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Introductian
With the advent of women's liberatrion, feminine critics
began scouring the pages of literature in search of

discrimination toward the emerging female, Writers began

substituting "person" for "man," and women proudly assumed
the title Ms, Yet in the scramble to achieve equal literary
representation, feminists have overlooked the more positive
representations of women in the development of a literature,
Although it is true that gfttimes woman has received cursory
and even accessory treatment in a particular novel or play,
she has played a significant role throughout the development
of a culture's literature. In reality, she has often been
treated with reverence beyond the grasp of a mere mortal.

Spanish literature demonstrates an appreciation of the

. . . P
uniqueness of woman from the heroic lines of Poema de Mio

Cid to the social frustrations of El amor es un juego

solitario. Though influenced by gocial attitudes and
political upheavals, woman's role in Spanish literature has
long been established, Admittedly, the role was hardly that
of a liberated freewoman, but Spanish literature has long
held a vigorous attitude toward woman. She has often been
characterized by strength and independence, albeit limited
by the social and moral confines of the times.,

As early as 1524, a Spanish priest wrote La Lozana
dndaluza, the history of a Cordovan woman who was known not
only by her noble birth, but by her intelligence,
experience, and knowledge. She was "lozana;" beautiful,

elegant, vivacious, and frank (Ellis 97). Historically,
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.i Spanish women have been independent., In Fourth Ceatury

f: §pain, women insisted on maintaining their own names in

marriage (Ellis 96). Hence, the now famoua painter
Velf:quez is known to us by his mother's apellido. Alao
notably, it was Lope de Vega and not Shakespeare who could.
g§ive his women's roles to women, for Spanish women were
pioneers on the stage. It was in Spain that women firat
vere allowed to perform on stage, circa 1534 (Ellie 100).
And, yes, it is true that many Spanish women willingly
entered the convent and gained fame as did Senta Teresa de
Jesus in the Sixteenth Century; but othera willingly left to
achieve fame in other spheres of endeavor. The most
striking example was Dona Maria de Gaucin who left the
convent in the Nineteenth Century to become a renowned
torera (Ellis 10l). The women of Spain have been vitally
interested in the destiny of Spain long before social
awareness was fashionable., Concepcién Arenal defied the
law, donned men's clothing to attend the univeraity and
became a noted legder of so0cial and moral reforms in
Nineteenth Century Spain.

Admittedly, the list of achievements of Spanish women
throughout the ages goes on., Since the literature of a
people reflects the socigl, moral, and even political tone
of a particular time, this study will examine the nature of
wvoman's role in the various time periods of Spanish
literature from the Middle Ages through the Twentieth

Century. Because of the limitations of time and space, this



author has selected works to represent each time period,
:izlhese examples are by no means exclusive, but they have been
iaalected to emphasize those qualities which have remained
_?;onstant throughout the centuries and to introduce specific
E Spanish stereotypea. Thie etudy will treat the selacted

E vorks individually with a concluding overview of woman's
role in Spanish literature.

Before examining specific workse in Spanish literature,
it will be useful to examine universal images of woman in
é_literature. Since literature both reflects and helps create
t‘reality, the impact of these various images has been

substantial. The literary term "gtereotype”™ will be
frequently used to refer to a particular image, and it is
important to remember that this term has both positive and
negative connotations., A stereotype is a mental image which
i1a formed by creating a character from a set pf attributes
which may be exhibited by a particular groap (Ferguson 5-6).
IThis, in and of itself, is not denigrating. Stereotypical
thinking is necesesary in the esocialigation process of
finding a role model. It is only when the stereotype

becomes inflexible, ignoring individual differences, that it
is discriminatory. There are eight baeic female stereoctypes
which one may look for while examining the nature of woman
in Spanish literature.

Perhaps the earliesat image of woman wvas the Mother.

The Mother image reflects a near perfect aura, for ahe is

the giver of life, the comforter, the source of pleasure and



i

#
3
.E:
3

comfort (Ferguson 6), She is often treated with extreme

® reverence and awe, 8 perfect creature such as the Virgin

Mary or other goddess-like form. On the contrary, it is
through woman that man is condemned gud the curae of
Original Sin weighs heavily on the image of Mother.

The second womanly image is that of Wife., Originally,
the Wife and the ensuing children were regarded as property.
Ag early as the myth of Cupid and Psyche (Ferguson 12), the
eubmissive wife was held as the ideal of beauty, passivity,
acknovwledged inferiority, and total obedience to one's
spaater (husband). The images of Wife and Mother seem to
overlap, but it should be noted that those qualities
desirable in a Mother (aggreseion and domination) are most
undesirable in a Wife. Feminine domination in any of the
common stereotypes is often considered a threat to man's
virility, Maternal domination is considered unnatural and
is held responsible for man's neuroses (a la Freud) while
wifely domination creates the literary shrew or "bitch"
(Perguson 17), Woman'e failure to aubmit to man's
domination and to fulfill her "natural" role has been the
dource of conflict throughout the ages.

In addition to the family images of Mother and Wife, the
image of Daughter is an important one in Spanish literature.
Although not always considered a separate image from that of
Mother and Wife, the Daughter projects qualities which are
uniquely hers. In early literature, the Daughter was rarely

considered more than property; and she waa useful only in



:l establishment of beneficlal marriage alliasnces. Later,

daughter came to be the symbol of obedience to one's

ents; and ehe reflected the tradition of Spaniah society.

;h;as gsecluded from society inm the convent for her

ucation gnd then isolated in the home awaiting her

rents' gelection of a suitable mate. The Daughter'se

;itruggle to be free to fulfill her own desires was

?tepreaented by her rebellion against this tradition.

The fourth imsge is that of the Seductress/Mistress.

' Because woman is the source of man's condemnation, her

é_overwhelming attractiveness exonerates man for his weakness

in succumbing te her (Ferguson 7)., Thie image has a dual

nature. The Seductress is avare of her powers and uses them

consciously to manipulate man in order to fulfill her own

desires, The Mistrese, on the other hand, plays the more

passive role of Sex Object, She is the victim of man's

desire and is apathetic to her potential power over him.
The image of the 0Old Maid is rarely seen aa a main

5 character unless she iz a nun or a witch with special

r

: powers. She is often a character to be pitied or ridiculed
{Ferguson 9). Her thin and emaciated body symbolizes her
impotence and withdrawal from the mainetream of life, 8he
is different from the "normal" images of woman snd paya a
high price for her nonconformity. The assumption that this
voman can be neither happy nor fulfilled is a reminder that

literature is not always an accurate reflection of 1life.



The Educated Woman, like the (0ld Maid, has often been
d suspect and hae bean the butt of literary disdain,
il quite recently, she has been viewed as an unattractive
f;rration in literary works, Although rarely seen in early
;;terature, the Educated Woman is becoming lees an oddity as
m-iversal education becomes the norm in scciety.
A aimilar image ie that of the Lady, who is really a
?Eocial rather thanm a biological creation., Her parentage has
fjeteruined her position which in turn influencee the actiona
:lnd attitudes of others toward her. This particular image
:ia moat influenced by the social and political climate of
3the times and finde prominence during times of political
;;Ealm. In Spanish literature, the title dona and dama
-9ref1ect Bocial status and project the image of Lady.
Finally, a new image of woman seems to be emerging in
licerature: the Liberated Woman. She often creates
conflict and hostility as she uses men as ruthlesaly as men
have used her predecessors. Her deliberate attempts at
conscipousness raising have taken her beyond the scope of
previously defined images and have created an awareness of
the conflict created by the multiplicity of roles assumed by
any one woman (Ferguson 20)., The Liberated Woman is an
encompassing image which seems to absorb and to supercede
previously defined stereotypes.
. While these eight images of woman are considered by some
to be the stereotypical limitations of woman in literature,

the author diecovered in this study that the nature of woman



.ispaniah literature was by no weans limited to these eight
'f;es. Many of the major female charactere in Spaniah
"erature exhibited some of the characteristics of these
:Qreotypes; however, Spanish authore provided a greater
'Triety of female images than these eight would suggest. Ad
¢ paper progresses, the nature of woman in Spanish
Biterature will emerge., Undoubtedly, some qualities will
.;evelop into fullness during a particular time period while
others may remain constant throughout the evolution of the
illterature. Thia study will focus on woman's role as
idefined by the traditional stereotypical roles ans well as
additionsl roles found in Spaniseh literature.

| Whetever the final analyeis, womsn's role in the
development of Spanish literature has been significant, and
the clarification of her role will help ue better understand

Spsin and her literature,

2



Chapter 1
The Middle Ages

Historically, the Middle Ages begina with the fall of

he Roman Empire (476 AD) and continues until the advent of
:ﬂdern times (1492 AD). In literary terms, however, the
.velopment of a truly national literature in Spain doea not
.fegin uﬁtil sbout the year 1000 AD. The literature of thiae
f@ime reflects the crisie of a feudal state in its final

b stages and the efforts of the Reconquista to recapture the

iland from Moorish invaders. It was the age of confusion and
I;conquest, of fortified cities and castles, of plunder and

E power which often pitted estate owners against the King,
:vassals againat the feudal lorde, and even village against
village.

The attitude of medieval man discouraged speculation and
originality. Medieval man believed that the world had
always been, was, and would be exactly as he gaw it
(Pattison l: 9), There was no logic in change and no
apparent concern for social problems. To medieval man, life
was contemptible and useful only as a preparation for
eternity., Despite this unproductive attitude, the Middle
Ages may be regarded as a retarded age but not as a sterile
one (Chandler 22). Although the literature did reflect the
times, it sought to bring order to the confusion and to
promote human endeavor.

The study of waman in Spanish literature begins in the

Middle Aged with examination of three selected worka.



frot, Poems de Mio Cid is representative of a nation in

i;nation. Realiem, so prevalent throughout the developument
iuSpanish literature, first appears in Bl Cid. Through the

_;es of the people, one glimpsea a view of the Reconquiata

racterized by tolerance and the democratic spirit. The

i:age of woman projected by El Cid is that of Wife and

jestablished. Her image is the source of her husband's
fwtrength and provides much of the motivation for his
?gxploits. Though medieval womwan does not rank equal to man,

f her contribution is recognized in Poema de Mio Cid., The

F second work, Milagros de Nuestra Sefiors by Gonzale de

f Berceo, the first recognized Spanish poet, demonstrates the
element of dualism, the Spaniseh tendency to mix the human
sad the divine (Chandler 17). It is in Milagros that a
Special image of woman is established, that of the Virgin
Mary., 5She projects gn image of perfect Motherhood. This
lofty image ie unattainable by the common woman, but it
8erves g8 8 source of inepiration to the believer. Unlike
an earthly mother, Nuestra Sehora never fails to comfort Her
children or to reward those who serve Her. An entire genre
of Marian literature (literature devoted to the Virgin Mary)

has developed within literature. The third to be considered

is El libro de buen amor, by Juan Ruiz, the Archpriest of

Hita. 1In a time when men are preoccupied with sin and
death, E1 libro breathes a fresh spirit of vitality and

pleasure for living. In the study of woman, El libro



10

ognizes the conflict between the perfection dewanded by
Church, exemplified by the Virgin Mary, and the
”“lrfection of the human spirit. In El1 libro, Spanish

lterature receives the image of the Trotaconventoa, the

ptotypical female go-between popular in Spanieh
rterature. Woman is aleso portrayed as a Sex Objeet, the
'flire of man's baser nature, and while Bsinging praiees to
?.e Virgin Mary, El libro satirizes the exceases of the
;edieval Church. A final image of woman found in E]l libro
43 an exaggerated, though humorous, portrait of the country
bgirl., From the beginning of Spanish literature, woman has
een vieved 88 a multi-faceted character, her place firmly
;eltablished. The study of wowman in Spanish literature

f begins with Poema de M{o Cid and its image of woman as Wife

I’ and Daughter.

Poema de Mio Cid, the earliest existing work in the

fpanish language (1140-1200 AD), is a cantar de gesta, an

epic song shared by minstrels which tells the story of great
and heroic deede (Stamm 31), Unlike the superhuman hero of
similar French epics, El Cid portrays a real man, s man
capable of deep, human emotion a8 well as strength and
courage. El Cid, the story of E1 Cid Campeador, Ruy piaz de
Vivar, reflects an attitude of social change and increased
tolerance for individual effort. There are basically three
images of woman to be considered: Wife, Daughter, and the

Virgin Mary.
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FProm the beginning of the saga, El Cid's wife Ddna

ena is establisehed as an important figure., After El Cid
rns of his banishment, he prepares for exile, arranges
the eafekeeping of his family and goes to bid them
;rewell. He finds Dofa Jimena praying to St. Peter and to
pd for his protection; and although Dona Jimena greets El
fid as one would greet his master, the warm relationship
etween hueband and wife is reflected by ELl Cid'e bitter
eeping at the parting (Michael 36: 274-281). The depth of
_li Cid'e sorrow at being separated from his wife is compared
%to the pulling of a "fingernail from the flesh” (Northup
f43).

