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16 ARANTXA ASCUNCE

what he described as heroic poets, including Filippo Tommaso Mari-
netti, Walt Whitman, Gabriele D’Annunzio, Homer, and Maragall.
While the proposals Salvat makes in his manifesto were less
iconoclastic than those of Marinetti, it was nevertheless reprinted and
commented on by several Italian magazines (Anderson 165). However,
it is important to note that this first Catalan Futurist manifesto was
not reproduced in any of the Madrid magazines. Given the already
discussed direct contact and collaboration between Salvat and Vando-
Villar and de Torre, it is probable that these two important figures of
the Castilian avant-garde were at least aware of Salvat’s initiatives.

In order to better contextualize Salvat’s five Castilian poems and
the significance of their publication in a distinct moment in time, it is
important to emphasize the vital distinction Salvat makes in his
Futurist manifesto between those he calls “poets” and “Poets.” He
claims that “Poets” are poets of today, not have yesterday, and calls
for them to sing today as if it were today. Today’s “Poets” no longer
have to measure verses or count syllables, although they can rhyme if
they please as long as they are valiant, heroic, and sincere:

Jo us invito, poetes, a que sigueu futurs, és a dir, immortals. A que canteu avui
com el dia d’avui. Que no mideu els versos, ni els compteu amb els dits, ni els
cobreu amb diners. Vivim sempre de nou. El dema és més bell sempre que el
passat. I si voleu rimar, podeu rimar: perd sigueu Poetes, Poetes amb
Majiscula: altius, valents, heroics i sobretot sincers. (Mots-propis 82)

This Futurist manifesto differs greatly from Marinetti’s technically
explicit manifesto. Salvat’s version is more charged with morality while
more diluted in terms of specifics. The first Catalan Futurist manifesto,
however, does calls for a poetry which is more experimental than that
offered by the Noucentistes, and which is also experiential, based on the
lived, day-to-day experiences and observations of the poet. Salvat
places emphasis on the future rather than on the past. Is the future for
Salvat in Madrid? According to his own guidelines, can we consider
him a poet of today and tomorrow? The next question then becomes
whether the five Grecia poems uphold the values Salvat defined in his
contemporaneous Futurist manifesto.

At first glance, each of these texts share several characteristics;
some of those traits are Futurist but others are not. Futurist qualities
(although not uniquely Futurist) include the use of free verse, the lack
of rhyme, and the minimization or elimination of punctuation. All of
these poems adopt the Futurist practice of “parole in libert3,” or,
words-in-freedom: series of unconnected words without connecting
strings. Three of the poems include entire lines in upper-case type but
are a far cry from the typographical experimentation explicit in some of












20 ARANTXA ASCUNCE

Similarly, in the following verse, the “salacot,” a traditional Filipino
hat resembling a pith helmet, was adopted into the uniform of the
Spanish military precisely during the Melilla War, thus confirming its
direct reference to the Spanish military. This hat that trembles suggests
a fearful Spanish army hiding behind the curve of the Moroccan palm
trees. This image of fear is juxtaposed with the following image: that of
an Arabic woman screeching out in fearful song.

Omitting the use of conjunctions, this image of the screaming
woman leads us to a related image: the Arabic market, that when 1t
opens for business it too shrieks in song similar to the sounds of an
explosive jazz-band. The following image of Arabic swords so tall
that they seem to hang from the sky, calls for multiple interpretations.
Given the curved shape of this particular sword, the poem states that
they hang from the sky like the crescent shaped moon —one of the two
symbols for the nation of Islam, the other being the star. This image
of the crescent moon could also be in reference to the sight of these
swords hanging for sale in the Arab market. Or perhaps this image
refers to that of the Moroccans holding their upraised daggers thus
producing the effect of a crescent moon hanging in the sky. In the last
two lines, the khaki-colored uniform of the Spanish troops has the
color of dust that the Moors step upon with their slippers. The color
khaki recalls the function of the uniforms to serve as camouflage;
however, the tone of the poem suggests that these Spanish soldiers do
not blend into the Moroccan landscape at all. Khaki is also the color
of the dust on the uniforms from the surrounding dry environment
that stains the uniforms of the Spanish soldiers. The poem concludes
as the two sides, the Spaniards and the Moroccans, dissolve into
the same dust, that which stains both the soldiers’ uniforms and the
slippers of the Moors. If this “cancién de gesta” follows the model of
the genre there must be a hero in this poem. While the poem ends
making reference to the Moors the tone of the poem suggests that
neither the Spanish nor the Moors are victorious.

Despite its title, “Madrigal,” published alongside “Cancién de
gesta” in the same issue of Grecia, may not have been meant to be
taken seriously. This poem is distinct from the other four in that its
primary subject is a woman. But this is a Futurist, mechanized
woman, with polychrome breasts and wire-like hair.

The poem opens with three localized images: a drop of breast
milk (like a gem), a (multicolored) mammaliferous breast, and a
nipple. The presence of milk on the breast, suggestive of lactation, lies
in contrast to its referred “sleeping” state. Dormancy here must refer
to the sleeping woman who is slumbering while the poet observes her.
The use of the word “polychrome,” a term usually used to describe
sculptural or decorative objects that are finished or decorated with












































