly, some of the aloums could be considered
themseles as art creations that were going to hold the collection of poetry, drawings, and
music scores created by the contributors. It is thus understandable that Ortiz is perturbed

by Carolinaés decision to mutil ateoftteer al b

book iIs not as important as the symbolism
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essential for my approach to the album fashion and its role in the construction of social

identities: AEI al bum es | o helabumsesnhelgast/ per
i mportant,/ but this insult is too mucho,;
keeping Marchenabés entry in the book, Caro

since, unlike the false poem, this would not have an itgathe constitution of her

public image.
While in de Arizads short story the mut
bet ween the owner and the album itself, i n

witness of her action. After questioni@arolina about the destructive nature of the

action she is about to complete, Ortiz observes her as she, according to the stage
directions: fA(Hace pedazos | a hoja)o (A(Br
intervention in the scene goes from questig Carolina about her action, to helping her
materialize it. When he realizes that there is still an edge of the page that Carolina

destroyed hanging from the album, Ortiz asks her if he should finish the work she started,
pulling out that part of the g&. But Carolina is clever enough to find an immediate
solution to the issue of the material cond
Al s]e planta/ otra encimao (ANo. We put/ a
| consulted in my reseeh in France and Spain had pages that, because of their different
texture and color, clearly did not belong to the original construction of the book. Some of
these pages seem to have been added in what could have been a second binding of the

book, when thg did not have access to the type of page included originally in the book.



However, many album owners did not add a whole new page, but a piece of paper or a
card that covered only part of the original page. Perhaps those new and virginal pieces of
paper & covering, still today, contributions that the aloum owners wanted to hide

because of what they represented in terms of their public image. The album which
belonged to Dolores Saravia, for example, has pages that were cut and other pages that
must have ben added after the original binding of the book. Many of these pages have
different designs embossed in them, which makes them stand out from the pages used for
the original construction of the album.

I n Bret-n de | os Her r amrceofniutilgiidnand t her e |
reconstruction of the al bum. However, in d
this instance, which responds to the cyclical structure of the account that the album is
sharing with its human interlocutor. The narrationroket al bumés encount er
contributor offers a newtendencylrterestinglydhess Ar i z a
contributor is not identified by the album as a writer, painter, or artist in general, but as a
Amayorazgoo ( feoltdeosnt osfo mMmoma.y ofrhaez go o i n t he
refers to the firsborn son of a man who owns property that is inherited among the
members of the family, according to certain conditions established when it was acquired
or by the | aw s( ficManytorriabzugtooor) .adTdhsi Ados | 2 nea
album, and then starts looking through the book and seeing the previous contributions
(Atwo I ines with no orthographyo; 94). | ne

painter had added, and,ina ext remely i nvasive and violen
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cortaplumas 8 ra2z de | a encuadernaci - -n vy
penknife to the root of the binding and st
proven previouslyer authority over her book, having torn out a page with a contribution

that was no longer convenient for her to keep. Now, the third contributor reiterates the

male control over the book. Besides determining the story of the female owner through
therowmn entries, according to de Arizabs stor
desire to censor the other entries in the aloum. The physical damage done to the album by
this contributor signifies a transgression that corrupts the original intentiomgquest

for an entry. Instead of creating a valuable contribution that compliments the moral and
physical attributes of the album owner, this contributor writes a mediocre entry of only

two lines, and then proceeds to mutilate a more cherished pageatiiuhe De Ariza

then presents a contributor who, like a jealous suitor, transforms the role of the male
figure in the album exchange from one of ¢
participation in Carolinaés tmwHhatithisati on of
contributor did, since in that case he was following instructions and contributing to a

project carried out by the female owner of the book.

The next encounter of the lady with her album will be, inevitably, determined by
another physical @auma for this object capable of human sensations. As the previous
interactions with her aloum had proved, this female owner has the tendency to manifest
on her album the emotions that her suitors awaken in her. Even though the first scene in

which she expmsses her excitement physically to the album reveals that there is a certain
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level of vanity and selfove in her reactions, the caresses, hugs, and especially the

violence that her album receives are actually addressed to the contributors. But there is a

particular circumstance in the album excha

this album owner from expressing all these emotions to her contributors in person: she

does not give the album to the contributors herself, but instead has it delBeoause

she did not give the album in person to he

realizes what the third contributor did to her book, she can only take revenge on the

object itself. It seems that those two mediocre lines that thedasibutor put in her

album reveal the crime he commits in her book. For after reading them, she looks

desperately for the pencil drawing that her previous contributor added in her book. The

al bum vividly narrates itdg nawnérads croemaatiiba

aliento se hizo ronco como el del tigre, inflamaronse sus megillas, despidieron llamas sus

0jos, y apoderandose de la hoja que contenia los dos renglones, la despedazé con sus

ufias, la mordié con sus agudos dientes, y arrojandobre el pavimento estampo su

pequefo pie sobre mi cubierta carmes20 (fh

cheeks swelled, flames came out of her eyes, and taking the sheet that contained the two

lines, she tore it to pieces with her nails, bhét with her sharp teeth, and throwing me

against the asphalt, she smashed her | itt]
The attention that the album had paid previously to faithfully portraying the

suffering it has experienced because of its treatmeits lmwner and contributors is now

focused on the violent reaction of its ownerElrcuarto de horave just get a brief
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reference to Carolinads rage in the scene
contribution. The narratest | b u m i n stdrg onAhe contrarg, effers a detailed

depiction of the fury of its owner and the fear she produces it as she transforms into the

sort of beast that would unleash all its rage against it. The beautiful and seductive young

lady that the album praisesthe beginning of its narration now acquires animalistic
characteristics that reveal how i mportant
again, the physical reaction of the owner against the blameless album symbolizes the
emotions she feels for tlentributor, who has the nerve to mutilate her album and

proudly announce it to her in his contribution. Notwithstanding the fact that the
Afeminined essence of the |l ady is complete
to pointoutthatitwashérl i ttl e footo that trampled it.
foot on the elegant crimson cover of the album somewhat alleviates the discomfort of the
reader when picturing this image. The album narrates this scene in an extremely

dramatic tone, bt or t he r e ad e r ismightfonlychave Mumérausa 6 s st or y
impact, considering the improbability of the existence of an album capable of physical
sensations and of being able to narrate its story orally.

The al bum has no neead ntao arngiuttearcat-en ot hteh a
describes in the scene of the mutilation t
an amputationo). Going beyond its materi al
the emotional humiliation caused by the actiongsobwner. But the album

acknowledges that the destiny of al bums, t
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precisely, to endure difficulties: nel al b
padecero (fAjust | i ke man;9)hRatheathab pomtinhauts b e e
a physical similarity between men and albums, this album establishes a nnoparison
thatisaparody ofthe@t hol i ¢ i dea that | ife is suffer:i
characterized as a means of purification, @issit would be for humans. De Ariza is not
the first one to propose a metaphorical link between men and albums. Jouy had also
acknowl edged the parallels between these t
of members of bot lvreg soisutquisblancside & maimpda relieur,e s
et déautant plus barbouill ®s, quodils circu
des hommes, qui perdent | eur candeur ~ mes
books, which come out complegelhite from the hands of the bookbinder, and become
increasingly sullied as they circulate around the world, resemble children, who lose their
innocence as they gain knowledgeo; 146). A
had read Jouy, it is pogée affirm the French author had in some way initiated the idea
of the albumds personification t siayearsde Ar i
later. Of course, in the case of the Spanish writer the humanity of the album does not only
resultfrom its candor and its loss of whiteness, but also from its ability to feel, talk, and
create a narration based on its own existence.

The primary theme that de Arizabds short
share is the representation of the mublaif aloums performed by owners and, in

specific cases, even by contributors. There is, however, an even more important aspect of

264



the album phenomenon that these literary texts allow us to explore. The approach to the
album as a space of a constant bdtit control between men and women is present in

both texts. Through their creation of contributions, men were able to dominate the
narration about al bum owners abumposead i n th
cuarto de horave have two female albuowners who do not accept passively the

constructions of them made by the contributors in their books and defy this established

male power. The gesture of eliminating contributions from their alboums is in both cases a
mechanism of defense through which dweners annul the writing of the male

contributors and their privilege to narrate their stories. In his exploration of the album
phenomenon, Larra establishes the parallelism between a woman and her album,
emphasizing on the link between the material diowiof the book and the moral of its

owner. Larra views the whiteness of the album pages in its original state as a

representation of the sexual purity of its owner. An album with the majority of its pages

still white signified an almost virginal woman e few relationships with men had not

stained it significantly. In this comparison, each contribution would represent a suitor of

the album owner or a man with whom she had established some type of sentimental
relationship. L ar r aade alasmatienve smasauealduimgué A c ad a
dar a Il enar, 0 a reminder of the albumds r
one of them has only one album to filla)332). Women should then be very careful

with the content of their alboums atrgt to control the way in which the contributions

from their acquaintances and potential suitors depicted them.
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The young woman in de Arizads story and
portrayal that male contributors make of them by eliminating spedifitributions from
their albums. The first entry that the lady in the short story pulls out from her album is the
material evidence of a previous relationship. In order to maintain her honor, she had to
eliminate this contribution before giving her albtwrher next suitor, since its content
probably revealed the nature of that link. The destruction of the second entry is more of a
gesture of revenge against the contributor who had the audacity to damage himself her
album, pulling out an entry that appaifgmqmade him jealous. For Carolina, the
mutilation of the album is necessary becau
contribution and mockery of her by claiming that it was not original, as well as by
courting her aunt. | n ntrioutiahistatingothat he afferedis s, Ma
hand as husband could have damaged Carol in
woman who had seemingly been engaged. This material and moral stain could have been
an obstacl e for Car dahshipsaith®thee men m theé fultedhsne nt o
the destruction of this entry wabnomamdat or
Carolina are described as young women, which means they have to be careful with the
fiction about themselves created in trelsums if they wanto be able to find eventually
a man with whom they could establish a relationship beyond the space of the album
exchange.

The ending of both the short story and the play include a moral that is linked to

the portrayal of thealbumms an | mportant soci al cust om.
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story and, therefore, of the meatarration controlled by the album, this lesson, as | stated

before, would be useful for male readers. The album summarizes the account it just

shared with itsnterlocutor, the narrateman, and goes on to directly blame the three

contributors as being responsible for its current condition. Attempting to awaken the
compassion of the narrataoran, the album reminds him how each one of those

contributions ultimagly meant the sacrifice of one of its pages. Then, it declares to its
interlocutor that it has a very important request for him, a demand which is the reason for
sharing its story. ASi eres amante de mi s
gue ro sufra por tu causa una nueva desmembracion; y tengo derecho a reclamar alguna
indul gencia de tu parte, porque te he cont
beg you, for the love of God, not write so | do not suffer a new dismembermentédecaus

of you; and | have the right to demand some indulgence from your part, because | have
told you my storyo; 94). The wuse of the no
a kind of punch line, revealing the potential status of this contributoradd¢munt that

the narratofalbum offers to the narratonan is not a simple gift or a gesture of

generosity. The album has its own agenda when sharing its story, which is to convince

the potential contributor to not write anything init, if heisinfacsi | ady 6s | over,
of the risk this represents for the al bumb
significantly deteriorated, the aloum makes this effort in order to preserve its remaining

pages. Thus, the motivation of the album for énggthis narration is not related to any

type of literary inspiration, but instead an impulse of-pedfservation.



The narratoiman also has his own agenda when sharing this story. It is important
to remember that he says at the beginning of the raartitat he is writing exclusively
for his fAbeauti ful female readers, o0 a cl ar
story and the message he wants to transmit. However, he allows the album to manipulate
the point of view of the narration and atsanclude its request regarding his
contribution. It seems that the main narrator, the narrator, has in mind his male
readers as well, who would benefit from ha
understand the outcome of album contributiand reconsider their participation in the
practice. Thus, having grown empamaadldvet i c to
the album to appropriate his story because he knows that its perspective would be more
valid when trying to denounce the pdiahy disastrous effects of the aloum exchange.