Dofa Jimena is more than a member of the household, She
:i. an integral part of his being. An underlying motivation
.;for El Cid'e heroic deeds is hie desire to pravide well for
i-hia wife., This desire is exemplified by his family'e
triumphant entry into Valencia. The arrival of El Cid's
family symbolizes his return to power and underscores the
importance El Cid aseigns to his wife. El Cid greets his
family tearfully (Michael 106: 1595-1600) as he proudly
sphows them the fortune he has won for them. An additional
opportunity to impress Doha Jimena comes when a group of
infidels camps near Vslencia. Now he can ehow her "cdmo ae
gana el pan" (Michael 108: 1643), He can dramatically
demonstrate how he earns his living on the battlefield

: during hie exile by conquering the Moorish invaders aund

confincgting their wealth. El Gid confides to his wife,
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récem' el coragon porque estades delant" (Michael 108:
B55). No other medieval hero would dare express his
é.lling dependence on a woman. El Cid not only freely
rlcomes Doha Jimena's strength, but proudly, as a son to a
.-ther, seeks her approval.

The reader must remember that in the Middle Ages courage
2 a8 established on the battlefield and fortune was counted

¥ a8 the spoils of conquest. The battlefield was the realm of
j» man alone, yet El Cid makes it clear that his exploits are
motivated by a two-fold desire: first, to re-establish his

favor with the King and second, to please his wife. When El

.&‘f.-_

¢ . Cid returns vigcteorious from the battle, he kneels at her
feet and offers her the battle he has won. He also
remembers Dofa Jimena's ladies~in-waiting with a apecial
reward much as he would reward his faithful warriors,

The story of Doha Jimena doee not end with the Poema,
Historically, it is she who is credited with briaging the
body of the hero to be interred at the monastery of San
Pedro de Cardena in 1102 AD. The interment, coupled with
generous gifte to the monastery, gave rise to the literary
tradition of El Cid, as well a2 a tomb cult which carried on
his legend (Michael 2)., It may be surmised that because of
Dona Jimena, wife of the legendary hero, El Cid's story
received the attention of Per Abbat in the 13th Century and

wvas passed on to modern times. With Poema de Mio Cid, the

image of woman as Wife gaine prominence and respect in the

very beginninga of Spanish literature.
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Apart from their vrole as membere of the family, Elvira
80l, the daughters of El Cid, play an important role in
Poewa. During the Middle Ages, wealth and power were
;i;blished on the battlefield; and saince daughters were
f;leaa as varriors, medieval man might be tempted to ignore
:l daughters unless they could provide a useful alliance
.rough marriage. Yet, El Cid regards his daughtera

anderly and protectively. They represent movre than mere
roperty to their father.

Throughout the Poema, El Cid is the perfect

bpaterfamilias, yearning for veunion with his fawily and

5llassing great wealth to marry his daughters well (Northup
56?). Even when offered an advantageous marriage contract by
éthe Infantes de Carriom, El Cid's firet concern is his
;daughtera' happinese and well-being. El1 Cid ie hesitant to
dccept the marriage proposal because the Infantes are
relatives of his old enemy Garcia Ordéfez, and their
attitude ie repugnant to him (Brenan 43). Although it
brings an elevation of social status, he only reluctantly
sgrees to the marriages because of his allegiance to the
King in whose name the request is made (Michael 124:
1936-1942),

El Cid's deep love for hie daughters ir vividly

demonstrated when he allows the Infantes to take them to

3
:\'_Z

CarriSn with these wordea:
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His,fijos sodes amos quando wis fijas vos do,
Alla me levades las telaa del coragon
(Michael 156: 2577-2518).

ough El Cid wae reluctant to give up hias daughters, he
geds the Infantes with the love and care of them, far
:oud the stereotypical councern of the medieval father for
daughters who, in reality, had completed their life's
;sion by establishing a favorable alliance for the
ifily's honor.
. The Infantes are not to be trusted with the safekeeping
r; El Cid's daughters. They have been humiliated in front
;} El Cid end his wvarriors when a lion enters the house,
fausing the Infantes to flee. 1In their fright, the Infantes
ide in a wardrobe, cowering beneath women's garments. The
yaboliem is humorous; and when they are discovered hiding
eneath women's skirts, El Cid'e warriors taunt them for
';their cowardice., Because of their huwmiliation before El
{ Cid, the Infantes execute a plan of vengeance to disgrace
him. They abandon Elvira and Sol in the wild forest after
stripping them, beating them, and leaving them for dead
(Michael 164: 2714-2748), At thie point, the daughtere of
El Cid represent more than hie beloved children, By abusiag
Q the daughters of E1 Cid, the Infantes have marred his honor
and challenge both him and his King. The daughters now take
on the more traditional image of property. Although El Cid
is grief-stricken over their harsh treatment, he is etill a
medieval man and his overvhelming concern was retribution

for the disgrace.
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the procedures to regain hie honor, there are two
of special interest. Firet, in avenging hie heonor, El
first demand ie the return of his sworda (Michael 184:
158). At first, the reader might suppose that El Cid's
ffl wegpone mean more to him than hie daughters. It is
sntil hie eecond demand that he requires the return of
Hgdowry, annulling the marriages and making it possible
j:’--'?zl:l'ne daughters to remarry {Michasel 188: 3206). The
jrds, however, represent more than reliable weapona. They
:;bolize kinship and their return represents El Cid'e
olute Tejection of the Infantesm. This public rejection
necessary before conaideration of a new life for his
'ughters is poseible,
A second observation in the proceedings to regain El
ftid's honor comes from Pedro Mudo when he notes,
ellos son mugieres e vos sodes varones,
en todos guisae mas valen que vé&8

(Michael 194: 3347-3348).
f+In many wvays, thie is the crowvwning insult to the honor of
;Ethe Infantes, for to compare a varrior with & woman is a
g'grave ineult indeed,.

The saga is complete when, after hias honor is restored,
the daughters of E1 Cid are given in marriage to the Princes
of Navarre and Aragon. This alliance satisfied both El
Cid's desire to provide well for his daughters and to bring
increased honor to the family (Michael 214: 3722-3723), E1
Cid does not hesitate to expreaa his love and need for hia

women, nor does he attempt to conceal the fact that he often

acts from the natural human desire to make money, settle
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}wn with his wife, and marry his daughters well (Brenan

W)

| A final image of woman in the story of El1 Cid ise more
%?reotypical than thoese of Wife and Daughter. 1In keeping
:ith the attitude of the Medieval Church, El Cid pays homage
fp the Virgin Mary. His final act of preparation for exile
ii 8 visit to the church of Santa Maria where he entreats
fhe Virgin for protection and promises in return rich gifte
ind the singing of one thousand masees (Michael 32, 34:
?1?-225). This gesture conforms to medieval allegiance to
;he Church and admits to a power beyond that of mortal wman.
Even though E1 Cid keeps his promise to the Virgin, no
;further development of her character is provided and the
;real source of Bl Cid's strength rewains his family.

A second example of typical medieval stereotyping comes
;Ihen El Cid enters Burgos at the beginning of the saga and
%learns that he has been banieshed into exile. It is a
f:nine-year-old girl who is selected to report the bad news to
i’El Cid while the men of Burgos cower behind closed doore
(Michael 24: 40-49). Although it may have been an honor to
select the young girl to confront the fearsome warrior, she
ip most likely chosen because, as a gitrl, ehe is of little

i value and is therefore expendable. These references to the
Virgin and the young girl seem more in keeping with typiecal

medieval etereotyping than the more humane images of woman

seen in Dona Jimena, Elvira, and Sol.
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f Poema de Hfb Cid eatablishes the female chetracters of

and beloved Daughter. Also, El Cid portraya the
;ditional image of the Virgin Mary as intercessor,

fotector, and guardian. 1n Milagros de Nuestra Sefora, the

”;ge of the Virgin is expanded to present her as the image
’ perfection to which no other women can hope to emulate.

Milagros de Nuestra Sefrora, & religious work by Gonzalo

Berceo, is a collection of twenty-five popular legends
{Mich recount the intercession of the Virgin Mary. Milagros
;'tahlishea the divinity of the Virgin Mary in Spanish
;1terature and is the precursor of Marian literature., Early
;n the history of the Church, Mary, Mother of Jeaus, is
;given little attention. Man's need to rely on a maternal
igure who can intercede on his behalf became too great, and
n the tenth century Marian tradition is firmly established
f despite the attempts of various Church councils to
;Idiscourage Her adoration (Deyermond 64). The legends
i“innortalized in Milagres fulfill 8 need in medieval man,

The deverity of the Church left little roem for human
frailty. The purpose of Milagros was not so much to provide
religious instruction a8 to inspire devotion to the Holy
Hother. The stories in which devotees, even though they had
sinned, are rewarded countered the Church's theme of
punishment for the wicked. 1In Milagros, the difficulty of
salvation is replaced by a mother's care for her wayward
children,

Much of the description of the Virgin is allegorical,
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comparing the Virgin to the tangible world, Berceo

#_tablishea a link between everyday life and the perfection
Slesven. The "Introduction” to the Milagros provides a
-iivid example of thise. The poet introduces himeelf, sets

ggff on a pilgrimage, and happens upon a spotless meadow.

La verdura del prado el olor de las flores,

las sombras de los Arboles de templados sabores
refrescarome todo, y perdi los sudores:
podr{a vivir el hombre con aquellos olores

(Berceo 19).
?The verdant coolness of the meadow, glong with the fragrance
of the flowers and the shade of the trees, provides rest for
the weary traveler. Oun this alone he could live. As the
*_neadou provides rest for the traveler, the Virgin provides
reat and comfort for life's traveler. The allagory
continues by comparing four fountaine to the four Goapels:
Las cuarto fuentes claras que del prado manaban
nuestros cuatro evangelios eso significaban
(Berceo 21),
The trees represent the miraclees of the Virgin:
Los arboles que hacen sombra dulce y doncaes
daon los eantos milagros que hacen la Gloriosa
(Berceo 21).

The songs of the birds become the sermons of St. Augustine

and S5t. Gregory:

1 Y las aves que organan entre esod8 frutales,

3 que tienen dulces voces, dicen cantos leales,

3 808 son Aguatfh, Gregorio y otros tales,
E' todos los que escribieron de eaus hechos reales

§

(Berceo 22).
Thie allegorical treatment of the Holy Virgin introduces
dualism into Spanish literature, for "what characterizes

Berceo ia his devout ingenuousnese...to him the world is a



19

.?lc between celestial spirite (God, the Virgin, the

'a) and the infernal (demons, Moors, and Jews)"

i;!laja 20)., By comparing the perfection of the Virgin
fflmiliar aspects of nature, wedieval wan was better

" to graep this image of perfection,

ﬂThtoughout the Milagros, the theme of the Virgin'e

' ¥4ending concern for Her children is apparent. This

ge of a loving mother who always loves Her children and
:ir fails to heed the pleas of those that served Her was a
erful one. Contrasted with the aeverity of the Church,

Iimage of the loving Virgin made life more bearable, the
pe of salvation more attainable.

Help from the Virgin is available to all, the good and
e bad, in return for Her adoration. Two examples from the
iila;roa serve tc demonstrate this point, In "Milagros VI,
?1 ladrén devoto" (Berceo 40-42), the story is told of a
_1hief who prefere stealing to going to church; yet amid all

f his evil deeds, he believes in la Gloriosa with all his

;heart, praises Her majesty, eays his Ave Har{hs, and alwaye
:prostrates himpelf in Her presence. When he is brought to

justice for his crimes, la Madre Gloriosa comes to hie aid

In return for his adoration. An interesting comment is made
by Harfn, who notes, "la adoracion del creyente igual que ai
§ - fuera un servicio feudal del vasallo al sefor, quien por
ello quedaba obligado a protegerle” (37)., Medieval man
tould relate to this relationship between vassal and lord,

When the townspeople are angered by the thief's comfortable
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éalnce of his punishment on the gallows, they prepare to

d bim. However, once they realize it is la Madre

iiosa who is protecting him, they let him go free. The

? t of the story ie clear:

A Madre tan piadosa, de tal bepignidad,

%pe en buenos como en walos ejerce su piedad,
1l por buenos y malos, por todos descendid;

Ellg, 8i la rogaron, a todos acorrif

(Berceo 42).
An example of the Virgin's reward for the good and
?ithful eervant is found in "Milagro I, la casulla de San
E?defonao" (Berceo 25-28). In thie story, a faithful
i;rvant of the Virgin, the Archpriest Ildefonso is rewarded
Bor his faithful service and for the preparation of a book

%xtolling the virginity (purity) of la Gloriosa. The Virgin

;ives him a hooded cloak (casulla) which is made for him by
E@he angels. After Ildefonso's death, his replacement,
;Biagrio, dons the magical robe and belittles hia
ipredecesaor:
Ildefonso no fue de mayor dignidad;
80y tan bien consagrado como el, en verdad
(Berceo 27).
* Siagrio is strangled by the cloak, thus reminding the
reader,
La Virgen gloriosa, estrella de la mar,
a sus amigos sabe galardn bueno dar
{(Berceo 28),
These two examples demonstrate the Virgin's availability

to all who adore Her, yet She demande more than superficial

adoration, 1In “Milagro II, El sacristén impddico," Berceo
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s the stoery of a priest who lives a double 1life, During

day, he is the epitome of devotion:

Un monje wmuy devoto en un convento habfa
- el lugar no lo leop, decir no lo sabria -,
Queria de corazén bien a Santa Marfa,

cada dia a su imagen su reverencia hacia.