I n Bret-n de | os Herrerosdé play there a
the album fashion. First, through the character of Marchena, album contributors could
witness the adverse results of forcefdlyding a contribution in an album for which it
had not been requested. Men who got to see
nineteentkcentury Spain could learn specifically about the outcome of including an
unwanted marriage proposalinanalbbrar c henadés f ai l ure coul d
these future contributors, regarding the way in which ego and honor were intrinsic to the
album practice. The main moral Bf cuarto de horas, however, for women. As |
mentioned previously, attheendtoh e pl ay t he notion of ficuar

and there is a reflection of each female character about the way in which they managed
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their own Aquarter of an hour. o6 The fdAcuart
having an opportunity to &blish a relationship with men. Petra, the servant, affirms that
her fAcuarto de horao came with salt and pe
(Aaffronto; 86). Of course, Petra is refer
insulted $ie was when she learned that he was in love with Carolina. In the case of dofia
Liboria, she addresses her moral to women, stressing how careful they should be when
believing in love declarations of men. Dofa Liboria points out that it is very hard for
women to free themselves of a fAcuarto de hor
Mar chena, whose betrayal hurt her honor (A
women would obtain through the character of Carolina is more strictly related to the
album. Penaps Breton de los Herreros wanted to convey the caution that women should
exercise when collecting contributions for their albums. It seems that album owners had
to Il earn not to simply fAauthorizeo a contr
were not genuinely interested in establishing a relationship with him. Ironically, this
lesson would be contradictory with the original and generalized function of the album,
which was to gather contributionstwotke prove
If taken seriously, this warning would imply a significant reduction in the quantity of
contributions that women would collect, which would impact the development of the
album fashion.

Beyond the fictional frame of the texts, itis alsopaosb | e t o exami ne d-

and Bret-n de | os Herrerosé agendas when w



phenomenon. The satirical approach to the album in both texts proves that they wanted to
ridicule this trend and the multiple clichés it iled. De Ariza portrays the generalized
type of female album owner who uses the book as a reminder of her multiple physical
and moral attributes, and as a material representation of her links with men. Due to its
owner 6s constant as]heralbumaufferoimende physicad en s ui t o
mutilations that humanize it and authorize it to narrate this practice from the perspective
of the object upon which the album exchange depends, and upon which it is directly
carried out. Meanwhile, Bretonde losHerres depi cts a Afigur - no v
a courtship through an al bum contribution.
based on the opposition lov®nor, which eventually is the cause for the mutilation of
the album in the play.

De Ariza and Beton de los Herreros make it clear for both male and female
readers and spectators that the album exchange may have dangerous results, in terms of
the material condition of the books, and also regarding the relationships established
among the participanta this social custom. Was de Ariza trying to suggest, through the
request of the album to the potential contributor, an end to the album practice? In the
conclusion of the story, thenarrailmra n conf esses that he was mc
tale,and,thus At omando en cuenta su demanda dej ®
account 1its request, I put back the quill
preventing this contributor from writing in it. This outcome could be a premonititreof

decline of the album phenomenon, or at least of the beginning of its decline. The fact that
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t he man put his quil/l back into the i1inkwel
lead readers to interpret this as evidence that he is in fact her reewopar The readers

of de Arizads story are | eft to wonder whe
the al bum owner, knowing what he knows now
dismayed that her new love interest did not contribute, and irbnicady even take out

her disappointment on her poor album, despite its best efforts to prevent having to endure

her romantic wrath once again. Yet, the advent of an album request catalyzes the chance

for the album to relate its woeful tale, and by ext@mshe romantic misadventures of its

lady. In addition, this event grants the album the opportunity to convey its request to the
storyo6s eympahetic narratow h nequest which, by extension, might be

interpreted as a request for all male patgmontributors to refuse to participate in this

practice, and of women to stop requesting contributions. This could be linked to the

i mplications of the mor al in Bret-n de | os
warning for female album owneabout the risks of being careless when collecting

contributions from men in their social circles.

While he has already demonstrated the dangerous results of a failed album
exchange through the character of Marchena
comedy seems to offer some kind of hope about the possibility of having a successful
outcome of this practice. Similarly to Mar
album is a love declaration, but a much more subtle and sophisticated one. Thg drawin

presents a beautiful young lady with the dilemma of having to decide between the two
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male figures which approach her: one representing pride and the other one Cupid.

Carolina tries to confuse and discourage Ortiz, saying that she does not recognize the

man who is portraying love, which is actually a gaftrait of the poet. Cleverly playing

with his emotions, Carolina tells Ortiz that she does not understand the drawing, and
suggests that they reenact it to see if that would help her to interprethiis Abint, the
drawing, besides being an album entry desc
becomes the inspiration for a mdigtional theatrical representation. Carolina and

Or t i z @rsscemd oftlee image includes dialogue, which allows ®pthet to

include the obligatory: fAdaYo te adoro! o th
It is Carolina who finally makes the fictional love scene real, clarifying to Marchena, who
has witnessed it, that th&5poe€Cai cl ifimabd snaa
of Ortizbés |l ove declaration signifies the
vindication of his talent as an artist, something that precisely Carolina had questioned

before. While in the case of Marchena it failed, for Otz courting that started with an

album contribution succeeds. Th&s$,cuarto de horgresents two different outcomes of

the album exchange, both referring to its most basic and stereotypical use: romance.

C. Mei |l hacds Cari cat uasedanRlbumtConiriguion of t he

Mei |l hacdos first job as a Jownaltpauorirei st and
when he was only twertiyvo years old was certainly influential in his eventual interest
in comedies when he developed his theater career5B, Meilhac made his debut as a

comedy writer with the oract music comedia Sarabande du cardindl 6 Aut o,gr aphe
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the play in which Meilhac depicts the album, is from 1858, precisely two years before
Meilhac met Ludovic Halévy, with whom he started datmbration that lasted over
twenty years and that influenced considerably the production atablibretti in the
nineteenttt e nt ur y ( A Manitoba Oderd Haléwy was a playwright and
librettist of operas and operettas. Together, they createdes r a | Aoperas bouf
German composer Jacques Offenbach, which were an original genre in between the
vaudevill e and t he HgdopaeedatJaivergalisMeailhat danc c , He n
Halevwwo s most famous col | aboBat €darmeg createdirhe | i b
1875. The majority of the biographical information existing today about Meilhac focuses
precisely on his partnership with Halévy. No information that could suggest any link of
Meilhac with the album phenomenon, either as contivibor direct witness of album
exchanges, exists. However, it is evident that the development of this social custom in his
mi |l i eu caught Meil hacds attention, so much
of his comedies. Meilhac was elected tm jthe Académie Francais@ 1888, to fill the
chair of playwright Eugene Labiche. He was born in Paris in 1830 and died in the same
city in 1897.

The title ofldMeai lolinaradrds enelofahg most symbolic
elements of the album dynamtbe notion of the handwriting and the signature as a
material representation of the contributor. This comedy revolves around the institution of
marriage and the conflicts regarding love and honor that threaten it EAsuarto de

hora, thereisinMelhacés play a main misunderstanding
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to the creation of an album contribution. However, in this case the focus is on the process

of creation itself of the entry, its material representation, and its insertion in the atbum. |

the play, the AComtesseo0O has been unsucces

Chastenay, a writer and acquaintance of the faldlys i n  f Hi abum r0i @ ndie
certainly, in many of the actual nineteewmtury albumexchangesthere is aecond

artist who fights for the attention of the aloum owner. Flavio, a young pianist who used to
be the object of the Comtesseds devoti on,
precisely in | ove with her. Hewly devetoped h e i
interest in literature in the form of the writer Chastenay and denounces her to Riscara, the
Comtessedbs husband, explaining that she i
anymore. There is some ir onhefagtthatthd avi o6 s
Comtessedbs choice has nothing to do with
Comtessebdbs sudden interest in |literature
her album collection, is thstenaymandghtamthe f R
contribution that the Comtesse coveted for her album. The servant Julie, a witty
Champenoise, is essential in the materialization of this scheme that Riscara creates

against Chastenay, around which revolves the plot of the play.

BContrary to the conalbuidb wEhcdar® deiharawidbrespedficallya de un
identified as poets, Chastenay is only described
that plays an essenti al role in the conlneferiout i on
him only as a fAwriter. o
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Unike the servant in Bret-n de | os Herrer
believed, without having any proof of it, that Ortiz was in love with her, Julie is very
clever and has the persuasiveness that is necessary to deceive Chastenay. It is precisely
throughthe character of Julie that Meilhac can develop the humorous tone of the play, as
her characterization and dialogues allow for a continuous sarcasm that reveals
Chastenayds gullibility and justifies the
common thetical figure in French comedy, developed particularly after Moliere. It is
possible to establish some parallelisms between Julie and the character of Figaro, in
B e a u ma rLe Baiier sle&dSévill€L775). Also clever and humorous, Figaro helps his
masterthe Count Almaviva, in his project to seduce Rosine. Notwithstanding the
differences between the gender of these two characters and the type of project in which
they collaborate, it is important to acknowledge the similarities between them, as later in
L Autographehere is a direct referencelte Barbier de Sévillevhich reveals Meilhac
was using Beaumarchaisé play as a referenc
album phenomenon.

Contrary to Bret-n de Al os$scadstantlyaesedos 6 pl
as a prop, and mentioned as such in the st
characters who refer to the book and to its movement throughout the different scenes. For
example, in the first scene, although other objects on stegdpors, the piano, and the
tables, are included in the stage directions, the Comtesse refers to her album, which is

absent from the stage, when she reminds Chastenay that she is waiting for his
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contribution. Chastenay takes refuge in the overratedsexaiithe difficulty of creating

an album contribution to justify his delay in the creation of this entry. This exchange

brings up the issue of the required creativity of contributors and the stress put on them by

album owners when requesting their entraetdressed by both Jouy and Larra in their

essays about the album practiteo uy even wonidlerpsas fipNoes ssiebrlae t]

prévenir les malheurs, de concilier tous les intéréts, de contenter tout le monde et les

dames, sans trop exiger des beasg i t(sfiA\o itinlotthe possible to prevent the

misfortunes, to conciliate all interests, to satisfy everyone and the women, without

demanding too much from smart n?én; 151) . It is particularly

identifies women in a separate categamygrder to convey how their demands regarding

the quality and quantity of contributions they wanted for their books were beyond what

would be expected from Atout | e monde. 0
Chastenayds explanation about thme cause

for the Comtesse is not, however, as frivolous as Jouy would have imdgifect, his

defense reveal s that FIl avi o and Riscara we

presence in the Comtessebds | ife: MfAwtoeus com
al bum ce que jo6®crirais sur | e premier alb
Ail faut quelque chose doéori gi narl®ususnieé dpen
(AYou understand wel | t hat | c antheditst wr i t e

album that comes, it has to be something original, a sublime thought or a very successful

pl ay on wor.dsChoast3enayds apology should act

27¢



Comtesse, because it implies that she deserves a contribution of sgpalityr one that

requires detailed thought and that could not be easily improvised. It seems that Chastenay

is sincere in his defense, because he next tells the Comtesse that he does have a short and
intense phrase to t el ésletreskaisquejamas apdrandh s e (g u
jamai s, je ne prendrai la |Iibert® do®crire
lipssBut that | would never, ever, take the |

i nstance, Chast alunyjstopposadtpwhat happens in @retbnhde los

Herrerosd play, where both Marchena and Or
Carolinadés al bum. Although we do not have
the alboum of theladyinderAi zadés short story, this is pre

cause of the mutilation of the album in that text. Unfortunately, the Comtesse does not
really care about Chastenayb6s feelings or
declaration in peson. She is only interested in the status of her collection. Thus, she
announces to Chastenay that he will be prisoner in her house until he creates the expected
contribution.

Somewhat jealous of Chastenay because of what Flavio revealed to him about the
relationship between the Comtesse and this
Riscara starts to carry out his project to ridicule the writer. First, he quotes in front of the
Comtesse a contribution that Chastenay had added in another aloum, o caler t
discord between his wife and the writer. Riscara reads the contribution and then questions

Chastenay about it with the sole purpose of making the Comtesse aware of the active



participation of the writer ilnéohipgolimsho w:

perdr e, Di eu, pour MNd®d s pas aouswei avez dit get@ goliel a ¢ h
phrase?| é] Je | 6ai |l ue dans un al bumo (A6When
to save us, created chabeaytidof Wlasphtaso®?. y
in an albumo; 22). There is no additional

learn whose album it was or how Riscara had access to it. Was he simply reading the
entries in this album or also contributingto®? scar adés revelation f ol
assume authorship for this contribution, which makes the Comtesse remind him of her
own request: AEt mon autographeé”™ propos,
autographéby the way, eamnmtl? onot2 2g)o.i nTgh et od yenva
the Comtesse and Chastenay has transformed from a regular request for an entry, into an
oppressive interaction that reveals the Co
Chastenayds contr i bu tesseaneadseganding theauagtieyof f or
contributions in her album, but an issue of respect and honor.