(Berceo 29).
after nightfall, the monk steals away from the monaatery

practice his sinful ways:

Tomé costumbre mala el loco pescador:
de noche, cuando estaba acostado el prior,
salia por la iglesia fuera del dormitor

: para correr el torpe a su mala labor,

k- (Berceo 29),.

f0ne night the hypocritical priest is swept away in the

;river. but his soul is claimed by los diablos. He cries to
fleaven for pity, but the angels cannot dispute the devil's

fright to his soul. At last, la Madre Gloriosa hears his

}plea, but She recognizes his duplicity:

{{Hablas - dijo la Virgen - <como una coea recia.
No me ofenda, porque eres una cativa besatia,
s 7 . ra ! .
Cuando sali¢o de casa, de mi tomd licencia:
o ) ]
de su pecado, yo le dare penitencia.

(Berceo 31).
While She cannot overlook his sine, the Virgin delivers him
from Hell and returns him to life, For this miracle, the
monk pays penance by cleansing his new life of ein and

gerving the Virgin wholeheartedly.

Confegése el wonje e hizo penitencia,

me jorose de toda su malas continencia,
sirvio & la Glorlosa mientras tuva potencia,
find cuando Dios quiso gin variar au creencia...
Requiescat in pace cum divina clementia.

(Berceo 32),
Thise third miracle emphasizes the requirement of sincere

adoration, Although the Virgin is available to all men, man
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eat demonstrate true devotion. It is not enough to exhibitc
y external piety, for the most obacure sin will be
ealed at death, and the soul will be claimed by the
irit (0ios o Diablo) which had truly ruled tha earthly life.

The Milagros provides a complete portrait of the Virgia
ry. She i6e the perfect Mother, always mindful of Her
;uildren'a needs and is available to all wmanner of men. In
_;eturn, She requires external servitude and internal
;aratitude. It is not encugh to observe the religious ritual
?iithout a pure heart. This image of perfection reflects s
;iope for man which retains a specisl place throughout the
édevelopment of Spanish literature. The image of the Virgin
;%lary Tepresents mere than Spain'’s c¢lose mssociation with the
Echurch. She stands as a symbol of man's desire to rise
ilbove daily life and to share the promise of a more perfect
existeance. She represents man's search for perfection among
the trials of earth.

Throughout the Milagroe, the Virgin'se availability to all

%whe gdored Her, the good and the bad, is a constant theme,
This loving, though static, image of the Holy Mother made
the severity of the Middle Ages more tolerable. In the next

work, E1l libro de buen amor, the character of woman is

demoted from the perfection of the Virgin to the more
earthly lwage of Sex Object.
Near the end of the Middle Ages, the Archpriest of Hita,

Juan Ruig, produced El libro de buen amor, a type of

;: picaresque novel in verse form. The work is presented as a
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f.treatiae comparing el buen amor, the spiritual love of
{&o loco amor, the more base love of the world. The

of the book is a lofty one, but the reader quickly
:-vers a satirical parody of the moral principala and
;,ious pracktices of the Middle Agea, Although Ruiz, the
wt Spanish humorist, devotes a majority of his work to
;?mpparently autobiographical foibles of a priest in

uit of various women, the underlying idea is a eerious
I, "doe formas del amor, posibles dentro del mismo
fabre...reconoce la superiorided del primero [amor de Dios]
:xen el segundo [amor loco] uns muestra de la débil
Rturaleza humana, no una perversidn condenable con

lexible rigor"™ (Marin 51). This forerunner of the
fcnresque novel illustrates the Archpriect's struggle with
new paesion and his frustration in pursuit of Meorish
i.rls, mountain girle, city girls, and even a nun (Stamm 43),
There are esesentially four images of woman to be drawn

om this work, TFirst, the Troktaconvenktos, the elderly

}femsle go~between who is found again and again in S5panish
?iiterature. Second, through the priest's escapades, woman is
fieeu 48 a8 Sex Object, the prize at the end of the adventure.
third, the epecial image of the serrana, mountain girl, is
éiuloroualy depicted. The fourth image of woman appearing in
;ll libro represents the recurrent theme of buen amor,
'elemplified by the Virgin. Perhaps a8 a2 reminder to

bimpelf, the poet alternates his amorous adventures with

moral points in the form of fables and songs (cdnticas) in
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;}ile of the Virgin. Thise image of perfection is

'itraated with the other three lesse idealized images of woman.
{Q Trotaconventos, the female go~between, is introduced

?to Spanish literature in El libro. She is the ancestreas

. a whole brood of mercenary old hags. Her name,

*nta-conVentos, readily describes her mission: she trots

#ftueen convente to arrange amoroue meetings. Bhe ie
?3letimes referred to ae Urraca (magpie) perhaps in
fefereuce to her incessant talking, her black garb, and her
arasitic nature, all characteristic of the bivrd, She

;elongs to a class of Alcahuetas, procurers wade necessary

'y the natural seclusion of women in Middle Agea Spain

i(Ticknor l1: 74). The trotaconveantos hung around churches and
:convents, was easily identified by the many stringas of beads
5ihe wore, and gained accees to homes by aselling powders and
ggcheap jewelry (Brenan 73). Her omnipresence gained her
}_accesa to homes of 8all classes and won her the confidence of
:iouen otherwise quarantined from society,

It was not until the Archpriest employs the services of
Trotaconventos that his seductions meet with eucceen. Her
importance is emphasized as he scampers from seduction to
seduction. His seduction of a young girl is unsucceanful
when he forgets the advice of Dona Venus to flatter the bawd
(Trotaconventos) (Brenan 75). He learns an important
lesson: he must first and foremost tend to the needa of hia

go-between. Without her, hie seductions are doomed to failure.
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Trotaconventos' untimely death bringe an end to the
fentures of the rogue-priest, Lamenting her death, hence
death of his escapades, the poet leaves the ending open
f:"anyone who can rhyme well can cbange it to suit bimeelf”
;»enan 82). Trotaconventos presents a lusty, asensuoue

J";e not compatible with the normal image of woman, but

jace she lives outside the usual limitations of society,

:c is free to satisfy her own personal needsa. Her
;scenary, egocentric attitude expresses a freedom

available to the normsl image of woman. The rich

fentribution of the Trotaconventos image of woman to Spanish

fiterature will continue to reappear.
The second image of woman projected by El libro is woman
8 S8ex Object., According to the Archpriest, the proper
?ind of woman ies "en la cama muy loca, en la cama muy
erda" (Brenmagn 73). Thie image of woman as “prudent in the
fhouse, wild in bed" is the prize in the poet's amorous
{idventurea. The poet, in the guise of Don Amor, goes on to
édQScribe the perfect woman,
Busca mujer de talla, de cabega pequena,
Cabellos amariellos, non aecan de alhena,
Las cejas spartadas, luengas, altas en pehs,
Ancheta de caderas: esta es talla de duena

(Ruiz 1: 163).
} He continues the desacription with the details of eyee, ears,
?nose. lips and neck. This sensupus description is in
E-keeping with the fascination toward women in the feudal

| society: "un culto herético de la mujer como objeto amoroso

"en la sociedad feudal™ (Mar{m 51).
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The poet's first prey is Dona Endrina, a young widow who
;1Eilla the requirements of the ideal woman. Although
erful of acandal, Doha Endrina is at last lured to the
Buse of Trotaconventos and seduced by the Archpriest, who
;s taken on the identity of Don Meldn de la Huerta {Marin
B-69). It is intereating to note that although written in
f;tobiographical form, the Archpriest freﬁuently adopts the
;Trson of Don Meldn, perhaps to make the final outcome
;narriage) more acceptable than if he were to retain his
iriestly image. Also of interest are the names of the
incipal characters of this seduction. Endrina, sloe
erry, was preyed upon by !Eléﬂn in this context badger, de

Huerta, of [in] the garden. The predatory relationship
fbetween man, the pursuer, and womgn, the object of pursuit,
?15 illugtrated by this allueion to the bgdger eating the
;berries and destroying the garden (reputatiom).
Although Dona Endrina bemoans her fall and accuses
;;Trotaconventos of deception, she has little choice in her
';fate. She is the prize, the object of man's sexual
Badventure. Once man has patiafied his lust, woman is ruined
E'and becomes his captive, Her only choice i8 to accept her
fate as Trotaconventos stoically advises:

lo que nunca se puede reparar ni enmendar
débelo cuerdamente sufrir e endurar
(Marin 69).

Other examples of woman as a Sex Object abound in E1l

libro. One of aspecial interest involves the seduction of a

3

nun, Garoza {(garosa: greed, gluttony). This episode
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Mstrates that no woman is exeupt from the image of Sex
t. The seduction becomes a satire of the Medieval
:ch, especiaglly the practice of concubinaga (Deyermond
i). This seduction is particularly difficult because the
;‘ls a0 "virtuous." After protracted negotiations which
;lude a minute description of the Archpriest's

ilarance, Doha Garoza agrees to accept the suit if her
jltity is respected (Ruiz 2: 176-184). The Archprieat

_;yes her with amor limpio (platomnic, sterile love) while

ffirizing the leds than platonic relationships occurring
?tween priests and nuna in the Middle Ages.

El libro is replete with references to woman as the
iject of man's affection. One example that has remained

pular throughout the ages is "Praise of Little Women."

If a» her size increases are womgn's charms decreased
Then surely it ie good to be from all the great released.
Now of two evile choose the less -~ paid a wise man of
the East,
By consequence, of woman~kind be sure to choose the
least
(Northup 105).
FAlthough much of El libro is written in jest, the
foverpowering image of woman as Sex Object cannot be ignored,
f Thie image is used as a symbol of sexual freedom in an age
F vhen the idealietic teachings of the Church provide

: perfection in the form of the Virgin Mary as the only role

model, The image of Sex Object is indeed denigrating, but
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._il wore attainable than the lofty image previously
?cred.
A third image of woman found in E1 libro is a parody of

genre of the serranills in vogue in the Middle Agee.

jis popular poetry draws upon the wild woman folklore of

e Middle Ages and tells the story of a knight errant and
s attempt to seduce a shepherdess {Deyermond 112-113).

he serranilla tells of the knight's poetic encounter of @
i;epherdess or cowherd of remarkable beauty and of their
Einnual union (Brenan 79). Ruiz reversee the conventioun aad
?qows the cowherds as they really are, not idealized, rustic
;tauties, but formidable, often ugly creatures, of the
?-ubruna type, unlikely to refuse any proposition {Northup
105).

On the poet's pilgrimage, which he loftily compares to
éxhe vanderings of St, Paul, he encounters four sarranas
_(lountain girls, cowherde), Each is uglier than the last,
'grhe first serrana, guarding cattle, leaps out and demands
”payment of a toll for passage. She is ugly, snub-nosed,

¢ pock-marked, carries a sling and a dardo pedrero

(flint-tipped dagger) like & Stone Age Amazon (Brenan 75).

Yo soy la Chata vecia, que a los hombres ata.,..
Pfgame, 6i non verds como trillan raatrojo
(Marin 70).
Since there is little doubt that the flat-nosed woman (la
Chata) could indeed thresh him like stubble, the poet goes

to her hut where ehe feeds and seduces him,
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Luchemos un rato,
levdntate dende apriesa,
desnddate de aquese hato
(Marin 72),

This overwhelming and somewhat terrifying woman beara
fittle resemblance to the romanticized serrana and the poet
i; grateful for his release.

Por la mufeca me priso,

hube de hacer cuanto quiso;

iCreed que hice buen barato!

(Marin 72).

The Archpriest's three additional encounters with
_:arranas continue in the same comic vein. Here, the role of
educer belonged to the woman and man became the hapless prey.
fﬁhe second serrana Gadea hits the poet with a stone from her
;%ling and carries him to her hut "for a bout"™ while her man
iis avay (Ruiz 2: 45-48). The third serrana, cutting
gfirewood, asks the poet to marry her and presents a list of
by giftes ahe expects to receive (Ruir 2: 50-54), She is a
f;"silly" girl and believes the poet when he says he is going
;Lto fetch his family for the wedding.
; The Archpriest's final encounter with a Berrana involves
Alda, the meost terrible figure of a woman the poet has ever
seen. She is a giantess, monstrously ugly, with a huge nose
and esre, derk hairy skin, blood-shot eyes, aassesa' teeth,
and half-naked breasts hanging to her waist (Brenan 78). 1In
typical Bserrana atyle, Alda says that in return for her

' the poet must marry her. This aeems to be a

“"hospitality,'
atandard ploy used by the serranas to protect their

"yirtue." When the poet says he is already married, Alda
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jekly produces a list of gifts she will accept inatead
-;l 2: 60-66), Though an obvious exaggeration of the
prana, the poet portrays® them a®s the tough, aggressive
en they are, a far cry from the frail beguties

iountered by the love-struck knights of the more

fﬂitional serranillas.

BRuiz is able to laugh at life and peema comfortable with
;n who are less than perfect, women who are lese than
fautiful. Since E]l libro was initially presented as a
}ral treatise extolling the virtues of buen amor, he
iturns frequently from his amorous adventures to 8ing
.taises to Santa Maria. This fourth image of woman lacks
10 vitality and ease of the more humorous adventures, and
fhe imsge of the Virgin pales in contrast to the earthy

 -ages of Trotaconventos, Sex Object, and serrana. Ruiz

;ecognizes that the perfection projected by the Virgin
eonflicts with the natural imperfection of the human spirit.
MIhile eqcauraging men to seeek a more perfect spirit, he
ibcepts man with his shortcomings.

El 1libro de buen amor richly contributes to Spanish

;literature its image of woman as Trotaconventos, the
ésymbolic go-between who will reappear in later works; woman
?as Sex Object, the prize of a masterful seduction; wowman as
;serrana, stripping away fantasy; and woman as portrayed by
éthe perfect image of the Virgin. El libro along with Poema
' de Mio Cid which gives us woman as Wife and Daughter and

"Hilasros de Nuestra Selora which provides the prototype of




i;Virgin Mary, establishes woman as a wmulti-faceted
.%acter. Her place in Spanish literature is established,
ehe is prepared to grow with the literature as it moves

el Siglo de Oro,
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Chapter II

El Biglo de Oro

1 Siglo de Oro (the Golden Age) of Spanish literature

f@ecided with Spain's conquest of the New World. As the

iquistadores were bringing home vaest riches of eilver and

;" Spain's literary giants were producing am equally

Baabile treasury. Although some experts divide this tiwme
__iod into two phases, the HRenaissance sand the Golden Age,
b8 paper will consider the time from 1492 to 1681 as onme

ptiod of Spanish literature, el Siglo de Oro.

In contrast with the Middle Ages, el Siglo de Oro

foduced a mentsl attitude which encouraged man to enjoy
ffe. The human body which had been regarded as an evil
orce in the Middle Ages was now looked upon with approval,
;id legitimate pleasures were not gutomatically condemned as
iﬁnfnl. With this enlightened attitude came a “"wave" of
gcholarship. The printing press made boaks available,
fdntonio de Nebrija produced the first grammar of any modern
jlanguage, Spain became the home of the world's first free
fjublic schools, and Juan Luis de Vives became an advocatas of
;education for women (Pattison 1l: 42),

The study of the nature of woman in Spanish literature

;fvill continue in el Siglo de QOro by examining the iwmage of

¢ woman in three works from this time period: La Celestina

(La Tragicomedia de Calisto y Melibea), El ingenioso hidalgo

Don Quijote de la Mancha, and El burlador de Sevilla y

convidado de piedra. La Celestina provides the epitome of
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'}gtaconventos image of woman which illuatrates the

jan, materimlietic world, as contrasted with the ideal,

image of Melibea., Don Quijote portrays woman as the

Ined ideal of the knight-errant. This image was as lofty

pnattainable as the Virgin Hereelf. El burlador which

uces the now famous Don Juan stereotype provides an
of woman that ie aeurprising in its vitality and depth,.

iLa Celestina, first puhlisehed anonymously in 1499,

Rides the transition between the Middle Ages and modern
sh literature. It demonstrates the spirit of

sgance, filled with lust for life, exuberance for
Enina, and a new psychological realism (Pattison 1: 63).
;;the firat time, huwman love, both physical and spiritual,

'fhe focal point (Dfaz-Plaja 73). La Celestina is the

ifct anceatress of the realistic novel and the renpowned

ﬁ)dias of el Siglo de Oro. La Celestina deals with woman

d. hence life on two levels., Ou the first level is the

plistic woman of the world, the trotaconventos, easily

:ognized by her everyday language and her coarse
Epressions. On the second level is the idealized, poetic
fwge represented by the love-struck Melibea.

The epitome of the trotaconventos image is found in the

irlon of Celestina. She ie the culmination of the image

firet introduced by Juan Ruiz in El libro de buen amor.
his image continues to flourish in Spanish literature,
jaappearing in the Nineteenth Cemtury in Zorilla's Don Juan

fanorio ae Brigida and later in the Twentieth Century as
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:jnndro in Caspna's Celeatina. Her importance to Bpanish
faratur: cannot be minimized, A "olice of 1ifa" from
iniah history requires her presence. In a soclety which
?luded its women, perhaps from Moorish influence, her
;;ices wvere necessary.

Celestina, the renowned go-between of the trotaconventos

page ie a lady of many profeesione: a witch, a procureas,

ex-prostitute, a manufacturer of perfumes, and a mender
broken virginities (Chandler 173), She is involved in
prery shady deal in town. To cover thede activities and te
?Zin entry into homes to set up love trysts, ahe peddles
fpovders, perfumes and cheap jewelry. She serves as mid-wife
:;d quack docter; a witch who sells charms and love
E}hilters, she arrangee clandestine love affairse and covers
f@he evidence of their occurrence (Breman 132). She emerges
Q:s one of literature's greatest creations, an entertaining
fintraduction of psychology of human nature to literature,
_;fhe capitalizes on all the frailties of human nature as sahe
3grasps, flatters and cajoles (Stamm 71). There is not a

; human weakness or desire which she does not understand and
:ezploit for gain.

At firet appearance, Celestina may appear a 8seamy old
bawd., She is so well developed, hpwever, that the reader
forgets her villainiee and sympathirzes with her frank
asnegement of life, Celestina understands her gbility to

deal with life and all of ite various human characters which

sahe noted in Act 9:
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Pues servidores, ¢ no tenia por su cauga dellaa?
Caballeros viejoce y mozos, abades de toda dignidades,
desde obispo hasta sacristanea. En entrando por la
iglesia, veia derrocar bonetas en wi hounor,
como ai fuera una duquesa

(Chandler 173).

bcause her first imstinct is to make people happy, she is
jiered by people of all social classea. Her two chief
i;tues are that she is motivated by a purely hedoniatic
filosophy with no thoughts of envy, hatred or violence aund
9 her wit and frankness are an expression of social life
ly found when people live close together and need each
i;her (Brenan 174). Her unmitigated luet for life is
E;ntagious to those around her. Though her profesdion is
Lir from laudable, her absolute love of life drawse others to

Celestina's reflection of the trotaconventos image not

inly draws attention to the pleasurable aspects of life, it
jalso reflects society in Sixteenth Century Spain. She has a
?eputation for obacenity and for calling “pan, pan; vino,
ino" (Northup 169)., The everyday language used in the
Ejpeech of Celestina, the servants, and the prostitutes gives
;a vivid picture of the common Spaniard. Celestina also
%provides an image of other levels of Spanish society, for,
;like a chameleon, she adjusts her speech to include every
;social class. Every person ise vulnerable to her wiles, for

F she adapts herself to the job at hand. This trotaconventoa

};ilage, which outwardly appeare dark and even einieter,
: represents Benaissance man's deeire to know life im its

fullest.
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The poetic, idealized Melibea atands in aharp contrast
:the materialistic, hedonistic Celeatina. While Celestina
}'upies herself with the physical slde of love, Melibea
iorifies the spiritual aspect of love. Celeatina is
faessed with the erotic and, therefore, more human side of
}ve, wvhile Melibea devotes herself to the idealized image
a perfect love which transcends everyday life. This
ttitude is exemplified by Calisto, Melibea's lover, when he
}ays in Aet XI,

"Melibea es mi sefora, Melibea es mi Dios,

Melibea es mi vida..."

(Rojas 2: 68).
he love of Calisto and Melibea rises above life itself. It
aconaumea them, becomes their religion. Evidence of the
é;overwhelming power love holds over them is demonstrated by
i Calisto who, when asked if he were a Christian replied,
"Melibeo soy" (Pattisonli63).

After Calisto’'s unfortunate death, Melibea cannot live
without his love. She summone her father, Pleberio, to the
tower of the house where she explains her overpowering need

to join her lover in death:
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ﬁ Si me eecuchas sin lagrimas, oyeras la causa
E desesperada de mi forcada e alegre partida...
3 {Calista] Quebmntd con escalar las paredea de tu

3 huerto, quebrantd me propésito. Perdi mi
¥ virginided... ; 0 mi amor e sefior Calistol
: Eepéreme, ya voy; detente, si me esperas; no me
gncueea la tardanga que hago, dando esta
tltima cuenta a ml1 viejo padre,..
{Rojas 2: 197-198),

Bithough Melibes is the victim of love, she dares to defy

poral and religious convention to join her lover in death.

PThis 8oliloquy is Melibea's emancipation proclamation.
f?hile Celestina devotes herself to worldly pasesion, Melibea
?iivgs her life for the ideal love which consumed her.
Fernando de Rojas, the acknowledged author of La
%cglestina, claims to have written it to warn the young
gainat seductions and crimes (Dfﬁz-Plaja 244). The tragic
?outcome of love certainly provides a warning and draws a
ipessimistic view of life, "con 8u juego de pasioned ciegas
;fque llevan a la deatruccién, 8in que hgys un otrden moral o
f%nna creencia religiosa como explicacién y consuelo" (Marim
? 102). If one were to look only at the tragic love of
¥ Calisto and Melibea or the murder of Celestina, the image of
1 woman would be indeed morbid and frustrating. However,
Celestina's intense love of life which is devoid of any
1llusion gives Renaissance literature a new enthusiasm for
life; and Melibea's allegiance to perfect love gives woman's
image a new recognition of her personal needs.

While Celestina and Melibea are oppoaitea in their
characters and images, they are real and true to thelir

personslitiea. This realistic presentation of women is cast
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;e in Cervantes' work. In Don Quijote, Cervantes mirrors

fpresentation of the ideglized views of the Middle Ages
;;hich womeRn were represeented by the Virginm Mary or other
perfect forms of woman. As in the Middle Ages,

jantes presente woman as something she is not. Before
;lining the role of woman in this work, one must conaider
greater implications of the work itself.