Continuing his project of coercion against Chastenay, Riscara proposes that the
writer stays at the house by himself creating his contribution, whiakidshe ready
when he and the Comtesse come back from visiting their cousin. There is, points out
Riscara, paper, ink,andalle w qui |l Il s for Chastenay to use
album 0 we get a glimpse of the smentymndwher e t
of the materials he uses in it. The absence of Riscara and the Comtesse gives the saucy

maid Julie the intimacy she needs with Chastenay to complete the second part of the
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project to ridicule him, the step that implies the creation of the attmntribution. The
plan is established between Riscara and Julie and consists on a lie: Julie will tell
Chastenay that she is illiterate and that she needs a reading lesson. The text that
Chastenay will produce in this class will eventually become partofe Comt es s e d's
album. Riscara originally offers Julie twerityi ve @Al oui so for her par
project, but the sharp servant haggles with him until she makes him promise he will pay
her more, only because A[ e] enco@ldavngyaatyen e , Mo
|l ivreso (Ain Champagne,f &urmr ,pdthredd @w;ui 6 )a.r e(
their cousinbds house, R plato moclaChastenvag, wHick t ot
meanghatshe knows about the creation of the boagllssim contributionn advance

Julieds main weapons for the materializ
flirtatiousness and feigned naiveté, which inevitably seduce the writer. The servant
knows that a good way Ibetocomplimentim befohestet e nay
asks him to be her reading instructor. In their private encounter once the Comtesse and
Riscara | eave, Julieds asks Chastenay i f h
Comtesse has, and expresses her desirertonleat o r ead fApour | ire ce

(Ared bookodo Ato read that which you have w

Chastenay cannot deny anything to the servant. As a writer, Chastenay would be the best

person to offer Juliethe giftofi t er acy. Thus, he surrenders
feigned shyness, stating that he wil!/ do i
me 0 ; 28). While previously his I|literary ta



to create thelaum contribution for the Comtesse, now Chastenay gets to prove his status
as a man of letters, by giving a service to a coquettish young lady who, in turn, makes
him feel as if he is a respected writer and teacher.

The scene of the reading lesson thagiogtes the album contribution in
Mei |l hacds comedy is a repr odtaBourgessn of a si
gentilhommé&1670). In the seventeententury play, Moliere revisits, through the
character of M. Jourdai nr,dot hweh ot owpainct so ft ot hbee
aristocratt* M. Jourdain puts into practice different techniques for his transformation into
an educated and reputable gentleman, among which acquiring new, -conattentlothes
and taking classes of fencing, dance, music,addpls ophy. One of M. Jol

philosophy lessons is the scene that inspires the exchange between Julie and Chastenay in

Mei |l hacds play. The fAma"tre de phil osophie
type of knowledge, Aqumetguemeptrs ndepesci gu
the student replies that he does: he can r

on sci efThis detail shodld make the exchange between M. Jourdain and his
teacher different from the one between Julie ahdstenay, since in this case the student

has the basic knowledge that the servant pretends to lack. M. Jourdain makes it clear that

“This topic had been al lLaeCodganaflé34)eahddypRoduguese writed Ar ®t ai n
Francisco Manuel de Mello in the come@yFigalgo aprendi 1 6 6 L% Bouilgdois gentilhomme
Noticeo) .

5 The two dfferent translations into English & Bourgeois gentilhomnikat | consulted were not

appropriate for my purposes of analysis of the play, since they were specialized for actors and for the actual
performance of the play. For this reason, | am using wiy tbanslations of the play.
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he wants to |l earn about everything: fcar |
(Abecause | habe edstmnberdodedbP)je Tbus, the
him different areas on which he can develop his lesson, including logics, morals, and
physics. However, for M. Jourdain the desc
qui sont trop rébarbatifs0 and so he asks his teacher to
(Awords that are too repellanto; 51). The
lessons in the two plays is, clearly, the gender of the students, which allows in
L6 Aut ofgo ma ph euctioreod Ghastemay, a gesture that mirrors the album
dynamic. While normally it was the male contributor who seduced the female album
owner through the praising in the contribution, in this case it is the woman in charge of
collecting the contribution whftirts with the male figure in the alboum exchange, which
reveals her agency in this process.

In order to start their reading lesson, Julie points out to Chastenay the availability
of the materials they wil/| neerd :t Mddedy,; a2 8)
same materials that the Comtesse had indicated previously that were supposed to be used
by the writer for the creation of her album contribution are now pointed out by Julie as
the resources for their reading class. This double ugegfaper provided by the
Comtesse is emblematic of the main conflict in the play, which will lead to its
dénouement. The Comtesse had not been able to persuade Chastenay to write directly in
her aloum, but now Julie will obtain from him a written text tiaentually will

constitute part of the Comtessebs coll ecti
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The scene of the actual reading lesson i A u t o proalycds ¢he structure
and humorous techniques that Moliere applidsaiiBourgeois gentilhomme
Interestingly, Moliere was not compédy original himself in the creation of this scene. It
has been said that Moliére borrows some of the instructions that the philosophy teacher
gives to M. Jour dai n DiscowsphySde de lalpatol@@c8). Cod e m
In a scientific tone, verglifferent from the one used by Moliére and Meilhac in their
plays, Codemoy explains in this text the movement of the jawbone that produces the
sounds of the vowef$.Moliére transforms this almost medical discourse into a pseudo
orthography lesson, whidh actually a pronunciation class. The philosophy teacher
explains to M. Jourdain what to do with his mouth to make the pronounce the vowels:

fiLa voix A se for me en LowivEsafoimednor t |l a bou

-

approchant | a nmClcenhod Gen dbewnt :bak, dEe. cleée] Et

-

approchant encore | es mOCleshleux coiesgde |l libucihee d e
vers | es oreilles: A, E, Il o (AThe vowel A

The vowel E is formed by movingtheo wer j aw cl oser to the upp

¥The exact quot e, i heBougeasdeniihomnohtee wébbitdduti Mol o f

reads: AEt si | on approche encore un peu dbéavantag
dents se touchenbn formera une troisieme voix en |. Mais si au contraire on vient a ouvrir les méachoires

et a rapprocher en méme temps les lévres par les deux coins, on formera une voix en O. Enfin si on

rapproche les dents sans les joindre entierement et si en masamt @m allonge les deux lévres en les
rapprochant, sans | es joindre tout ~° fait, on for me
jaws one to the other, without having the teeth touch, one will create a sound of I. But if, on the contrary,

one opens the jaws and brings together the lips at the same time by the corners, one will form the sound O.
Finally, if one brings together the teeth without having them touch completely and if, at the same time, one
stretches out the two lips while bringitftem closer without actually touching, one will make a sound of

U 0 Le Bourgeois gentilhommB ot i ce d) .
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the vowel |, by bringing even closer the lower and upper jaws and moving the corners of
the mouth toward the earso; 53). The teach
single vowel, enthusiastic abahe new knowledge his obtaining.

Al most two centuries after Moli reds co
eager to learn orthography, Meilhac creates a scene of a reading lesson that partially
mi mics Moli rebds. | n darmdaywd < apeeuda ltieaahdr
literary talent, which is especially invalid because of her feigned illite@cgstenay
teaches Julie the basic syllable combinat:i
[ €] B et @& feotntl bf@ fQ[fébjbandBaél p bnhofront of
aé ba [é] B and e make be [ é]LeBourgeniss | make
gentihomme t he phonetic combination of the syl
rudimentary language level that, in the livingrformance as well as in the written
transcription, makes this whole passage of the play extremely humorous. As a novice
instructor, Chastenay falls into the trap
that the servant will make of that writing.

The sheet of paper used in Juliebs read
Comtessebdbs collection in her al bum. I n Bre
herself, the alboum owner, who puts the additional page in her album, specifically on top
ofte remaining corner of the one she pull s

is an essential intervention of the servant in the process of collection of aloum

contributions for the Comtesseds book. The
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basically Julieds and Riscarabds responsibil

Chastenay. Even though she is the owner of the book and should be in charge of

gathering the collection in it, the Comtesse has no agency in the inclusion of this

partiul ar entry, as she does not participate
In Le Bourgeois gentilhomm. Jourdain celebrates his new knowledge of

orthography and his awareness about the physical movement of his mouth with phrases

| i kevie AlVai science!, 0 | amenti mMmg omaogt lhawvei ng s

s c i e mR).ddli@also celebrates her acquisition of literary knowledge, but in her case

the scene acquires an intense sexual connotation, as she declares the impact that this

lesson has on her: fAComme cb6best drtl e dbéappr
boéo (AHow it is funny/strange to | earn to
boéodo; 30). The sexual i nnuendo t hlmlblest ri cks

al so makes him completely forget about the
back and inquires about the contribution that the writer was supposed to create,
Chastenay realizes that once again he has failed to fulfill his role of contributor
AL6autographe! Ma foi, je vous demande par
autograph, | apologizé, have not f oy3ildChastegay tannotgesoyttot é 0
the excuse of the difficulty of inmpmovisin
since he had the time to work in private on the contribution.

Not withstanding Chastenaybds affirmation

there is material evidence that he has been writing: one of the quills, which were new
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when the Comtessefieis now stained with ink. Chastenay insists to the Comtesse that

he did not write anything during her absen
Barbierde Sévilggue vous faites jouer | 7. Mai s RoOsSI
the scenerbm The Barber of Sevillthat you play here. But Rosine was a better lier than
youo; 32). The Comtesse refers to the exch
Rosine, in the eleventh scene of the second dat &arbier de SévilleRosine attempts

to hide the fact that she wrote a letter to the Count Lindor (who is actually the Count
Almaviva), but her guardian is too suspicious of her behavior. Besides counting the

guantity of pages still left in his notebook, and realizing there is one missingpBar

guestions Rosine about a specific quill: A0
ell e devenue noire!o (AWhat about the pen
to be alll bl ack?0; 313; An-litegarysderenceital ) . By a

Beaumar c hdidAd t p)deilhap idaeepts his indebtedness to precedent
masterpieces of French theater, and authorizes his viewers and readers to establish links
to these works in his literary production.

It is finally Riscara who praas Chastenay to be untruthful, when he appears
triumphantly announcing and that he has found the contribititne v o i c i cet
autographeé, 0 decl ares Riscara, dall est co
originalit®0o ( fHeltriss hiotr t iés bhotilackcermimtoegr ap h é
originality; 3 2 ) . Consisting of the syllables fABaé

autograph is clearly an embarrassment for the talented man, a bad addition to his record
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of literary production. The Comtesse isnotsurgtiseby t he bad qual ity
contribution, because her husband had already told her of his partnership with Julie to

scorn the writer. The sheet of paper with the pseudo contribution will now be included by

the Comtesse in her album, probably gloedop of another page or added in a new

binding of the book. This contribution defies on several levels the typical materialization

of the album exchange, as depicted in the essays on social customs or in other literary

texts. First, this entry is not ated consciously by the contributor and is not meant to be

added in an album. Chastenay is misled by Julie and the writing that he creates for the
bogus reading |l esson becomes his contribut
is not written for tle Comtesse and does not have any specific reference to her. Actually,

the entry is not a literary composition at all, as it does not have any literary structure or

real content. Most importantly, this contribution is created on a separate sheet of paper,
which means it does not respect the bookds
instance portrayed in Meil hacds comedy evo
archival research that had a diversity of colors and textures among their pages. Those

pages were probably added after the initial binding of the album, in circumstances in

which it was not possible to acquire the sheets that were used originally in it.

Nevertheless, it seems implausible that there is a story like the one Meilhac detpiists in

play behind the condition of all the alobums | consulted. Meilhac creates a caricature of an

album exchange which exists only in the fictional space of his play, and which offers a
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comical explanation for real modifications that can be observed totidition of
historical albums.
Chastenay acknowledges the ruse to which he fell victim, organized by Riscara

and materialized by Julie. The topic of marriage, essential in the play, reappears when

Chastenay refers to the affront organized againsthismmcRa r a, respondi ng t c
compl aints, declares that basically this w
nous trouvions, il fallait n®cessairement

the situation in which we were, itwasme s sary t hat one of us moc
The album exchange becomes the space of an indirect coudhdtgn duel. Among the
nineteentkcentury albums | analyzed, | discovered several in which the husbands of the
owners had added contributions. #mede los Herreros, for example, wrote in the album
of his wife Tomasa a contribution in which he referred precisely to the success of their
relationship, which he attributed to the fact that he did not go to cafés and his wife did not
read Victor Hugd-’

Ri scara does not contribute directly to
and circumstances represented in the play. However, he does intervene in it to make sure
that the entry of his rival, a potential suitor of his wife (according tontfoernation that

Flavio has given to him), is of poor quality in terms of artistic creation. The babble that

“"The entry reads: AMi muger no ha AlumhdedlomasaVi ct or Hu
Breton de los Herrergsl analyze this contributigrits motivations, and implications in the second chapter
of this study.



wi || now become Chastenayds al bum entry fo
her any special interest for this contributor. Notwithstantiegmediocrity of the text,

the Comtesse still wants to include it in her album. It is important to remember that

obtaining this entry has been the priority of the Comtesse for weeks. After her constant
insistence to Chastenay, the Comtesse wants torpegbe final product of her effort,

even if it was not created for her. In order to culminate the album exchange, the Comtesse

asks Chastenay to add what is missing in the entry: his signature. By putting his name

next to the syllables he had created¥on | i e6s reading | esson, Che
aut horship for this inferior text and acce
bi éo wil/l now represent, not only Chastena

talent as contributor.
Meilhac stressethe centrality of the topics of marriage and honor once again at
the end of the comedy, when Chastenay, attempting to confirm all the levels of the

treachery of which he has been victim, asks Riscara if Julie knows how té r€adl.i ? .

Julie?nds, Riceapa, A[e]ll e sait Motrere, ®cri
autographe me co%te chero (AWho?... Julie?
count especially! Your autograph is expens

materidization of this project is not a simple result of her submissiveness to Riscara as
her master. Mei |l hacds depiction of the int
level to the consideration of the economic circumstances of the album practice, a

df ferent approach that i s not present in de
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pl ay. Ri scara had to pay to obtain an al bu
to the creator of the entry, but to a third party who facilitated the prodessotion of
the worth of album contributions acquires a different meaning in this exchange, since
Chastenayds entry is defined not by its 1
Comtesseds al bum will n o lve hdmagereitydhatshouldt r i b ut
characterize the collection, an entry that was originally a reading lesson, in which two
other participants (Riscara and Julie) interfered, and which came to exist, not because of
her insistent requests, but because of the ecmniatervention of her husband.

In his portrayal of the aloum phenomenorLid® A u t o, d/eilaag pomts out
the complications that this exchange meant for both owners and contributors. The
character of the Comtesse represents the ativaners who had tmsist and ttimately
harass contributors to get their entries. Chastenay, on the other hand, evokes the album
contributors who lacked the required skill to create entries under the pressure of time and
space constraints. The portrayal of the album dynamtlis comedy includes aspects
that are present in the essays on social customs and other literary texts, such as the
potential courting that could be established through the exchange (which, in this case,
never materializes), the inability of some cdnitors to improvise entries, and the issue
of honor that was frequently at stake in this practice. However, Meilhac presents a non
traditional aloum exchange, in which a text that was created with a different purpose
eventually becomes part of a collectidAs many of the albums | saw in my archival

research, the Comtesseds has an additional



construction. By ridiculing Chastenay for his inability to create the album contribution

and his naiveté regarding Julie, iMac warns men about the risks of the album trend. As
with de Ariza and Breton de los Herreros, Meilhac had his own agenda when portraying
the album fashion. His advice, as in the previous cases, is once again directed to men.
First, they should fulfill heir responsibilities as contributors as soon as possible, because
the longer they take, the more pestered they will be by the owners, who will always find a
way (directly or indirectly) to obtain their contribution. Second, and most importantly,
Meilhac @autions men about how they should protect themselves from gracious, seductive
women in general, and servants in particular. A moment of weakness could imply the
writing of an involuntary album contribution, which quality could tarnish permanently

the repudtion of the contributor and hinder his future participation in the album fashion.

[l. Conclusion

De Ariza, Breton de los Herreros, and Meilhac all had different motivations and
purposes when approaching the al bdemn phenom
album Bl cuarto de horaandL 6 A u t o,gespagivelg. Within the fictional frame of
these texts, the narrative voices present diverse manifestations of the album practice, all
of them determined by differences in the gender interactions ahd axpectations
about the collection that each fictional owner is completing. Inevitably, | also have my
own agenda when approaching the album exchanges depicted in these short story and

plays. A twentyfirst century reader, my aim is to understand theadyics that
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determined certain types of aloum exchanges. The fictional narrations in which several
characters tear out pages, cut contributions, and add new pages to albums gives me

insight into how to interpret the historical aloums | saw, which had s@@ected to a

similar type of damage. Probably many of the cut pages that | saw in archival albums in
France and Spain resulted from outbursts s
story and Carolina experienced. Perhaps the pages of diffeterg and textures that |

discovered in those albums contained contributions that were not originally meant to be
such, as in the case of the Comtesseds alwb
speculate, using literature to help imagine the chiptsuitors, and love triangles that

were behind album contributions. The majority of the albums | consulted were in a good
condition, considering that they are documents tha¢ Bawived since the nineteenth

century, and this probably means thattheyld not suf fer, as did t he

story.
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Chapter 4: ABlurring the Frontier betweerl
Economic Exchanges in the Depiction of

[Frédéric] prit, par contenance, un des albums trainant sula table.
Les grands artistes de | 6®poque |
y avaient mis de la prose, des vers, ou simplement leur signatures;
par mi l es noms fameux, il sbdben tro
et |l es pens®es cur i e uundébordemeatpesattisesi s s ent
Toutes contenaient un hommage plus ou moins direct a Mme Arnoux.
Fr®d®ric aurait eu peur do®c
([Frederic] picked up one of the albums lying about on the table.
The great artists of the day had illusrated it with drawings;
some had written pieces of prose or verse, or simply their signatures.
Among the famous names there were a great many nonentities,
and the original thoughts were lost in a mass of platitudes. All these entries
contained a moreor less direct expression of homage to Madame Arnoux.
Frédéric would have been afraid to write a single line beside them.)
Gustave Flaubert,L6 Educati on(188)nt i ment

The depiction of the album in nineteerntury French and Spanish literature
allows us to reconstruct different aspects of the development of this phenomenon in that
milieu. From details like the current material condition of alboums and the type of entries
they include, to the circumstances of album requests and the intentionk pheagpant
in the exchange, the scenes that present the album offer important information about this
practice. The perspective of the authors of these texts, and their experience with the
album as a dominant trend in their context, certainly deterrtiegsportrayal of it in
their literature. Previously, | examined literary texts that present album scenes that
provide useful insights to interpret specific circumstances of the physical state of archival
albums. The plays by Manuel Breton de los HerrarasHenri Meilhac and the short

story by Juan de Ariza offer potential explanations for understanding the material
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alteration of some of the albums | consulted, based on the treatment of owners and
contributors.

Beyond the information regarding the nrédecondition of the books, the literary
texts that portray the album also reveals particularities about the gender exchanges,
economic, dynamics, and ideas of art in the development of this practice in nineteenth
century France and Spain. In their essatyshe album, both Victedoseph Etienne de

Jouy and Mariano José de Larra insist on the strict gender role division established in this

social custom. Jouy declares that the alobu
d®sespoir de | énaeuwtsr eodf (ofinfeo rs etxh ea nhda ppphie desp
similar distinction is evident in Larrads

album with the moral condition of its female owner, insisting on the use of this exchange

for courting purpees. Jouy and Larra also address, directly or indirectly, the issue of the

social class interested in this fashion, mentioning the neighborhoods in which it

flourished and the quality expected in the material construction of the books, which

impacted theimarket value. These aspects of the album are insistently present in the

majority of the literary texts that | consulted that depict the practice. In this chapter, |

explore precisely album scenes that convey the centrality of gender and economic

transactns in this phenomenon. The main texts that | analyze in this chapter are two

realist novels that deal mainly with the gender interaction in the album: Honoré de

Bal zladlbdse dudépartemefitl 8 3 7) and Jos Redidd&anéhez de Per

(1883). | alsmnalyze another comedy| poeta y la beneficiada. Comedia en dos actos
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(1838), in which Breton de los Herreros presents a trangression of the gender roles in the
album exchange through the character of a male aloum owner. Three short stories
completemys el ecti on of fictional texts in this
story -@Rdamiuenod (1898) portrays the courtshi

use of fans as albums. | will also explore the link between the gender and the economic

aspet s of the album phenomenon, through the
cincuenta y uno. Pl aceres de sobremesao (1
(1886).

|l . The Al bum in Honor ® ddRe rBad @< 6isuvameal: JDlse¢
Depiction of a Social Custom as a Central Narrative Element

It is understandable that the two scenes that present more in detail the process of
the album request and its gender connotations are in novels. The typical structure and
length of this genre certainly allofer a more detailed development of characters and
events, which, in these cases, leads to the portrayal of social customs such as the album.

My analysis of Balzacés and Peredadés no
significance of these two nineteesthe nt ury wri tersé gesture of
phenomenon in their literary production. Critics identify Balzac (17®880) as the

pioneer of the literary movement of Realism and Pereda {1888) as representative of
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this movement in Spaihlf they aimed tadepict lived reality in their novels, then their
inclusion of the album implies this was an essential element of their historical context. In
both novels, many elements reveal important components of the social practices and
material culture in the Fren@nd Spanish milieus: salons, dance nights, card games, and
fans. It was inevitable for Balzac and Pereda to include the album in their novels if they
wanted to offer their readers a truthful representation of the social exchanges and fashion
tendencies @t surrounded them.

Il n t hepmdyasn@omeédie humaigdBalzac declares that the original
idea to create this masterwork came to him from an acknowledgement of the diversity
among men, which was analogous to that found among animals. Balaadafiself as
responsible for accomplishing an analysis regarding these differences in society.
Although Scottish writer Sir Walter Scott had already done some work in the same
narrative style that Bal zac wanitaidsdmo dier el
wor k (fAwant of ¢ onn e’dhisilackofiers Baz&dkthe pdSwbiitg wi ¢ k
of presenting himself as author and savior of a particular type of history often forgotten

by the majority of historfi amegmamcmadheed®0o m

John van Horne affirms that Pereda objected to bei
identified him with a school a n éreda aldo wantedtemakeo r e, wi t
sure that his link with Realism would not lead people to think he was a representative of Naturalism. He

makes this clear in his preface to the ndveltal palo tal astillal 1 8 80 ) : A S por reali smo
aficion a presetar en el libro pasiones y caractehesnanosy cuadros de la naturaleza, dentro del decoro

del arterealistas oy o (Al f by realism you understand the tend
and characters and portrayals of nature, within the decofwart, | am aealis ; Bassett XXI1).

2 All of Balzads quotes in this section are from fifevant-propo® of theLa Comédie humaine
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Sedgwick X). Balzac is conscious of his responsibility in the creation of this new history:

iLa Soci ® ® fran-aise allait °tPfefiHréerish or
society was to be the historian, and | butgshe ¢ r e t &87; padgwickR>9.&\s the
secretary of this society, Bal zacds role w
while they paid attention to the public life of nations, the French writer would focus on
everyday life facts (secret orlpiic) and on individual acts, considering their causes and
effects.The almost 3,000 characters included in this project represent an era organized in

di fferent frames (fAcadresodo) and galleries
collection:Scénes de la vie privé8cenes de la vie de provinGeenes de la vie

parisienne Scenes de la vie politiguscenes de la vie militairandScéenes de la vie de

campagne A Dans ces six | i€t aedesoduforamdntas s®es t
| 6hiestg®n®r al e de | a Soci ® ®, 0 affirms Bal z
eussent dit nos anc°treso (Aln these six b
morals that make up the general history of society, or, as our ancesttdshaoe said,

the collection of its deedsComédehumgaimel oi t s o;
presents a summary of all the social customs existing in nineteentiry France, so it

A

is understandable that Balzac featured the album in one of thetcollecn 6 sLanov el s.