In 1605, Miguel de Cervantee Saavedrg published the

_?fst part of his mooumental masterpiece, E1 ingenioso

?dalgo Don Quijote de la Mancha. To many, Don Quijote

'?presenta an artistic summation of the totality of Sparnish
éﬁought, values, and social experience at the beginning of
:he Seventeenth Century (Stamm 162)., This work has been
}llortalized in song, drama, and numerous translations, and
}ia considered one of the greatest literary creations ever
}produced by a single human mind, Quijote seeks an ideal of
uatice, truth, and beauty in a world of mule drivers,
écountry wenches, tavern keepers, and even condemned
;criminals (Stamm 101). Across the panorams of society
;parndea a4 kaleidoscope of some 669 charactera, Even though
5 Quijote and his servant Sancho Panza dominate the story,

} there are three images of woman worthy of comsideration.
The first image is that of the idealized damsel in

- distress. The damsel is indispensible to Quijote's concept
of chivalry. It is she who inspires him to his deeds and
gives him etrength and courage to face all odds. Without a

lady, Quijote cannot be a genuine knight as he notes io Part
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}Chapter 32, "a knight-errant without a lady is like a
without leavese, a building without a foundation, and is
%-adow without a baody to cast it” (Predmore (0!). He
dits her with all his inspiratioun and dedicates his
}ltence to her image.
Dulcinea es la autora ideal de todos loa hechos
que el caballero imagins acabar; la muga que le
presta las fuerzas necesariase para sua hazaWaa;
es para €1 la suma de la belleza y del poder
(Hatgfield 13).
ien though the character of Dulcines appears very little in
€7e actual story, her image is the underlying force behind
511 of Quijote's adventures.
Dulcinea is the creationm of Quijote's mind, and even
f#hough her character is based on reality, Dulcinea is the
;ionanticized image of perfection, She is the most
Ebeautiful, the most honorable, the most worthy of adulation,
;claims Sancho, "S$8lo Dulcinea es la hermosa, la discreta, la
fhoneeta, la gallarda, y la bien nacida." In short, she was
;not real. Her image ie carried from superlative to
;superlative: "Senora absoluta de mi alma™ "La sin par
| Dulcinea de Toboso, Unica sehora de mis mAs escondidos
pengsamientoe” (Cervantes 6§50, 337, 111) Although Dulcinea's
image ie the creation of Quijote's devotion to the chivalric
ideal, her purpose is genuine. She is Quijote's motivation,
his reason for existence. One might go a etep further and
say that she ie his religion, for she personifies the

chivalric idea)l which is his life's blood. The final

episode of Part I illustrates Quijote's reverence
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é Dulcinea's image. Quijote mistakes an image of the

i;in as his own lady aa he tries to "rescue” a statue of
Virgin which is being carried by a procession to invoke
_in (Church 68). The image of Dulcinea dominates Quijote’s
:?g juet as the image of the Virgin rules the lives of Her
lievers.

. Truth, however, is relative, In Quijote's mind,

ilcinea is the image of perfection. 1In reality, she is
 donza Lorenzo, a handsome farm girl, a wonderful hand at
lting pork and winnowing wheat (Nabakov 82). All the rest
;f her image is romantic invention, The emerald eyes, the
:igh sounding title, the castle, all are inventions of
Muijote's imagination. To Quijote it ie enough to believe
;hat Aldonza is beautiful and perfect in every way. He will
;;ot accept Sancho's deacription of her in Part I, Chapter
;25, "I paint her in my imagination as I desire her both in
 beauty and in rank" (Predmore 113), Because Quijote desires
f 2 perfect lady, he is able to ignore the evidence of his

¥ sensea (Church 42). He explains the discrepancy between

é real and ideal by saying the visible, common form of
Dulcinea is the work of enchantere. Theough the idealized
image of Dulcinea seems the vision of a mad man, once the
ideal becomes incarnate, it is no longer of any value
(Church 103). Without an ideal, the kanight's miesion is
pointless; his dream is dead., Quijote knows that his

Dulcinea is a creation of hie imaginaticen, but he rises
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_Fhe evidence of his senses to graap an ideal worthy of
jesion.

econd image of woman ie portrayed by Dorotea. Like
;l, she parodies the chivalric mode. She joins with el
_ﬁprieat) and el Barbero (barber) to provide Quijote the
31 in distregs which he needs to fulfill his knightly

B+ Dorotea pretends to be Princess Micomicoma, an orphan
jeeas pursaued hy a giant who threatens her kindgom and
'}nds her hand in marriage. 5She creates this fantasy and
f eches Quijote to help her:

+» mi Buerte ha #ido tan buena en hallar

al sefor don Quijote, que ya me cuento ¥y

tengo por reina y sefora de todo mi reino,

pués &1, por su cortesia y magnificencia,

me ha prometido el don de iree conmigo donde-
quiera que yo le llevarse, que no serd

a otra parte que g ponerle delante de

Pandalfilando de la Foscs Viata [el gigantel,

para que le mata, y wme redtituya lo que

tan contra razén me tieae usurpado...

(Cervantes 233).
iorotea is not deluded by her fantasy, and she humoroualy
Mdemonstrates full knowledge of the illusion. This knowledge
Fthat she is playacting is illustrated when she "forgeta" her
iname and has to be prompted by el Cura, Dorotea creates a
;fantaay a8 does Quijote, but she knowa that she is
b pretending. Quijote never admite that his chivalric role is
fantasy. Throughout the novel, Dorotea's image of
sensibility, practicality and the acceptance of the real
world contrast with Quijote's dreamworld.

ln a second incident involving Dorotea, her image

further parodies the chivalric mode of Quijote by revergiag
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ﬁole of damsel and knight {(Church 42). Dorotea saves
f;over Don Fernando's honor by marrying him. B8he accepts
itealitiea of life and love by accepting Don Fermando's
;ithfulness to avoid petty gossip and shame to her
Wate (Church 49), She accepts her lover as he is and
8 that no perfect image of man exists. It ia ehe, the
_;iel, who saves Don Fernando, while Quijote, the knight,
;able to save no one, Dorotea aserves as the perfect foil
Qui jote.
In addition to Dulcinea, the fantasized ideal of
;aanhood, and Dorotea, the realistic contradiction of
_aijote'a world, are a host of minor female characters.
hree types are of special interest to the study of the
 ature of woman in Spanish literature, Firat, the parody of
Rhe chivalric mode is comtinued in the persone of Quijote's
:iousekeeper and niece. Unlike typical ladies belonging to a
:inight's household, they do noet aid their lord in his
?%dventures; in fact, they do all in their power to thwart
;%im (Church 76). They perform menial tasks, dress commonly,
F and epeak coarsely {(Church 76). They are the opposite of
:Zuhat one would expect of those closest to a knight=-errant,.
' Quijote's housekeeper and niece maintein the reality of
tradition by concerning themselves with the necessities of
daily living. They do not enter Quijote's fantaay and
contrast his idepliem with reality.

In a8 second group of minor characters, Cervantes

represents various aepects of Seventeenth Century Spain,
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i Zoraida, the converted Mooress; Marcela, the

:}lte of women's righte; and the duchess, the abuser of
4l position, These characters are accessories to Lthe
iﬁer etory. Each plays her role and leaves the acene,

h only a single aspect of the character's personality
jeveloped, her support in the portrayal of society is
i;vorthy.

E A third group of winer characters provides episodes of
wsical love which are set against the backdrop of the
f%o's obsessive quest for perfect apiritual love. These
fgreasions from the central thewme run the gamut of love
ivurch 67). Marcela victimizes her lovers to maintain her
fﬂependence. Don Fernando victimizes women to satisfy his
Est. Camilla and Aneelmo victiwmize each other while
;andra victimizes both Anselmo and Eugenio., These episodes
{'aud in sharp contraet to Quijote's unending search for

:;rfection. It may be said that these episodes provide a
A
irlef escape into sanity by contrasting earthy passions with

Ruijote's idealistic love.,

The image of woman depicted by Don Quijote is wainly

ithat of supporting character. The idealized Dulcinea, the
;}ealistic Dorotea, and the multitude of minor characters are
,3ne-sided portrayals in which only one aspect of the
;personality is revealed. Each is destined to play a single
fand specific role. Dulcinea is Quijote's inapiration;
:Dorotea ise his foil, None of the female characters are

_fdeveloped beyond their direct relationship to Quijote. They
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;.e supporting characters who eatabliah tha background
;'uijote's adventurea. In this aupporting role, the

B8 carries on with life while thae man (master) escapes
his world of fantasy. Thease women uphold tradition and
mtsin reality while their men play-act an adventure

;llde reality,

Although woman continues to play a supporting role in El

;lador de Sevilla, her character is much stronger. While

fi women of Quijote are often ornamental without playing an
:tive role in the adventures themselves, the wouwen found in
burlgdor have feelings and ideasa of their own., Although
%ey play a role secondary to Dou Juan, they have the
jtrength to act from their own motivation and to react with
_;orce and determination,

Gabriel Tgllez, better known as Tirso de Molina, was one

?%f the greatest dramatists of el Siglo de Oro. Next to Lope
rﬂe Vega, he was the most prolifiec, having written some four
f bundred plays, nearly two playe a week (Chandler 88).

?Hritten between the years 1612 gaud 1630, E1 burlador de

t Sevilla y convidado de piedra is considered by some to be

the beet Spanish play ever written (Chandler 89). Certainly
it ranks among the great contributipons to Spanish literature
with its introduction of Don Juan to Spanieh theater,

In order to understand the role womam plays inm the Don
Juan myetique, one must first understand Doo Juan himself.
Don Juan is compelled by his "honor" to undertake the

seduction of every attractive woman who crosses his path,
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fyecially if the seduction ia difficult and dangerous
Prenan 216). Surprisingly, this seduction by trickery and
:olence was not condemned at this time, for the relations
}'the sexes were thought of as warfare in which it was

;e woman's job to defend herself againet the attackse of men
;renan 215). Woman is the sexual goal of hie adventures
'id her conquest provides Don Juan with confirmation of his
bexual prowess,

Don Juan's adventures would have been leese challenging
Eh a society where women were free to direct their sexual
;ctivitiea. In the Seventeenth Century, however, a strict
';ode of honor protecting woman's virginity provided Don Juan
fyith a challenge to enliven his ascapades. As lsabela
;fotes, ",..my dearest possession., My chaetity, my honor
?ireputation) are lost" (Tirso 8). It was the obligation of
ithe woman's family to protect her reputation, for without an
;ionorable reputation, a woman's life was ruined. Batricio
{confirms this when he says, "A woman's reputation is like a
f bell; one crack in it, and it's broken for good" (Tirso 34).
;Thia stringent code of honor lures Don Juan into his
Z'adventures, for the challenge of pursuit seems to be the

E greatest pleasure he obtained from victory.

At this point, one might assume that the female

¥ characters cast opposite Don Juan are frail creatures swept
awvay by the advances of Don Juan. Quite the contrary is
true. Tireo de Molina was especlally skilled In creating

feminine charactera; and he specialized in portraying them
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t:ited, bold females (Chandler 88). The women cast as
;an'a prey are strong characters, duped into compromise
é_ptomiﬂe of marriage. Once they are aasaured that
h;honor will be preserved by marriage, they become

ing partners. A weak, insipid female would have

ded little pleasure for Don Juan, for to him the

';ary required in getting her to surrender her chastity
;the resultant bragging are a8 tantalizing as the sexual
tself, The women of Don Juan represent a double

 dard toward women in society. A "good" and faithful

jgn is obedient and docile, but the woman preferred by Don
is spirited and fights to fulfill her own personal
“irea. A lesser woman would not have challenged Don Juan,
her demurring counterpart is still held as society's

al.

i? In E1 burlador, Don Juan seduces four women. Each of

Tpae women sSuccumbs to Don Jusn's trickery, but not without
iacting strongly to the deception. He tricks Dofia lsabela
to believing he i8 her promised husband, Don Octavio., GShe
, angered by rhis deception because it has deprived her of
1:r honer, not because it deprives her of Don Octavio. She
;l obligated to travel to Spain to marry Don Juan to conceal
:he loss of her chastity. Thias does little to console her,
ffor she vows never to forgive him for the ruimation of her
Ehonor (Tirso 38).

Like Doha lsabela, Dona Ana is infuriated more by Don

;Juan's deception than by her loss of honor, Although she
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?'s'been promised in marriage, she bragenly flaumts societal
ponvention by inviting another, her cousin the Marquis, to

r chambers for a love tryst. Learning of har betrayal,
demands Don Juan's life for deceiving her and destroying
honor (Tirso 28). Responding to his daughter's cries,
Gonzalo challenges Don Juan for ruining Doha Ama's honor
loses his life in the struggle. IL is interesting to
inote than Don Gonzalo is less concerned with his daughter's
Eloss of virginity than the fact that she is "tolling it to
gthe world" (Tirso 28)., He does not want this loss of honor
t made public until he has an opportunity to conceal the
;crime. Appearance of honmor (reputation) was as sacred as
:}tbe honor (chastity) itself.

The most interesting of Don Juan's conquests is Tisbesa,
ffa wvoman who scormed love. Her self-image is reflected by
igher statement, "Of all the girls whose rosy feet the waves

i kiss on these shores, I alone am not ruled by love" (Tirso
11). She delights in making love a game. She claims to
live beyond the reaches of desire and scorns her suitor
Anfriso for his attentions. Liberated though she seems,
she, too, falls victim to Don Juan's promise of marriage,
for she too desires marriage and access to higher social
status, His deception drives her to the sea where she
contemplates suicide. When Dona Isabela arrives, the two

deceived women unite in seeking revenge (Tirso 39).

Don Juan's fourth conquest is perhaps his most unique.