3 Even though Balzac acknowledges that his accounts are limited to French society in his context, he still
names his collectioha Comédie humaina somewhat pretentious title that implies that the events and
chamcters presented in it transcend space and time, and represent humanity in general.
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Muse du départemertelongs to th&cenes de la vie de provinspecifically to the
group ofLes Parisiens en provincalongwithL 6 | | | ust r@834audi ssart

I n the case of Peredads | it eroleringapr oduc
historical account of the circumstances of his milieu. Although he has frequently been
identified as a representative of the Anov
costumbrista P e rcastdnabfismas significantly different from theree developed by
Larra. While Larra, a journalist, focused on observing and analyzing the cultural practices
he identified in his urban context, Pereda was interested in depicting the customs of his
rur al reality, the Amont aifirmfy. Thus)yPereda ai n) fr
proposed a subenre of the novel based on the portrayal of the cultural and geographical
particularities of his context. In his discourse of acceptance of his position in the Real
Academia Espafiola, Pereda makes a vigorous dedétisenovela regionaldeclaring
that, if a Spanish novel exists it must be a novel about the province, the countryside, the
coast, and its people, a novel that reflects on the pureness of a space that is not
contaminated with the laws, customs, miserégl worries of the urban reality.

I n his article about fAconservatismo in
Pereda was so rooted in his beliefs that in his writing he goes to the extreme of glorifying
hi s fAbnertaav ealnd protesvanhgoaga(@9) . i Raredadod:
his novels is precisely to create an ideal portrayal of life imtbetafiathat will remain
as a written legacy for future generations. He fears the moment when cultural differences

cease to exist between peopled aations, and when everyone will look, dress, and think



the same way. When that concern becomes a reality, people will have art in general (and
certainly Peredat6és |literature in particul a
reference of an idealgt in which practices and customs determined variety among
humans: Aqu®del es, por misericordia de Dio
fiel archivo de | as olvidadas costumbres n
mercy of God, the refugyof art in these times, as a faithful archive of the forgotten
national customso; #@ADiscursoo 28). By i den
cultural particularities as an indispensable source of historical knowledge, Pereda is
judging his own lierary feat as a crucial point of reference for understanding nineteenth
century life in the Spanismontafia | n t hi s s ens e novélagregierdila 6 s pr
i s not so different CobmédierhuBamnésizca lwoih aimgudtoo p o s a l
depct t he diversity among humans. The mai n
from Balzacds is that, while the | atter wa
pretending to include all possible manifestations of humanity (specifically Ftinites
de mjuas | previously mentioned), the Spani
characters and way of living of his specific regional context. While Balzac would be the
Asecretaryo of his milieu, Rtng &wtiten woul d be
archive of the singularities of life in tmontafia

PedroSanched o es not bel ong to any specific s
though it was published between some of his most important novels, dbeltagalo

tal astilla (1880) andSotileza(1885), it did not awaken particular interest in its context or
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even among contemporary critics. It has been saidPi@iio Sancheimcludes

autobi ographical references of Peredads ex
attend schoolandr epare to enroll at the Artillery
Peredao) . Pereda did not finish those stud

because, similarly to Pedro, he was a victim of the multiple distractions of the city,
including the coffee shop conversations, the theater, and the dances.

I n Bal zacds and Peredads novels there i
characters, who will be the participants in the album exchange, before the album scenes
take place. This allow®r the complexity in the introduction of this phenomenon in each
story, and for the impact it will have at different levels of the narration. Interestingly, the
protagonist who participates in the aloum exchange in each novel is of a different gender:
inBal zacds novel the main character i s a wo
means that each novel portrays a different perspective of the album practice, that of the
owner in the French novel and that of the contributor in the Spanish one. Threugh th
analysis of these scenes, | propose to develop a complementary perspective about the
differences between the male and the female approach to the album, taking into
consideration the responsibilities of each participant in the exchange.

Along with the dvergence in the gender and role of the participant in the album,
there is in these novels a movement between the countryside and the city that is
emblematic of nineteenttentury space dynamics. In each novel, the male and female

main characters move frothe province or the mountain to the city, and this movement



has different motivations and outcomes. Thus, Pereda continues in this novel a tradition
developed largely by Balzac. Other novels in which Balzac portrays the displacement of
provincial characterto the city arélusions perdue$18371843) and_a Rabouilleuse

(1842). Franco Moretti analyzes the opposition of these two spaces in the ninreteenth

century EuropeaBuildungsromanpointing out the advantages that made the city
appealinginthesetext The figreat capitals, 0 such as
the protagonists dfa MuseandPedro Sdnchemo ve, of fer a fAcosmopol
that was certainly tempting for these provincial characters. Moretti explains the

differences between valh he identifies as the three spaces of the European

Buildungsroman t he dAvill ages, 0 Aprovinces, 0 and t
of these variations are related to the age and the quantity of characters portrayed in each
space. In the village¢here are older and fewer characters, while the capitals are more

crowded with younger characters (64). Moretti stresses one specific aspect in which the
city is inescapably superior to villages a
metropolitan i@éa designed for young people (and by them); this engine that never stops,

and makes the provinces feel old and ugly and jealand seduces them forever and a

day o0 (L& MuseandPedro Sanchethe notion of fashion is constantly linked to the

spaceof the city through the album phenomenon, which depends on contributors who

come from or go to the city and also leads to an eventual movement of the protagonists to

the city.
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Pereda has been identified by coritics a
rather, of one city and one villageo (65).
publication ofPedroSanchezwhich allowed Pereda to expand the geography of his
novels. Emilia Pardo Bazan affirmed precisely that Pereda decided to writela nov
located in the city as a response to the accusations of his provincialism and of being
unable to depict geographical variety in his noveld.drtuestion palpitantePardo
Bazan exposes the current situation of literature in her milieu, analyzinchFaedc
Spanish literary publications. Pardo Baz§gn
garden, aromatic, finely cultivated, but of very limited horizons:

Pereda se concreta a describir y narrar tipos y costumbres santanderinas,

encerrandose ash breve circulo de asuntos y personajes. Descuella como pintor

de un pais determinado, como poeta bucdlico de una campifia siempre igual, y

jamas intent6 estudiar a fondo los medios civilizados, la vida moderna en las

grandes capitales, vida que le esgtica y de la cual abominél.70)

Pereda limits himself to describe and narrate the types and customs from

Santander, shutting himself up in a small circle of subjects and characters. He

stands out as painter of a specific region, as a bucolic paatafntryside that is

always the same, and he never tried to study in depth the civilized ways or the

modern life of big capitals, life which is obnoxious for him and which he

abominates.

Of fended by Pardo Baz8nds acageogaphicalon t hat
perspectives in his literature, Pereda wigéelro Sancheto prove his ability to present
urban reality in his production and to show his perspectives were not limited to regional

writing: Acuando nos da |oaal gos sabmosideljheertoo s d e

paterno y caminamos por cual quier senda en
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stop being regional novelists, we come out of the paternal garden, and we walk along any
path in which we ar e puhisabilityAokceverany2 3) . Whi |
geographical space or circumstance in his
taking his characters through the path from the countryside to the city, where they would

encounter the album phenomenon.

A. On Transforming Failed Life Projects into (Un)Successful Album Exchanges:
The Album in La Muse du départemerand Pedro Sanchez

1. The First Steps toward Becoming Album Owners and Contributors

The al bum appears in Balzacbés and Pered
obtained an extensive description of the characters, their milieu, and their life situation.
The protagonists of both novels get involved in a series -oékatied events that |
identify as projects that will serve as a preparation for their participatitheialbum
phenomenon. In my analysis, | propose that these instances determine the intellectual
growth of the female album owner and the male contributor and their evolution as art
connoisseurs and members of the social networks that were essenkial for t
materialization of the album exchangelbnMuse the main character is Dinah de la
Baudraye, who, having married a miserly and tedious provincial nobleman, is
permanently condemned to geographical and personal constraints that oppose her
adventurousi rit. Il dentified as a Afemme sup®rie
artistic impulses, Dinah is rejected as dangerous in her provincial reality of Sancerre.

This inadequacy fosters her need to constantly create projects that offer her a temporary
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possi bility of escape of her circumstances.

case, the album leads to a courtship and to the establishment of a love relationship that
eventually takes her to Paris, the idealized city. This movement has exigate/e
consequences for Dinah and symbolizes the failure of her multiple artistic ventures,
including the album. Patrick Bethier summarizes the plot of the novel even more
succinctly: Al e mar. est avare,ll19.6 amant

For Pedro, fronPedro Sanchezhe album exchange is precisely what guarantees
his stay in Madrid. Originally from the countryside, thentafial i mount ai n o)
Santander, Pedro is invited to the city to pursue a job position that he never receives
Pedrobs installation in the city offers
manifestations, among which the album. Having already manifested poetic impulses
since his teenage years, Pedro materializes his talent publicly becoming an album
cortributor. This gesture implies for Pedro complete success in his Madrilenian
adventure, since after his participation in the album fashion he becomes a journalist and,
eventually, a respected writer who even writes the novel of his life.

Since their youthboth Dinah and Pedro showed an inclination for art that
certainly justified their interest on the album later in life. As readers, we do not get
significant background information about the education and family story of the album
owners and contributorsa the plays and short stories that depict the fashion. The
structure of the novels, however, allows for this type of broader characterization of the

protagonists. Raised in the Calvinist religion, the young Dinah Piédefer stood out at the

30z

hi



boarding schoolfoChamarolles by her beauty and her intelligence. Dinah proves her
cleverness at the age of seventeen, when she converts to Catholicism out of ambition,
hoping that the Cardinal would take her under his protection and guarantee her a
successful future. Is precisely as a result of this understated arrangement that she ends
up getting married to Polydore de La Baudr
|l eads him to manage his fatherds scarce in
wealthiest avners of the region through his acquisition of the land and castle of Anzy in
Sancerre. The fortune of her husband does
extremely miserly and did not allow her to enjoy (or enjoy himself) his capital.

P e d r osorml stpreis actually shared with the readers by himself, through the
first person narration that structures the novel. But the Pedro who shares this account is
not the young one who participates in the album practice, but an elderly one who reflects
onthe events and situations that determined the outcome of his life projects. Because of
the social status of Pedr ods fPadronSanchez Aipor
1428), Pedro is able to obtain a better education through the parish phiesgkes him
under his protection and teaches him Latin, among other things that he could not have
|l earned in school ( i b e c*arhiseducdtionycansbingd with s o n
his inclination for reading important literary works such@srissa Harlowe El hombre

felizandEl Quijote made Pedro a special teenager, superior to those of his own age in

4 From now on, | will only include the page number for all the quotes Redro Sanchez
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his context. His literary knowledge and artistic disposition propelled his early poetic

production, which can be linked to his later role asmlbuc ont r i but or: HApar a
escrib2a mis correspondientes versos a | a
triste y |l egaba a tomar mis pesadumbres p

verses to the moon a hahdwould even get saccantpakesnmiyu o u s

(7]

orrows seriouslyo; 1430). I n adittion, Pe

1]

era yo por naturaleza, blanco de color, p
mi embroso (Al was wheatires and welonrmedbade , of del i
memberso; 1428). Bet ween his writing abildi
gualities necessary to become a successful participant of the album exchange.

Considering the outstanding education that both Dinah edtb®btained, it is
understandable that they would have high aspirations that evidence a superiority that goes
beyond their provincial reality. For Dinah, precisely this intellectual drive puts her at
odds with society in Sancerre at her arrival in 1&2&&r her marriage to Polydore de la
Baudraye. Her clothing and style reveal a good taste that, instead of making her feel
welcome in the new space, provoke an inexplicable anxiety among her new neighbors.