Happening upon a wedding feast, he literally steala the
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fbride Arminta by promising her, through marriage, the

kpleasures that his station can bring this humble peasant

itouan. Neither ahe nor her father require much persuasion
;to trade her humble huseband Batricio for the riches promised
Eby Don Juan. Arminta ie not as quick to recogniege the
:deception as Don Juan's other vietims, but ocnce she realizes
fthat she has been deceived, she joins the others in
- demanding restitution. On the surface, each of Don Juan's
?cbnqueata is easily woun by trickery, but in reslity the
:deception ie facilitated by each victim's own eelfish
desires, whether they are material or sexual. However, they
are characters of subetance who do not retreat into a life
of self-pity. 1Instead, they band together in an unfulfilled
effort for revenge.

Don Juan'e amporous adventures come to an abrupt end when
be mocks the statue of Don Gonzalo. Don Gonzalo, the father
of Dona Ana, has vowed revenge from the grave on his
daughter's deceiver and his murderer, Don Juan. ¥hen Don
Jugn returns to Sevilla after an absence, he diacovers the
estatue of Don Gonzalo and taunts the epitaph which promises
revenge on Don Juan. Don Juan wocka the memory of Doa
Gongzalo by "pulling" the statue's beard (a grave inault

carried over from the time of El Cid) and jokingly invites

the statue to dine with him, Mueh to Don Juan's surpriae,
the statue appears at dinner and challengea Don Juen to jeoin
him the following evening for dinner in the cathedral, Don

Juan conceals his fear and joines the statue in the
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:edral's crypt for a dinner of epiders and vipers.

eping the statue's hand to demonstrate his courage, Don

, is ungble to free himself from the statue'a deadly grip
:}e the cathedral falls in flames upon him. Vengeance isa
T,lete. Don Juan pays for his life of seduction and

.ﬁial of morality. Don Juan's fate is sealed. If he had
:} met his end at the hands of the "statue," he surely

;?Id have suffered revenge at the hande of his enraged
;Qgtins.

Tirso de Molina contributes the immortal Don Juan to the
qqeatre, but his female characters are famous in their own
fjght. They are energetic and resolute in the attaining of
?heir goala (D{Ez-Plnja 165). On the surface, they serve as
3he sex objects of Don Juan'e adventures, but in addition
hey are spirited and fight to achieve their own pearsonal
?#oala. Alongeide a chauvanistic Domn Juan, the women of E1
fburlador hint of a liberation of the female in a male
;society.

El Siglo de Oro provides three distinctive images of

t woman. La Celestina perfects the trotaconventos image and

provides a realiatic portrait of Sixteenth Century Spain.

Don Quijote mirrore the idealistiec image of woman, a vision

unattainable and non-existent in the real world. E1
burlador depicte woman ae the worthy adversary of Don Juan,
the irresistible conqueror of women's passions, Each of
these worke provides insight into the nature of waman in

S5paniah literature of el Siglo de Oro.




Chapter III
The Eighteenth Century

El Siglo de Oro ended with the death of Pedro Calderéa

l1a Barca in 1681 (Brenan 315). At this time, Spanish

fiterature entered a deplorable state of apathy (Chandler
)). Spain was exhausted after a period of frenetic
?xpansion in the Americas and a series of wars with the
éurks, French, English, Flemish and Dutch. She fell into a
?eriod of rule by French kings wha, unlike the Spanish kings
_ﬁho felt responeible to God, thought of their rule as
ersonal and absolute. Even though this "enlightened
ide3potism" of the Bourbon kings brought advances in
?scholarship, manufacturing techniques, and rudimentary
?tcience, the literature of the period waa largely an

f imitation of the dramas of el Siglo de Oro and of other

f classical works (Pattison 2: 246).
Two conflicting ideas prevailed during the Eighteenth
Century in Spain. Those who clung to old Spanish ways of

thinking and doing were called casticistas (purists). While

thoase who sought to bring Spain up to contemporary thought

vere called afrancesados (French=-like) (Pattison 2: 246).

The casticistas contributed little to the literature of this

period. The intellectual emancipation of Spain waa begun by

an afrancesada, Fray Benito Jerdnimo Feijso y Monteaegro

{Ticknor 3: 224).
Feijgb introduced European critical thinking to Spain in

his eight volume work, Teatro critico universal o discursas
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rios _en todo género de materias. OFf intereat to the study

the nature of women in Spanish literature is his easay,
Blefensa de las mujerea." This eseay claims a higher place
gociety for vomen and defends women against the unjuat

}»inions of men (Brenan 316). A second wark of interest to

fhis study is the play, El o{ de lae ni%as by Leandro

' / . R . .
Nernandez de Horatfn. El a{ de las nifas is the culwination

f¢f the dramatic efforts of the Eighteenth Century. In this
;play, Moratin introduces the modern thesis play (Northup
;330, 331), a play which teaches a lesson. Moratin champions
iyoung love and challenges the traditional education of young
ﬁ;irla. From these two works, an enlightened image of woman
;emerges.

The most influential writer of the century was Frey
j'I_“l!en:'.t:.:u Jerbnimo Feijﬁs y Montenegro, a Benedictine monk who
served as profeassor of philosophy and theology at the
UDniversity of Oviedo (Chandler 500). He attacked
superstition and error as hie life's mission. Between the
years 1726 and 1739, he wrote a series of essays on a wide
variety of subjects under three major headings: secientific,
philosophical, and literary (Stamm 122)., In these eight

o . .
volumes of Teatreo critico, FQIJSO tries to separate truth

from error, reform the educationsl system, and combat
ignorance vherever possible (Chandler 502).

The essay "Defensa de las mujeres"™ attacks the
assumption that woman is inferior to wanr. Feijgo begins

his argument by demonatrating the historical view of woman as
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perfections., He illustrates thise point witbh the view of

1aled wvho limits woman's glory to what she can achieve

;rough a man and forbide woman entrance into Heaven.

B1jéo then adopts a scientific exploration of woman in all

jpects: moral, physical, political and historic. BHe

ipports his argument that women are admirable creatures by

intrasting the basic characteristice of man with those of

joman. In men, he finds "robustez, constancia y prudencia™

1$eij65 52). While in women he finds "hermosura, docilidad

b sencillez” (Feijbo 52)., He compares these qualities and

:inds that the veemingly opposite qualities of men and wome

pomplement and enhance each other,

Si yo tuviesme gutoridad para ello, acaso daria

un corte, diciendo que las calidades en que

exceden las Eujerea, conducen para hacerles

me jores en Ai miemas; laa prendas en que

exceden los hombres, loa conatituyen mejores

eato ea, mads Gtiles para el pablico...

Y adn cuando tuviese ls autoridad necesaria

seria forzoso seugpender la sentencia... ,
(Feijoo 53).

;Ieijgo recognizes that men and women do not always conform

;to the strict definition of male and female roles. He

?admits that the best qualities of both are often found in

f outstanding individuals, regardless of sex.

Feijgo continues his examination of woman with a

fhistoric accounting of women such as “Bem{}amis, reina de

t los asiros;...Artemisa, reina da Caria;...Isabela de

fflnglaterra...!grfh Estaurado, reina de Escocia" (Feijdo

53-54). He enumerates the achievements of theee women,

strong and wise enough to govern kingdoms and defend their

52
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iyple. Be uees Ieabela, wife of Ferdinand, aa a
tininnting example of what history owes its women:
Par loa menos el descubrimiento del Nuevo
Mundo, que fue el suceso mas glorioso de
Espdfio en muchos siglos, es cierto que no
8e hubiera conseguido, si la magnanimidad
de Isabela no hubiese vencido los
temores y perexas de Fernando .
(Feijoo 54).
}thout the visionary leadership of many notable women,
istory would surely have suffered.
_ Feijgo then explores the realm of economice, admitting
%
poman's superiority to man in the governing of economic
tters:
De la prudencia ecgpﬁmica es,ocioso hablar,
cuando todos los dias ee estan viendo casas
muy bien gobernadas por las mujeres, y muy
desgobernadas por los hombres .
(Feijoo 54).,
dmitting woman's superiority in economic mattere, Feijdo
lso adda woman's generosity and valiant epirit aa
putstanding qualities demonatrated largely by women and not
?by men. Feijgo continuee aupport of his illumination of
?woaan's ability to maintein & household and a nation with

?numerous examplea auch as Maria de Esfrada, Consort of Pedro

' 8anchez Farfan, a soldier of Hernan Cortéﬁ:

g



53

pple. He uses Isabela, wife of Ferdinand, as a
Bainating example of what history owas ita women:
Por lo menos el descubrimiento dal Nuavo
Mundo, que fue el suceso mis glorioso de
Espdfio en muchos siglos, es cierto que no
¢e hubiera conseguido, 8i la magnanimidad
de Isabela no hubiese vencido los
temores y perezas de Fernando .
(Feijoo 54).
1thout the visionary leaderahip of many notable women,
flatory would surely have suffered.
Feijgo then explores the realm of economics, admitting
foman' s superiority to man in the governing of economic
ttere:
De la prudencias econdmica es ocioeo hablar,
cuando todos los dias se estdn viendo casas
muy bien gobernadaa por las mujeres, y muy
desgobernadas por los hombres .
(Feijdo 54).
dmitting womaen'e superiority in economic matters, Feijdo
lalao adds woman'e generosity and valiant spirit as
?putstanding quglities demonstrated largely by women and not
;by men. Feijgo continues support of hie illumination of
;voman's ability to maintain a household and a nation with

i numerous examples such as Maria de Esﬁrada, Consort of Pedro

fBanchez Farfan, a soldier of Hernan Cortés:
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Maria de Estrada, la cual, cou uaa espada y
una rodela en las manos, hiso hechos maravillosos,
y se entraba por los enimigos con tanto coraje y 4nimo,
como si fuera uno de los mds valientes hombres del mundo,
olvidada de que era mujer, y revistada del valor
que en caso seme jante suelen tener los hombres
de valor y honra. Y fueron tantas las maravillas
y cosas que higo, gque puso en eapanto y asombro
a cuantos la miraban
(Feijéo 55-56).

?jéo elaborates upon this example and others while
jveloping a strong historical case if not for woman's
jperiority, at least for her equality in times which
quire courage and valor.
’ [ , .
Although Feijoo doee not develop a particular image of
pman, he does recognize woman as a unique creation, capable
contributing heroic deeds and of projecting a personhood
jeparate from man’s. His strongest argument in woman'e
aﬁfense is the observation that woman's image has suffered
 oth in history and in literature because men have been
Botrusted with the recording of these events:
+++hombres fueron los que escribieron esos libros,
en que se condena por muy inferior el entendimienteo
de las mujeres./ S1 mujeres los hubieran escrito,
nosotros quedariamos debajo...ni ellas oi nosotros
podemos en este pleito ser jueces, porque somos

-~ . ]
partes; y asi, se habia de fiar la sentencia a los
dngeles, que, como no tienen sexo, son indifetpntes...

(Feijdo 57)

erijSo understands the preference of sex., Histeory and
fliterature written by men extel mseculine virtues, just as
}history and literature written by women would certainly

. favor feminine attributes. Only an angel could produce a

nondiscriminatory view as angels have no sex to favor.
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;ﬁSO waa a wise man who underatood the worth of the
;ividual beyond the designation of gender.

Feijﬁo ie not an advocate of woman'se superiority, and he
;ns women againset adopting the masculine role of

;ﬁressor. Feijgo representsa g moderating image of woman.
is not to be enslaved as a lesser ereation worthy only
scorn and contempt, nor is she to be elevated to the rank
j'deity. Neither of these views allow woman any freedom

;r recognize her humanity. Feijgo argued for a more
passionate and equal vision of woman, one that allows her
;iakness and recognizes her strength.

'Feijao was indeed a strange phenomenon in the ignorant
jwd anarchic society of his times (Brenan 316). He waa open
new ideas, and his defense of women claimed a higher
$lace for her in society. This same theme in defense of
;hman's ability to think and feel is continued in Moratin's

;lay, El si de las nifas.