Men in general are more positively impressed \Rithah, some of them becoming her
confessed admirers. This is certainly conyv
means that she will have several male acquaintances willing to be contributors in her

al bum. Dinahds pr es e rntorwomensamangwhemshe di f f er e

produces fAune esp ce de terreuro that i sol
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type of solidarity wit haMuse®npWalingandRBuold t of t
15) 5 Chris Moore de Ville analyzes this rejectiohDinah and her difficulty of
communicating with other women as a result of, precisely, her superior communicative
skills and linguistic talents (218). Compa
Corri ne (d807)and Elléonoreifrem Beme n C o nAdolplaefl816),s
Moore de Ville demonstrates that these her
and it usually does not foster any understanding (219).

The envy of other women originates from
talents constantly. From playing the piano to being current with the latest fashion trends
in the city, which she knew about through Anna Grossetéte, her friend from the
Chamarolles boarding school, Dinah has everything thatatheerroisegovet and to
which they do not have access. Dinah does not tolerate the typical emptiness of
provincial exchanges and does not participate in the gossip that entertains her neighbors:
AAIl mant ~ parler des d®couvertes dants | a s
écloses au théatre, en poésie, elle parut remuer des pensées en remuant les mots a la
modeo (fiShe | oved to hear about discoverie
theaters, the newest poems, and by airing the cant words of the day shesmadef

uttering thoughtso; 43; Waring and Rudd 15

5 From now on, | will only include the page number for all the quotes frafluse For the quotes in
English | will be using James Waring and JNO. Rudd®é
translations when they are problematic.

30¢



her interest in Parisian fashion, deter min
participate in the aloum phenomenon. Bhecerroisesl e s i gnat e 3$aphodeh as t
SaintSat ur 0 and see her as monstrous and dang
intelligence as the origin of a masculine and daunting constitution is representative of the
generalized conception of knowledge as an exclusively male attrithadimited
support that Dinah obtains in Sancerre for her personal enterprise of intellectual
development serves only to nourish her desire to find a metaphorical escape from her
provincial reality. Her participation in the album fashion will be one ofnheltiple
attempts to find that escape.

Contrary to what we would have i magined
status, and intellectual disposition did not determine his career aspirations. He never
wanted to be minister, member of the parliamentrnalist, dramatic poet or civil servant
(Afuncionariod). The only position that Pe
Asecretario del ayuntamientoo (fAadministra
Pedrobs f at her h aom, afdithese prajects grel embilegnatit afr hi s

Peredads own imdngdalPéedm adclaresihat i fathehwanted to

fdhacerme un hombred sin salir de | as fron
without going beyond the frontiersofmyat i ve | ando; 1430). Thus,
masculinization that Pedrobés father has en

space that represented their ethical beliefs and cultural particularities. Ironically, in order

for the teenager to becomestiman his father wanted, Pedro will need to move to the



Spanish capital, where he will be in contact with new practices, diverse people, and a
reality that is far from the provincial one where he begins his life.

The arrival of an empomrsajng dde dMadrn igdan@ t (i i
Madrido) wil/ i nadvertently change Pedrobs
urban space, a movement that will allow for his participation in the album fashion. The
Afexcelent2simo sefloaodbvad Awigsiist ®d Vahenze @i
with fisu Majestado, and he had fallen in |
Val enzuel a0 fiyour majestyo). This time, Va
solitariao (fAbi g tawnadecduserhe lths ehdaugtgee whd is sick ant h e
in need of a change of scenery and the healing pureness that only the countryside can
offer. As a convalescent, Clara is skinny and appears sickly, which makes Pedro declare
immediately that he is not attracktto her. Ironically, later in the novel, in Madrid, Pedro
will marry Clara.

In themontafia a particular type of relationship develops between them, one in
which Pedro guides Clara and her father by showing them all the beautiful spectacles of
the surronding nature. In one of his walks with Clara, she asks him an important
guestion regarding his I|iterary talents: @
1143). Revealing his shame in the redness that invades his face, and remembering that the
verseshevr ot e wer e medi ocr e, Pedro denies his
1443). While he symbolically annuls his poetry by negating it, Clara directly condemns

this |iterary genre in gener al and, withou
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alegro [€é] eso prueba que es usted hombre
en Espafaéy en Turquz2ao (Al am glad [é] th
[ €] Nowadays they only write verses in Spa
as a bad taste practice Clara, the Madrilenian woman and model of sophistication and
good taste, ridicules Pedro and invalidates any literary aspiration he may have had. This
critique could have had an i mpacbweven Pedr o
it does not, as we shall see. The status of writer in general, and of poet in particular, was
preferred in the selection of album contributors, as evidenced in many of the literary texts
that depict the practice and in archival aloums, in whicleniified the names of
Campoamor, Juan Eugenio Hartzenbubusch, José Zorrilla, Victor Hugo, Stéphane
Mallarmé, Paul Valéry, among others.

The presence of the sefior Valenzuela imtbatafiaa | t er s Pedr ods f at
for his son, forcing a movement to W&, where new experiences await him. The sefior
Val enzuel a makes Pedro and his father an o
destinillo en Madrid con que pueda ir viviendo mientras la suerte y sus merecimientos le
pongan m8s ar raisrhal destifyfior lom i Madrikl with which he can
' ive while luck and his merits put him in
montafiaand start a new phase of his life in the unknown and feared city, a different way
of living that will offer him access to social customs and practices that he did not know in

the mountain. Among those new experiences will be the album.
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2 . Bet ween the Province and the City: Di na
Pedrodos Bohemian Adventures in Madri d

Dinah and Pedro undertake several projects that | interpret as a preamble of their
participation in the aloum phenomenon. For Dinah, the goal of these ventures is to
promote the development her intellectual and artistic drive, while enjoying a temporary
andf | eeting escape from the | imitations of I
intention is related to his new life in the Madrilenian milieu, where he needs to establish
networks and learn about social customs that were unknown for himrmotitana

The first one of Dinahds enterprises 1is
phase in her evolution is essential for examining her participation in the album craze,
because it serves as a starting point for her gesture of collection, as wehasdbility
to evaluate the art both in the construction of the book itself and in the contributions
included in it.Dinah develops a sharpened appreciation of outstanding art creations that
characterizes her new rol eawxt ico®eéecd®rl 6 &
romantique en comprenant dans | 6Art | a po®
meubl e e(AiEbep®hrew herself into the propa
including, under art, poetry and painting, literature and sardpfurniture and the
operao; 48; Waring and Rudd 20). The peopl
of artifacts as strange, in much the same way as Dinah herself is classified as different,
dangerous, and inapprehensible. William Paulson idestis Di nahds first ge

collection as an evocation of the artistic creation that implies the work of collection of the
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character of Pons, the pheGoausiaBondd).&dingof Bal z
Mi chael Thompsonos t ttmbisbpokulbbshuTheoty:Alee use of
Creation and Destruction of ValuPaulson affirms that collectors make objects go from

the category of garbage to that of |l asting
Dinah and Pons do, by acquiring objects ttmnhot have any significant value and are

considered junk by others.

Notwithstanding the impact of her collection upon the people of Sancerre, and the
success it means for the image she hopes to cultivate, Dinah still feels a certain emptiness
regarding lr intellectual development. Only a new project that reignites her desire for
constant learning saves her from this period of ennui. This time it will not be an
individual project but a collective one. Madame de La Baudraye proposes to create a

ASocit@t @ idit radilreedo |(itseadr ary circleo; 49; W

particularly interesting how Balzacés narr
upon introducing it. He mocks Dinah6és i mpu
thathe | iterary character of the society was

pass. Alreadyri the second year of the pseliderary society, the meetings serve a
di fferent purpose than that for whiuwh they
dominos, au billard, & la bouillotte, en buvant du vin chaud sucré, du punch et des
|l iqueurso (Athe members were playing domin
mulledwi n e, punch, and | iqueurso; 50; Waring

adually read and discuss as a group are newspapers, which nourish their knowledge
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about politics and business. Thus,- Dinahos

related one, fails brutally, once again leaving her frustrated in her provincial.milie
Dinahdés third intellectual mi ssion is ¢

limitations of her provincial life, which are worsened by the precariousness of her marital

situation, and the impossibility of finding a worthy lover in Sancerre. Afteyears of

living in Sancerre and being married to Monsieur de La Baudraye, Dinah had inevitably

become a Afemme de province. o0 Balzacbs i de

is particularly important for my analysis of her role as album oW/etlowing the visit

of her friend Anna, Dinah is able to identify all the differences between a provincial

woman like herself and an elite Parisian woman. Among those differences, Dinah might

have identified the album, as Anna could have mentioned iteasfahe fashions

popul ar within her circle of women in the

Dinahdés realization of al | the | imitations

6 Balzac takes advantage of this instance both to describe Dinah and her situ@iondmre and to

establish some stereotypes about women in France ba
plusieurs esp ces de femmes; il y a |l a duchesse et
consul, la femme du ministreiqu est mi ni stre et | a ;flyartanfismme@mmee | u i qu
il faut de la rive droite et celle de larive gauche dela Seinemai s en province il néy a
cette pauvre femme est | a f everal&indsa womenotheiduckess@nd( il n F
the financierb6s wife, the ambassadress, and the con

the wife of him who is no longer a minister; then there is thei lquiye the ladyof the right bank of the
Seine and of the | 28) thdhe cotnByside\ttare is mo gossbiity of Ravird) d
different titles or positions within the feminine realm: all women were simply that, provincial women.
Dinah could have possibly defied this categoraatiecause she was already an atypical provincial
woman: educated, fashionable, talented, and artistic. However, just the fact that she lives in Sancerre
automatically makes her a countryside woman, a condition from which she cannot escape despite her
arragance and aspirations, which go beyond her geographical reality and material possibilities.
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anger in her. This resentment is at the origin of her nastiarenterprise: her own
writing.

For Pedro, his initial transformation into a city man depends on the young men
whom he meets at the Aposadao (Ainno) wher
be his fipai sanoso0 ( ficoamanderyThestédtudemty f r om t h
introduce him to Madrilenian life through the fashion and activities they practice. These
students also offer Pedro access to one of his favorite pastimes: reading literature. They
invite themontafiégo enjoy their copious colldcin of novels, which evidently
captivates him: ANo podzan ofrecerme comid
tentaédy-oé8nta hab2?a en aquella casa, dond
(AThey could not offer meofthemerwasmynj oyabl e
temptationé and how many there were in tha
all!'!o6; 1455). Thus, Pedrobs new | ife gives
more consistent and rich way, beyond the limits of what weepa@ble with his family
in the countryside. The new relationship with literature that Pedro starts cultivating in the
city will be essential for his participation in the album fashion and will provide models
for his own behavior.

Pedr o06s c¢ o ntibniohall thediterary potk® avaalable to him through
his new friends at theposadanourishes his own writing, a gesture that will be extremely
useful as he develops his role as album contributor. Pedro focuses on works of French

literature that are a melty for him, reading Paul de Kock, Pigauktbrun, Alexandre
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Dumas, and Frédéric Soulié, among others. Besides literature, Pedro also develops a
particular interest for the theater, another activity that was not a possibility for him in the
countrysideThe t heater becomes for Pedro his fipa
passiono), because it gives him access to
require his imagination: fAall?2 estaba todo
cuerpo y alma aosus vicios y virtudes; un comodo rinconcito del mundo donde se

exponian a la contemplacion de los curiosos las batallas de la vida humana, sus
grandezas, sus ca2das, |l o noble y | o bajo,
alive, real, tangibleman was fused in body and soul with his vices and virtues; it was a
comfortable corner of the world where there were exposed, to the admiration of curious
people, the battles of human life, its grandeur, its decadence, the noble and the low, the
seriousad t he comico; 1467). The influence of
evident through the diffusion of the phenomenon of the album in Madrid is also present

in the theatrical preferences of the producers and public in the city, as Pedro points out:
ALpue m8s abundaba eran | as traducciones y
and adaptations from French were the most
and presenting French plays responds to a tendency to use the neighboring country as
reference for the literary and artistic production in Spain. | have analyzed this gesture in
Larrads case and his appropriation of Jouy

this practice in his country.
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Another activity that proves to be an edseéna | part of Pedrobs i
Madrilenian style of life is dancing. In a dynamic that was similar to the one established
in the album fashion, dancing promotes a gender exchange in a public scenario and
implies an inherent competition among merbé selected by women for the different
musi cal pieces played in each Abaileo (fAda
dancing cards. To be successful at dance it is necessary for a man to have certain talent
and charm that make him stand out @®tential dancing partner. Inexperienced in this
practice as in all the others he was unfamiliar with before his arrival in Madrid, Pedro
does not have a positive first experience at Capellanes, the most popular dance gathering
in Madrid, when hisfriendt i ca takes him there: ASucedi
hartazgo de retregones y zancadas, y una ronquera al salir a la calle con la camisa pegada
al cuerpo, los huesos macerados Yy las narices atascadas de polvo y de pelusa, y en ocho
diasnoquiseue me habl aran de semejante barbari
people rubbed me, stepped on nm&] hbecame hoarse upon walking into the street with
my shirt stuck to my body, my bones macerated and my nose full of dust and fuzz, and
for eight dayd did not want anyone to talk to me about such barkarity 1470) . Cont
to the theater, where Pedro becomes involved in the artistic creation in a way that does
not require skills beyond his intellectual understanding of the-arniseene and the
story,the dance does not offer Pedro the same possibility of passive patrticipation, a
circumstance that inhibits his full enjoym

dancing in Madrid could be considered a failure, because he does not put on an
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outstandng performance or even enjoy it as social activity, this event prepares him for
his participation in the album custom, since it is precisely during a dancing evening that
he is the object of a request for a contribution.
Remembering the real purpose of pissence in Madrid, Pedro starts what will
become a number of attempts to meet with the sefior Valenzuela in order to discuss the
details about the job that the important political figure offered him. After three weeks in
Madrid and continuous efforts toaat with the man who had promised to help him,
Pedro finally succeeds in making Valenzuela receive him. He tells Pedro with disdain
that he is too busy to fulfill the promise made back imtlomtafia faNo puedo! Ve
Ssi un poco m8s ardeahatntae émMeun®l dvoa spearpao r ec or d 8§
al most as if he is chasing a dog away: HAaVv

Go

1]

onéCome back frequently to remind me. 0
frustration of this rejection remind®edro of his provincial status and has a reverse effect
on him. Instead of trying harder to obtain the promised job, Pedro submerges himself into
the abyss of city pleasures, enjoying all the artistic and cultural possibilities that this new
space offerdiim. Among these practices will be the album, which will give Pedro an
opportunity to combine his literary and artistic inclinations with the social networks he is
starting to develop in Madrid.

Dinahds and Pedrods art eisthewiting prdjeetr est s
which is strongly linked to their participation in the album fashiohdMuse Di na h 6 s

literary venture is central for the totality of the narration, as it contributes to the depiction
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of her frustration because of the provalaieality to which she was condemned. Having
confessed to thabbéDuret her suffering and unhappiness with her life, Dinah receives
some advice from him that becomes the basis of the literary venture she is about to

undertake. He tells the provincialwaom t o fAconvertir ses mauvai

(Afexhale her evil thoughts in verseo; 63;
creation is the best way to deal with angu
mesure que les alexandrinsbouile nt dans | a t°tedo (Apain is

surge up in the braino; 63; Waring and Rud
her own name, but under a rmale Spanish pse
Dinahds first poenS@avsi |Jaani nlei,adz ,b eficPoangeusi te
popular in thedlépartementsf Allier, Nievre, and Cher. Publishedind £ c ho d,u Mor v
the sixhundred verse poem narrates the love tribulations of a stereotypically exotic
Spanishwomaflnameta i t er ar y gseariatarineudes BaMusea ¢ 6
specific stanzas and verses of Dinahés poe
afflicted Spanish womandéds story and of her

structure is momentarily altered, becoming a typeritital text that includes direct

Al t hough it is not accentuated in the novel, this
not accentuating it, Balzac keeps the Frenchpromi at i on in the spelling of @ADi
8Balzacdescribes 6 £Echo diun Moheamovel as an fiesp-hutmoisde revue
contre | 6indiff®rence provincial o (fia type of magaz
provincialidi f f er encedo; 63; Waring and Rudd 35). As Jani s
Sandbés Multiple Alpam/les&duajeparmmen@ nrewspapehas nedes been located

by critics. Glasgow wonders if Balzac created the name toagintwithL 5 Echo de | a Jeune Fr

where an article on George Sand had appeared on July 15, 1835 (220).
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guotes and passages of textual analysis of the poem. The story portrayed in the poem
conveys all of Dinahés anxieties about rel
and Aun sol dat normaikgd Hoentaafnt dmosrees
sol dier who won her | ove and carried her a
Rudd 37). The fAsombre ®nergiedo (Asomber en
an interpretation of Paquita as a preition of the dangerous corruption that will

dominate Dinah later on, when she follows her instincts in her relationship with

Lousteau, which starts with his album contribution

After the undeniable success of her first poematit@eDuret, who had originby

encouraged Dinahés poetic project, tells nh
of continuing: ANe faites plus rien, [é] v
po teo (AWrite no mor e, [ €] [ y]powtwi;l 16 7cea

Waring and Rudd 38). If she continues to write, Dinah would stop being a woman and
woul d become, not a man, but #Aun po teodo an
assigning the category of HApoet othdta a f e ma
woman could occupy this social role, which so blatantly flies in the face of gender

norms?

9 Similarly to the termécrivaing the notion opoétesséias become accepted and widely used in certain
French and Francophone contexts. Whilefitst one does not appear in thiegdsor de la langue francgaise

poétessel oes appear in two different entries. The first
is specified that this name has a tendency to be used with a pejorativeationndthey recommend to say:

Afcette femme est un grand po teo (Athat woman is a
is written in capital letters and is defined as Afe
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Defying the abbotds advice, Dinah write
literary success makes inevitable the comparison of her trajectory with thabgfes
Sand, who, like Dinah, used a male pseudonym to publish. Earlier in the novel, in the
first presentation of the protagonist, the narrator had already evoked Sand, when trying to
explain Dinahds superiority owe¢eSamismheer pr o
at that earlier section of the novel annou
harsh critique of what he classifies as a
that, as a result of their ambitions to acquire knowledgeymwamen have harmed their
feminine essencebasbled uh acvi eu rie o @itbe gl @ f s ent
32; Waring and Rudd 3Y.The indirect identification of Dinah asbasbleucould be
opposed to her role as alboum owner. Whileltagbleuismeepresented the desire of
women to develop their intellect, the album was frequently identified as a gendered
practice that evoked a superficial constitution of the female subject and did not

necessarily promote her ability to identify or enjoy superitwak. When describing

10 The derogatory notion dfasbleuemergd in nineteentitentury France to classify women with

intellectual or literary aspirations. As critic Christine Planté explains, this term was a French adaptation of

the Engilsitoltc kimlgye coined by Benjami n &ntourdge)i ngfl eet
(28). The metaphor contained in the idedasbleuimplied that the women accused of it had given up

their femininity in exchange for the possibility of obtaining knowledge and being able to produce literature.

Bar bey doé Aur e \thisphenomahen é sectiart irethte fifth olume of his colledties

fuvres et( U877 )h.omens hi s examination of this tendenc
intentions of women writers, questions their aptitude for literary creation, and aesdaie effects that

their defiance of typical gender roles was having on the constitution of ninetsithry French society.

AfLes femmes qui ®crivent ne sont plus demoihsedenmes, 0 a
prétention et manqués Ce sont des Basleus.Basbleue st mascul i ndo (AiWomen who w
women anymore, they are mémt least that is what they pretend, and failed! They arebass.Basbleu
is masculineo; 29, italics in the original).



Dinahds success in her | iterary gestur e, B
reference of Sand. According to him, Sandb©d
awakened the interest of people all over France in reziognand honoring female

talent. This is the origin of Dinahds own

and adjacent towns. These new female aspiring writers are identified in the novel as

ADiIi xi mes Muses, 0O young wounewue paisiblepahumd been
sembl ant de gloireo (Atempted from a silen
392 The reference to the ADiIi xi mes MusesoO i s

presentation of the album in the novel, since this notion bextimemain insult that
Lousteau uses against Dinah, which symbolically invalidates the relationship that started

with an album contribution.

Bal zac 6s u s dentifyfprovinoml asgring writers (and the location of this figure specifically

in a Ad®partemento) could have its origilbm in a decl
Muse In the dedicatory letter sent to her convent friend Jane Bawathithe novelLa Marrainein 1829,
Sand decl ared: AAussi Dieu me garde de jamais me | a

lauriers du Pinde couronner mon front, dujgsétre appellée la muse de mon département, titre si envié

par toute €mme de province qui sait lire passablement dans le Heures de son diocése et qui peut écrire un
billet déinvitation sans faire plus de trois fautes
entering the domai n of urploshauld gover ngybrew evenfif | veetetobeo f Pi n d a
called the muse of my département, a title envied by any woman of the provinces who can read passably

the Hours of her diocese and who can write an invitation without making more than three spelling

mistakes ; Cr e e@).ILinking it ekclusively to poetry (and, certainly, to the romanticism that the

genre implies), Sand uses the notion of fAmuseod i n a
women who can only perform activities that require aiminm of grammatical or literary knowledge.

Even though Sand wanted to escape from this categorization, Balzac imposes it on her through the
connection he establishes between her and Dinah. | f
thatofSad, and Dinah was the fimuse of the department, 0O
though she was aware of the implications of this term and had rejected it directly. Various critics, among

which Annette Smith and Thierry Bodin, coincide in ideyitify Caroline Marbouty, French writer who

used the pseudonym of Calire Brune, as another potential model for the character of Dinah de la Baudraye.
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The popularity of Jan Diaz inevitably leads to the discovery of the real identity of
the writer hidden behind thaseudonym. The habitants of Sancerre celebrate the news
that Madame de la Baudraye is the real Jan Diaz as a sign of progress and artistic
development for their town. One person, contrary to the people of Sancerre, does not
cel ebr at e Di nwvatér.dHsr hisshaodeRolgdsre ded.a Baudraye, is
extremely offended after the revelation of
un coup mortel de cette gloireo (Afelt her
Monsieur de La Baudrayellea zes t hat Paquitads misfortun
own unhappiness in their marriage, and he cannot hide his rancor. Feeling judged and
deval ued, Dinah makes a radical decision r
avait eu dlolrd ded ®rrdmiet: de ne jamais faire
saw that she had done wrong in writing, she vowed never to write another line, and she
kept her vowo; 71; Waring and Rudd 43). Di
thoughts inb words, creating the poetry that so deeply perturbed her husband. She
decides never to write again, in an effort to silence the desperate voice that denounces the
misery of her provincial life. Thus, Polydore de La Baudraye succeeds in his indirect
reques , annulling Dinahés gesture ofabb&r i ting
Duret, another male figure, had initially
word and her expression through the poetic art. Howevea, thd @&ange of heart,

combined with her husbandés wounded pride
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reiterates male power, especially that of
authority over the gifted woman.

From now on, Dinah will need a substitute for thisef@iproject, a new venture
that would allow her to materialize her intellectual impulse, an activity that would
combine her fascination for art, collection, and literature. This new practice will be the
album.

For Pedro, it is his active lifestyle andonstant movement between the theater,
the public dances, and the Atertuliao (fAco
perspectives and prepare him to dedicate himself to his own literary prodifdtidris
constant study of Spanish and Frenlagssics, Pedro inadvertently memaorizes the content
of many of his favorites, eventually reproducing them in his own literary works. While he
is amazed by his own work thinking it superior and original, his friend Matica helps him
realize that his best wititg attempts are simply copies of important Spanish writers such

as Manuel Breton de los Herreros and José Zorrilla. Because of his inability to innovate

in his I|iterature, Matica recommends that

(Apoegpdrci mgd) unt il he has devel oped his ov
subjects that belong to other writers: HApu
al guimia, |l os entendi do stcduldgaimany gaisean a pal

?Pedrods enjoyment of coffee shops and of having co
artic | e AEl caf®, 0 who |ikes going to ficaf®s0 mainly
details, see note 19 in the first chapter of this study.

32z



alchemy among ignorant peopke,bh e knowl edgeabl e peopl e woul

Thus, Pedro decides to keep his literary attempts private, in a gesture that reveals his

consciousness of their potential for the future. Contrary to his denial of his poetic

production when Clara asked him about this back in the mountain, Pedro is now sharing

his writings, and even following advice that will help him to successfully publish them in

the future. Dinah had to annul her writing because, as a woman, she was no¢dtippos

show any type of intellectual or artistic

temporarily suspended. This strategy will reassure the future quality of his work, in order

to make it ready for its future publication.