Near the end of the Eighteenth Century emerged a figure
;@ho at last provided a new development in Spanish
Eaiterature. Leandro Ferndndez de Moratin "llena el vacio
;creado en el teatro del siglo XVIII por la degeneracion de
;la comedia tradicional" (Marin 1: 465)., Moratin filled the
?literary void of the times by introducing the “socioalagical"
%theater (Stamm 146), His works were written in the
¥%tradition of wit and coupled with his penetrating
%?observntion of human nature. Moratfn'e plays entertain

;fuhile making statements about social conventions. These
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bis are considered smong the firet modern thesis playe

pehup 331). His play, El ai de las nifias, is of special

?test to this study. The lesson it teaches that parents
guardians ehould not arrange marriages without cthe
;lent of both people involved is one earlier raiased by
;-antes (Northup 331),.
To develop this lesson, Moratim coutrasts the
?dience-trained daughter, Dona Francisca, with her
jedition-bound mother, Dofia Irene. He renounced the
Tnvention which forced a young girl to sacrifice her own
fsirea and love to tradition. PFiret, he challenged the
_%nventional education of young girls, They were frequently
'int to convents at an early age to learn obedience and
brace. Once they returned home, they were bound to obey
fbeir parents without question. Dona Francisca is one of
ihese young girls educated to "Bordar, coser, leer libros
;e?otos, oir misa Yy correr por la huerta detrds de las
mariposas, y echar agua en los agujeros de las hormigas..."
KHoratfh 9). She is thus trained to embroider, sew, read
?religious books, go to Mass, chase butterflies and throw
;water down ant hills. Her educatiomn is superficial and
;gllows no need to think or make decisions, for those are all
flade for her. All of her trsining leads to one final
{outcome ~ obedience.

Dotia Irene is the stereotypical mother of these tiwes.
Sbe complains, “soy una pobre viuda" (Moratinm 46), This

poor widow is not a villainess; she merely represents the
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fetom of the Eighteenth Century, By arranging a suitable
prriage for her daughter, she insures her own security and
itablshes a respectable life for her daughter. She viewa
e "modern'" marriages based on young love as a threat to
fociety. Do¥a Irene is portrayed as an overbearing,
-:lkative woman, but she is aincerely concerned for her

j ughter: Mella nifa, sin juicio ni experiencia, y el mnifo
:-nbién, sin asomo de cordura ni conocimiento de lo que ea
;undo" (Moratin 13). This marriage of children can benefit
Qo one in her opinion,

Dona Francisca remains the obedient daughter even when
faced with the choice between her lover Don Carlos and her
¢thosen husband Don Diego. To Francieca, it ia no choice.
:She is trained to obey, and obey ahe will, Conesumed by love
 for another, Francisca is forced by her training to deny her
;ﬂesires and place herself under the care of a man she doea
;not love: '"Ro, eefor; lo que dice usted merced, eso digo
éyo; lo misma. Porque en todo lo que me manda la obedecere"
(Horat:{n 22).

Between the unhappy daughter and the overbearing mother
2stands Don Diego, the compassionate and ineightful man
';chosen to marry Dona Francisca. Don Diego knows that wigse
parents do not demand obedience, "En estas materias tan
"delicadas loes padres que tienen juicioc no mandan, Iusinﬁan,
proponen, aconeejan; eso sf, todo eso s{; | pero mandarl
(Morat{n 22). He understands that a young woman needs to

share in the decision of her marriage and is openly critical
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the education young girla were receiving, "Ve aqui los
?utoa de la educacidn...instruidas en el arte de callar y
Pentir...se llama excelente educaciédn la que inapira en
f1las el temor, la astucia y el silencio de un esclavo
"Horatf; 41)., He is disgusted by the cenvention which
Egachea young girles to lie by not speaking their minds, He
iavors marriage based on free choice and equality of age.
ét the expense of personal loss, Don Diego relinquishea his
fight to Dofila Prancisca and gives her to his nephew Don
farlos, Francisca's true love, In the final scene of the
%71ay, he admonishes Doha Irene.

...mientras que usted y las tias fundaban
castillos en el aire, y me llenaban la

cabeza de ilusiones, que hanm desaparecido

como un suefo...Esto resulta del abuso de

la autoridad, de la opresifn que la juventud
padece, y estas son las seguridades que dan

los padres y los tutores, y esto es lo que se
debe fiar en EL SI DE LAS NINAS

(Moratin 49)
fThis revolutionary criticism of tradition paves the way for
:ia new freedom for women previcusly restrained by custom. It
'Enust be noted that it is Don Diego who has the strength to
iispeak out against custom. Neither Doha Irene nor Francisca
; dares break the chains of tradition.

Dona Irene is the stereotypical mother., She refers to

3 herself as a "pobre viuda" indicating that she too had
married an older man and is now alone to provide for her
daughter. She is entrusted with the preservation of
tradition. She is as limited in her choice as Francisca,

for she is stifled by the traditiomal education of women and
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:@wg no other way to provide security for herself and her
;hghter. Although Francisca seems ready to rebel againat
;adition a® incarnated within her mother, ahe too 8upreases
:?t personal desires. She recognizes theee desiree, but she
ill-prepared by her limited education to assert her

adividuality. EIl a{ de las niTaa providese a strong image

 f the Mother as tradition bearer and the Daughter as the
%bedient child, Neither character is able to break with
;radition, for neither has been trained te believe it
g}ossible that she may possess personal desires outside the
;confinen of custom, Don Diego, con the other hand, has not
 been schooled in total self-denial, He is allowed to voice
 his opinion, and thus it is a man who speaks out in woman's
;Ibehalf.

El sa{ de las nifias adds a new dimensionm to the image of

woman, Against the forces of traditional education, she is
presented as a character capable of loving and choosing.
This revolutionary image comee ga the result of the
Eighteenth Century's intereat in truth and oppositionm to
ignorance and superstition. Contrasted with the
stereotypical mother who ie overwhelming and ambitious, a
new woman is emerging - a new woman capable of emotional

4 depth and intellectual questioning. Because of this
penetrating observation of woman's need to participate in

her own life, El s{ de las niflas ie a landmark in the atudy

of the nature of woman in Spanish literature.



The Eighteenth Century is often considered a pterile
friod in Spanish literature; but, in this study, two works
}y a significane role, In "Pefensa de las wmujeres"” from

“ . e
Teatry critico, Feijoo argues for a new vision of wowan

. man's intellectual equal. His critical observation
)poseeé the previous image of woman based on ignorance and

?perstition. In El sf de las nifas, Moratin continues the

19‘3 of Feijdo's essay, challenges the education givean
;ung girls, and champiors young love. 1In the Eighteenth
Egntury begins a nev i1mage of woman which emphasizes her

igtellectual and emotional worth as an individusl,

60



Chapter 1V

The Nineteenth Century

The Nineteenth Century in Spain wae a century of
?iitical unrest and turbulence. This political chaoa was
E?? result of French intervention, of the establishment of a
?ﬁrt-lived republic, and of Spain's defeat in the
;anish-ﬁmerican War., The century waa a battlefield where
?e traditionalists and the liberals were constantly vying
f:th each other (Pattieon 2: 257), The intellectual
?unflict which arose during this etruggle spawned several
?iterary trends, Each trend attempted to solve the dilemma
if the timea, and each provided & unique image of woman,
During the firet half of the Nineteenth Century,
éomanticism triumphed, Romanticiewm was not new to Spain,
30: the writer of el Siglo de Oro exhibited its eseence
iChandler 33). This movement, begunm in the Eighteenth

‘Century, represented the reaction of a national spirit in

r

:

:cnuntries formerly under the power of France and Napoleon
(Dfaz~-Plaje 241). 1n the sBecond half of the Nineteenth
Century, Romanticiam wae replaced by Realism. This
movement , too, found ite beginninge early in Spaniah

literature, for Poema de M{o Cid of the Middle Ages reflects

gan image of 1life 1n & real time and place and establisahes
realism as a chief characterieric in Spanish literatura.
Naturaliem, & third literary movement of interest to this
study, provided scientific observation of reality void of

sentiment. Numerous other movements attempted to clarify
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j intellectual conflicts of Spain in the Nineteenth
itury. These literary movements produced a wealth of
rature, but for the purpoae of this study four worka
fre been selected to represent the Nineteenth (entury.
The romantic image of woman is epitomized in Joaé

prrilla’s Don Juan Tenorio. This ideslized image reflects

¢ sentiment of the Romantiec movement. Juan Valera's

ppita Jiménez is the study of the love of a young man and

;man and provided an introductionm to pesychological realism,

loca de la casa by Benito Perez Galdds speaks out againat

E}Iigious inflexibility aand provides a liberated image of
joman. The final selection, "El disfaz," provides a
ionsentimen:al view of woman and represents the exploration
bt Neturalism by Emilia Pardo Bazan.

José Zorrille was a chief propounent of Romanticiem in
ilineteenth Century Spain {Brenman 240), Zorrilla personified
iihe Romantic movement in his own bohemian life style. He
;himself noted, "Yo soy el trovador qQue vaga errante"
;(Chandler 344), Zorrilla wae the poet of the masses, and
 hil theater was alive, passionate, and national in sepirit
(Chandler 115). He is best remembered for the play, Don

[ Juan Tenorio, which he wrote early im his career and first

etaged in 1844,

Don Juan Tenorio became the most popular play in the

?-Hineteenth Century and ie still performed on All Saints Day
in Spaein as an object lesson for wayvard sinners and for the

edification of the faithful (Chandler 116), Zorrilla's Don
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fan is a reincarnation of the Don Jyanm firat introduced by

}ao de Molina in el Siglo de Oro. Zorrillat's Daoan Juan

;ﬁvidea a somevhat softened and romanticized image of the
jlginal Don Juan and may be more appealing and entertaining
the modern reagder than Tirap's Don Juan. He is more

 lan and more generous as reflected by the comraderie he
ares with his aervant Cuitti., But Don Juan is Don Juan
#-ether he was created by Tirso de Molina or José‘Zorrilla,

il noted by the servants of Don Juan and Don Luis, his arch

pivsal,
Buttarelli ¢Franco?
Cuitti Como un estudiante.
Butt. dY noble?
Cuitti Como un infante.
Butt. éY bravo?
Cuitti . Como un pirata.
Butt. éY Espafiol?
Cuitti Creo que afi,
Butt. d5u nopbre?
Cuitti Lo ignoro en suma.
Butt. iBribénl <Y dénde va?
Cuitti Aqui

(Zorrilla 8-9),
ziﬂhile the Don Juan of the NHineteenth Century is as

f unscrupulous as the Don Juan of el §Siglo de Oro, the female

characters are noticeably different.

The women of Tirso's El burlader are helplessa in the

face of Don Juan'a irresistible charm. Even though they
exhibit strength by seeking vengeance after learning of
their deception, they are eaay prey for the glluring Don
Juan. Dofia Ans of Zorrilla'e Don Juan is similar to the

women of El burlador, She is honorable beyond reproach and

swears her undying love to her betrothed, Don Luis,
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k.tengo cifrada en ef la gloria de mi existencia™
rrilla 48). Her honor does little to protect her against
ﬁ_chnrms of Don Juan, and she easlly succumbs to his
rer .
Don Juan's chief prey in the play is Dona Ines. Like
fha Ana, she is the epitome of purity. She has been
heltered from reality in a convent, Don Juan awakend her
pssion amid the confusion caused by her upbringing and her
Qve for Don Juan:
No sé...El campp de mi wente
siento que cruzan perdidas
mil sombras desconocidas
que me inquietan vagamente,
Y ha tiempo al alma me dan
con su agitaci6h tortura
(Zorrilla 69).
fhis innocent girl, who has been eassily duped, forfeits her
Phonor and obligation (to the Church) for the love offered by
Don Juan:
. s
8i esto es amar, 8i, le amo;
pero yo s& que me infamo
con es8a pas1on tamblen.
Y si el debil corazdn
ge me va tras/de don Juan,
tirdndome de é1 estan
mi honor y mi obligacidn
(Zorrillia 88),
Unlike the other women who have fallen prey to Don Juan,
Dona Ines represents more than an innocent wowman deceived by
his charms, Dona Inés is the romantic ideal of woman; and
- - » Ld r /
in keeping with this romantic apirit, Dona lnes saves Don
Juan from eternal damnation, According to Harfﬁ, it is this
amorous intercession that aymbolizes the ideal romantic

[

E“ female, ..ala aalvacigﬁ de Don Juan gracias a la infinits
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}edad divina y a la interceaidn amorosa de una Aaujer que
Jimboliza el ideal romantico femenino” (532). Doba Inde is
filling to trade her soul for Don Juan's salvation. God
krants her wish, and Don Juan is redeemed at the foot of the
grave:

Yo mi alma he dada por e

y Dios te otorga por mi

tu dudoea salvacign

.»+2l amor palvo a don Juan

al pie de la sepultura
(Zorrilla 155).

LThe image of Dona Ines is & reflection of the romantic
i.pirit of the early Nineteenth Century,
A second image of woman in Don Juan is not new to
} 5panish literature. Like Trotaconventos and Celeetina,
.Brfgida serves as a go-between for Don Juan, It is she who
3aubmits Don Juan's love to the heart and mind of Dofia Inés:

.»+,08 he pintado

muerto por ella de amor,

desesperado por ella,

y por ella perseguido

y por ella decidido

a perder vida y honor

(Zorrilla 56).