3. On Dinahde AMaagrapheso and Pedrobds Pra
For Pedro, it would not be so difficult to materialize the album exchange, as he is

in the city, where this practice was extremely popular. Dinah, on the contrary, will need

to use her cleverness and cresime strategies that will allow her to advance her album

project. This is the origin of yet another project, one that will bring two potential album

contributors to Sancerre. Dinah has heard

particularly about l§ numerous affairs with actresses, and has become infatuated with

him. A journalist, Lousteau fAsignait |l e fe

(Asigned his name to contributions to a pa

Waring and Rudd}@ It is possible to establish a link between the profession of the male

protagonist of Balzacdéds novel and that of

from a social perspective. Jouy and Larra were also journalists, and their essays on the
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album appeared initially innewspaperdn those essays, Jouy and Larra potrtray this

practice from a mainly contemptuous point of view, stressing the bother that it meant for

male contributors and how it emblematized the superficiality of female owners. As we

will see in the album exchange that takes plat@iNluse Lousteau certainly shares

Jouyds and Larrads perspective of the al bu
contribution. Interestingly, Berthier establishes a comparison between the fictiona

character of Lousteau and Balzac himself. Berthier points out that they are both the same
age and that Lousteauds remar ks about his
as revealed in his correspondence and in his writing (121).

With a very diferent profile, Bianchon, the second guest that Dinah invites to
Sancerre, is Ad® " premier m®decin dbéun h?
membre de | 6Acad®mi e des sciences, 0 and Av
already chief physiciarota hospital, officer of the Légion of Honor, and member of the
Academy of Sciences, had just been made a
to convince Bianchon and Lousteaoyntransformed into busy pseuBarisians, to
return to their hometomw Dinah proposes that in the next election, the people of Sancerre
vote for one of the two celebrities to be the representative paye  Onl y t he Af er
sup®rieure de | 6arrondi ssemento could have
minimal chance fosuccess, but that would certainly achieve her goal of bringing the two
men to the province. Convinced of the importance of the potential position, Bianchon and

Lousteau (who are not rivals, but allies in this provincial adventure) arrive in Sancerre in
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September 1836, completing a movement from the city to the province that is opposite to
the one typically portrayed in nineteertténtury novels, includinfedro Sanchez

The opposition between Paris and the province, present throughout the whole
novel, isone of the main conversation topics between Dinah, Bianchon, and Lousteau.
Dinah reveals to them her disdain for provincial life and the tedium it implies for her. The
restricted selection of activities to enjoy and of people with whom to establish
relations hi ps provokes an exasperating monoton
joue aux cartes le soir, on danse pendant douze années avec les mémes personnes, dans
l es m°mes salons, aux m°mes ®poqueso (AThe
sameprtners for twelve years running, in thi
Waring and Rudd 48). Bianchon and Lousteau certainly understand and sympathize with
Dinahdés complaints, since they have themse
successfuln the city. It is understandable that Dinah feels the need to find new social
practices, in order to escape from her dull, repetitive daily life in Sancerre. The album
serves her then as a fleeting escape from her circumstances, offering her access to more
consistent social exchanges (due to the gesture of asking for contributions) and to a whole
different level of intellectual and artistic production (through the entries collected in the
book).

The chapter ofa Musein which the album appears for thesfitime is entitled
ALe diable emporte | es albumso (AAl bums be

instance to convey, through the fictional construction of the novel, his own opinion about
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the album. Many nineteenttentury writers felt pestered blyet album fashion because
women would frequently ask them for contributions. Balzac was one of the writers who
publicly expressed his annoyance with this
diable tous |l es al bumso ( flB)d’Arhoadthe wi t h al |
multiple writers who denounced the abuses committed by women through the album
trend there was also José Zorrilla, who stated that he had been solicited for album
contributions a total of 188,000 times in his life (Gahete Jurado 60). Tintbagnask of
the fictional narrator, the title Balzac gives this chapter echoes his own feelings about this
practice, transmitting the contempt he displayed for the album in real life into the literary
world of La Comédie humaine Bal zacd6sDdeahésptusenobfthe a
responds to the stereotypical view of it in which the female owners were interested in this
fashion only for the delight of receiving constant reminders of their beauty and moral
values through the written contributions of archrs.

After his first encounter with the polemical and intense Madame de La Baudraye,
Lousteau is not impressed by the superiority that everyone praises in Dinah. When Gatien

Boirouge, one of Dinahés provinciolaHe admire

Bl'n his article about the album Michael sPakenham af
Al bumphiles et |l es Al bumphobes. Gu re ®tonnant que
(AThere was a bitter struggl eHaflgsunpresiagthatBhlzaw mphi | es a
declared: O0To hell wit h et PakeaHam dogs:dt iicluBesak e nham 113) .

bibliographical reference to such an important declaration. In my meeting with him in Paris in May 13,
2012, | pointed out to Pakenham that this quote from Balzac did not have the proper citation information in
his article He was very surprised to realize he had forgotten to include it, and told me that he did not
remember where he had found the quote (Pakenham Personal interview).
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ideali zed woman he responds with disdain:
Sancerre en est tout bonnement | a plus bayv

of Sancerre i s si mpl-$2; Wdrieg aglRedd j2Extrdmely hat t er

of fended, Boirouge reveals Lousteauds 1insu
the journalistds i mpression of her, Di nah
However, Madame de La Baudr ayesouwdinadeagtees her
haut eur en pensant ° son al bumo (Asuddenly

82 Waring and Rudd 53). She cannot bear any rancor against Lousteau because she
knows that she will need his contribution to advance her alburaqbroj

The first mention of the album determines the sarcastic tone that the whole
presentation of this object wildl have i n t
Baudraye avait donné dans la manie des autographes: elle possédait un volume oblong
qguimért ait dbéautant mieux son nom, gque | es de
(AMadame de La Baudraye had caught the man
volume which deserved the name of album better than most, dhitd® of the pages
werestli bl anko; 82; Waring and Rudd 53). Bal z
and personal project as a fAmanie, 0 an obse
participation in the album exchange, it is
impostion of the album as a fashion that women all over France wanted to adopt.
However, considering the humorous tone that Balzac uses to depict the album, it is

possible to read also an insinuation about



life in Sancere, shaped by a failed marriage and frustrated intellectual projects, could
have easily promoted the development of a fixation with the collection of autographs. She
is certainly now the ideal subject for any fixation that might provide her with a mental
escape form her provincial condition.

Referring to the Latin etymology of the
Dinahdés had two thirds of its pages compl e
about the positive connotation for women to havetrabthe pages of their albums still
white. This would be understandable considering the limited quantity of social
connections that she has in her provincial
other than her few male admirers and the occasiona guest in her salon? Ironically,
right after this sarcastic remark about the scarcity of entries in her aloum, Balzac gives a
list of all the renowned writers, musicians and sculptors who have contributed to her
album. Dinah had given her album to héerid Anna for three months and, because she
lived in Paris, she had been able to collect multiple entries:

une ligne de Rossini, six mesures de Meyerbeer, les quatre vers que Victor Hugo

met sur tous les album$une strophe de Lamartine, un mot de Bérar@alypso

ne pouvait se con gwtlpa GeodeiSand®gs famdux veré Ul y s

ur | e parapluie par Scribe, une phrase
ul

S
J es Dupr®, | a signature de David do6éAnN

41 was able to find a contribution by Victor Hugo in the album that belonged to Mariadeh&t, kept at

the Biblioth Hpwe 6cke elnGArysemalt.hi s al bum was not one
of his poem fiCe si cle availtesdewxiadn:se,sdDdidmadutnoohere i n
déune m re, amburebuke Rainnmerveill eux qubdun dieu p
servie au paternel foyer! | CH®Obhun henlavea off arat met |
no one forgets! / Marvelous bread that a god shares and multipkddé always ready in the paternal

household / Each one has hAlbsmdeWMariagedMartchgsand t hey al |
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a line from Rossini, six bars written by Meyerbeer, the four lines that Victor Hugo

writes in every album, a verse form Lamartine, a few words from Béranger:

Calypso ne pouvait se(fctomes oflierrs td uw adr®jpsa rc

AT®l ®maqueodo)r ywei Saerd, bgc Gebeds famous |

sentence from Charles Nodier, an outline of distance by Jules Dupré, the signature

of David do6Angers, and three notes writ

53)

Messieurs de Clagny and Gravier,twd Di nahés more fervent
followers, helped her in the search for contributions, taking her album on their trips to the
French capital to obtain entries for it at the social events they attended. To the list of
contributors that Annahad already § t en f or Dinahoés al bum, de
Lacenaire, Fieschi, Mllesic) Mars, George, Taglioni, Grisi, Frédérick Lemaitre,

Monr os e, Bouf f ®, Ri bini, Labl ache, Nourrit
courte de Napol ®omwmrot (rMatne elxy r daned lyeono; 8 3;

Sever al aspects of this description of
Bal zac claims the majority of the pages in
wants to ridicule the most redgproject of the superior woman of Sancerre. The long list

of writers, artists, and even political figures who have added entries to the album proves

that its pages must have been full of signatures, poetry, and music that, as Larra declared

regardingthd uncti on of al bum contributions, have
hoja | a calidad de bl ancoo (fipage by page
Bal zac establishes his vision of this prac

album & another one of her failed provincial projects.



Bal zacbds description of Dinahdéds al bum a
transformation of the established dynamic regarding the contact required between the
album owner and their acquaintances fer itmaterialization of the aloum exchange. The
album owner was supposed to ask potential contributors directly, and preferably in
person, if they would add something to the album and personally give them th¥ book.
t he case of Di na hayents mtertupt tims transactioa. Madametde tan a
Baudraye does not request the contributions for her book herself, but through three
friends who transmit her verbal message and physical gesture of giving the album to the
artists who would add somethingiint . Thi s circumstance i s due
limitations and the impossibility of going to Paris to ask for the contributions directly.
Although, as Larra suggests and other literary texts portray, many of the contributions in
albumscouldrepreset t he owner 6s senti ment al relatio
improbable, since she is not obtaining these contributions in person. Even if she were
able to move around freely and had access to the French capital, she probably would not
have been abl® obtain all these entries because she lacks the social connections
necessary to meet the artists whose entries Anna, de Clagny, and Gravier had been able to

obtain. It is particularly notable that the three mediators are individuals who possess

151 make this exception because, as | mentioned in the previous chapter, Larra says that the album could be

sent withthe foohan t o the person who was going to make the
con el | acayo de una parte a otrad (Athe album is a
329). This implies that, if the footman is taking the album, tiyeest for the contribution was not

necessarily made in person, but probably in a letter sent by mail caiteade visitdeft at the potential
contributoro6és house. This seems to bleumtdhe case in d
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differentadvantages over Dinah. Anna is already a true Parisian, married to a
businessman, and more stylish and fashionable than the provincial woman. Messieurs de
Clagny and Gravier, notwithstanding the fact that they are in love with Dinah, have some
advantage er her at the moment when they are in the French capital, having left her
back in Sancerre. Thus, the three characte
purpose of this practice and minimizing her efforts to obtain contributions. We never
know if Dinah is responsible for other contributions in the book (besides those she
requested to Bianchon and Lousteau), because the ones gathered by her friends
overshadow in the narration the ones she might have obtained in Sancerre.

Besides the names of theadist wh o contri buted to Dinaho
not get much information about the contributions themselves, their content, their length,
or other details about their structure. It is clear, however, that there is a diversity of
entries. Therearelindsii | i gneso), signatures, verses, S
scores, and even letters. This corresponds with what | discovered in actual nineteenth
century albums. There were poems, and, thus, verses and stanzas, in practically all of the
albums | casulted. In addition to the poetic production prevalent in albums, | also
examined letters, like the omgitten by Victor Hugo for Jos#&laria de Heredia and
included by Madame de Heredia in her aloum. Some of the albums | studied had also
complete sectianof signatures that sometimes covered several pages and featured the
names of important political figures. | found this specifically in the alboums of Ramén

Pérez Costales and Dolores Saravia. The music scores were certainly one of the most
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