Brfgida is accused by Don Juan of consorting with the devil,
but she is indispeneible to him. Brigida has asccess to the
convent and has the power to "transplant the beautiful
flower of Dofa Inés into the garden of Don Juan's conquests:

Hermoea flor cuve caliz

al rocio aun no se ha asbierto

a transplantarte va 8l huerto

de sus amores don Juan

(Zorrilla 57).

re + & . -~
Brigada accupes Don Juan of being "sin alma y ein corazon"

(Zorrilla 57), but she too is heartless, She is motivated
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money and does not hesitate to lie to complete her task.
iffhida entraps the prey for Don Juan's plesaure and fqels
fn remorse for her perfidy. She recognizes her own lack of
horals:

j5in alma estoy!
jAyl Eate hombre ea una fiera;
nada le ataja ni altera,,,

§i{, 81, a su sombra me voy

(Zorrilla 75).
?Qs Don Juan's accomplice, Brigida supports his deception of
F;dﬁa In€s when she tells her there has been a fire jn the
;;onvent and that Don Juan has carried her away to safety,
! Like Don Juan, Brigida lacke scruples. She representa a
§ mercenary and unrepentant image of woman, the Trotaconventos
%‘who lives outside rhe normal image of woman,

In addition to Doha lnés, Dofa Ans and Brigida, there
are two minor ¢haracters worthy of note. Lucf@, a servant
in the house of Dona Ana, is motivated by greed as is
Brigida. She claims to be a loyal servant by refusing eatry
to Don Juan, When he offers her gold, she quickly relents
and opens the way for Dona Ana's seduction. Secondly, the
gbadesa (abbess) of the convent where Dofia Inée has lived
represents the remoteness pf the religious community. Don
Gon;alo, Doha Infs' father, accuases the abadesa of allowing

the devil (Don Juan) to carry off his daughter while she

prays for Dona Inés' safety:
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ss.mientraa vos
por ella rogdis a Dioa,
viene el diablo y oa la quita
(Zorrilla 79).

Don Juan Tenorio represents the romantic ideal of the

;irst half of the Nineteenth Century, The main imagea of
*lman are either the idealized image of Dofa Inéﬁ, with a
Jove pure enough to eave Don Juan from the fireas of
iannation, or Brigide, the mercenary old crone, who profits
;rom this perfect love. This idealized image of woman along
?ith the Romantic movement could not endure the intellectual
jconflict of the Nineteenth Century and gave way to a more
;realiatic image of woman, In 1874, Juan Valera publighed

;Pepita Jiménez, the peychological study of love and ite

Eeffecta on a young man and woman. This novel took a step
1further tovard realisem in Spanish literature and its image
| of woman.

From hia study of mysticism, Juan Valera gained ingight
into the workings of the mind and used this knowledge to
create characters able to express the innermost conflicts of
the spirit (Brenan 381). Valera has been called the

' for,

"creator of the psychological novel in Spain,'
although he rooted his worka in rerlity, he believed that
they must do more than merely vecount exterior observations
(p{az-Plaja 302). Valera avoided romantic fantasies in his
study of the motivatione of his characters' actiona,

Valers was ianterested in the atudy of love, and he was

recognized as an expert in matters concerning women and the

conflict between sacred and profane love (Dfﬁz—?laja 302).
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»Ta's women are not the idealimed ereaturea favored by the
antice, but are flesh and blood characters. Hia
lietic image of woman ir evident in thia description of

iganela from his work, Sonetos a Lucianela:

, Lucianela, hija o mujer de un pescador...
venlia a bailar la tarantela todos los domingoa...
lo primero que hacia era quitarse loa zapatos...
Lucianela bailaba c¢on los pies desnudos

(Bravo-Villaaante 40)

& earthy description of the barefoot dancer is
resentative of Valera's image of woman rooted in reality.

his novel Pepita Jiménez, he portrays a woman of strength

passion.

Pepita Jiménez is divided into two main sections. The

st section, "Cartas de mi sobrino'" reveals the gradual
kening of love in a young seminarian, Thia epistolary

m yields the intrésPective monologue of Luis and analyzes
conflict between his commitment to the Church and his
wing attraction for Pepita (Chandler 208), Luis'

reneds of this love is grsdual, and his vision of Pepita
nges ag his love grows, The letters begin with hie
ective deascription of Pepita, a8 twenty-year-old widow
tined to marry his father, continue through his surprise
the emotions aroused by Pepita's presence, and culaminate
hie anguish when he feels he muat choose between his
venly obligation and his earthy love. A brief

mination of this progression will establish the impact of
ita's image on Luis and will demonatrate the evolution of

image.
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His first letter (22 de mayo) provides an umsentimental

;ccount of Pepita's situgtion as the young widow promised to
fpon Pedro, Luis’' father. He continuea this objective
lcommentary when he firat meets Pepita and considers her as

this future stepmother (28 de mayo), "Como es posible que sea

igi mgdrestrg.,. me parece una mujer singular.,.Hay en ells
fun sosiego, ung paz exterior" (Valera 21). His letter of 4
fﬁg_gggil reveals an aversion mixed with admiratiom for his
ffather's bride-to-be, "Confieso que algin sentimiento

' (Valers

t profano se ha mezclada con esta pureza de afecto’
f 32). By 8 de abril, he has experienced the touch of Pepita's
:hand which arouses new feelings of compasseion, "Una

fcompasién loca, insana, me aqueja a veces"” (Valera 42). His

L view of Pepita became more 8subjective (15 de abril), "Hay

sinceridad y candor en Pepita Jiménez" (Valera 48), and her
innocence and purity inspire him as a work of art (20 de
abril), "...yo veo en Pepita Jiméner una hermosa criatura de
Dios, y por Dios la amo como a hermana"™ (Valera 52). Luis'
image of Pepita 13 to this point idealized and he struggles
to keep this image separate from reality.

El 4 de mayo he rationalizes bis feelings by saying her

beauty is tragasitory, "La bellezs de esta mujer, tal como

hoy se manifesta, desaparecera dentro de breves shos.,.."

(valera 63). In his next letter (7 de mayo), Luis is haunted
by Pepita's image; but he refuses to acknowledge his love,
"La imagen de Pepita estid siempre presente en mi alma.

¢tSerd esto amor?...Yo no amo a Pepita todavia., Me iré y la
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jvidare” (valera 74, 76). Pepita's image nov takes on a
:ductive nature. He finds himself tempted by her eyes
}ich he compares to those of Circe, the goddesa who turned

en into animals (12 de mayo), "...los ojos de Pepita,

rdes como los de Circe...el poder de sus ojos,..mata y
;estruye todo incentivo..." (Valera 80). By 19 de mayo,
;uis recognizes the danger of abandoniag his vocation for
fhia woman who has made his life & perpetual struggle,
ﬁﬁ..eata mujer peligrosisima...ya no pienso mds gue en

?ella...Hi vida...es una lucha conatante" (Valera 84, 86,

£ 88). His fall is rapid and his next letter is a plea for

%reacue from Pepita (23 de mayo), ":Socdrrame usted!" (Valera
;90). This image of Pepita a® the seductress creates a
;conflict between Luis' love for her and what he believes to
be his religious vecation,

Luis refuses to acknowledge his love for Pepita and
regards her as a barrier in his relationship with God (30 de

" - Bad . -
...t corazon es red enganosa...quien ama a Dios

mayo),
huiri de ti.,." (Valera 92). However, he is mortal, and,
giving in to a fatal kiss, Luis feels that he hae betrayed

God by giving in to temptation and Pepita by not being able

to fulfill the promise of the kiss (6 de junio), "Habfa

faltada a Dios y a ella" (Valera 97), He must now regain
his piece of mind and flee from Pepita whom he views aa a

test of his faith (11 de junio), "Lejos de Pepita me voy

serenande y creyendo que tal vee ha sido una prueba este
comienzo de amores"™ (Valera 98). 1Luis rejects Pepita, "la

endigblada mujer" (Valera 100) aud denies his own heart by
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%outpouring of passion and repentencs.
Throughout this first half of the novel, Luis'
; progressive love for Pepita creates a changing image of
woman: the ideal, the seductress, the test of man's faith.
Pepita ia seen only through the eyes of Luis. Her true
image is never clearly established as Luis does not know
what to think of her., Sometimes he thinks of her as a
saint; at other times, as a diabolical egoiat: "“¢Como es
esta mujer?,,.Pepita deja en duda al sewinarista, que no
sabe que pensar de ellsa, y unas veces la cree santa y otras
endiablada egoista™ (Bravo-Villasante 198). The second hal
of the novel reveals a clearer image of Pepita, the object
of Luie' love,.

Unlike Luis, Pepita recognizes the truth that she loves
him and that he loves her. Whille Luis compares Pepita to »a
mystical work of art, Pepita ie firmly rooted in reality,
She loves not only his soul, but his body, "Para mi es uste
su boca, sus ojos, sus negros cabellos,..toda su forma
corporal, en suma, que me enamoras ¥y seduce...Yo amo en
usted, no ya solo el alma, sino el cuerpo..." (valera
168-69). This image of Pepita is both realistic and
passionate. She cannot deny her love, nor can 8he escape.

She is enslaved by a love she cannot control:

rse€BtOY
marcada y esclavizada, me absndona, y me vende, y me
asesina" (Valerg 113), Pepita is not one to flee her

snguish, snd she seads her maid Antchona to bring Luis to

71
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jer, She has the strength to face Luis with her anguish and

io plead with him to recognize hie love far her.
;roclsiming hie iatentiom to sacrifice his love and become a
;;iest, Luis again denies his love for Pepita, But hia love
;ind concern for her safety prompts Luis to follow the
 gaddened Pepita into her darkened chambers. Wbether Pepita
[ achemee to seduce Luis is unclear, but she does demopnatrate
strength and courage in confronting Luis with their love.
EThis image of Pepita reflects woman'e passion as well as her
?ability to deal with reality. ©She and Luis share the sgme
intensity of love, but only Pepita hae the strength to
fulfill this love. The consummation of love resolves Luis'
conflict. He discovers that his mysticiem is false and is
founded on romantic notions. The love of Pepita and Luis
symbolizes a fueion of the human and the divine, and their
marriage proclaims the happy possibility of discovering love
in the mortal world.

Valera's Pepita Jiméener provides several views of the

same woman, From Luis' viewpoint, she is the ideal, the
seductress, and the test of man's religious convictions,.
Throughout the first half of the novel, Pepita is revealed
golely from Luis’ point of view., She is depicted through
the eyes of a young man experiencing his first love and is
represented as the romantic ideal of young love., Her image
reflects the extremes of Luis' emotions: Virgin-like to
Seductress, ideal lover to tempting deceiver. This wholly

male point of view is countrasted in the second half of the
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?novel. The second half of the novel producea a realistic
image of woman, an image filled with passion and strength,

;This realistic image of woman continues in La loca de la

;casa in which Galdds challenges soclety with a realistic and
iliberated image of woman,

La loca de la casa by Benito Perez Galdds continues in

the spirit of realiem and adds social conflict to the image
of woman. Galdds adopts an approach mixed with enough
romanticism to make his social criticism and his realism
paletable to the public (Warshaw xv). Amid the turmoil of
the late Nineteenth Century, Galdos was the champion of
liberalism and looked forward to a day when Spaniards would
achieve a closer contact with reglity, instead of living too
deeply in a world of dreams (Pattisom 2: 453). His
criticism hurled the age-old medievalisem of Spain in the
face of all spathetic Spaniards and urged them to become
alive to the swiftly moving world around them. (Warehaw
xiv)., His vision of woman was a liberated image relevant to
modern times.

His play, La loca de la casa, 1s based on the fable La

Hermosa y la fiera (BPeauty snd the Beast) (Warshaw xxvi) and

develops the theme of self-sacrifice. The title itself is
significant. On one hand, it identifies the heroine
Victoria, "the madwoman of the house." On the other hand,
it represents the apirit of liberalism, for the term la loca
de la casa is often used by Galdos to signify the

"imagionation, the quality of mind necessary to accept aocial
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};change" (Warshaw xxv). The play is a struggle between good
{Victoria) and evil (Cruz) in which good discovers that evil
is not as black aa it is commonly painted and evil finde
strength in good (Warshaw xxv). This observation is
supported in other forme of internal symbolism. The play is
aet at Easter, a seascn of hope and resurrection. The name
Victoria suggests moral victory; the name Crue alludes to
the Cross of Sorrows; and Sor Maria is aymbolic of the
consolation available from the Virgin Mary.

In this study, the character of Victoria provides a
liberated image of woman. She exhibits a predilection for
mysticiom, a passicen feor renunciation, and sound common
sense (Warshaw xxxiv). 1Initially, Victoria represents the
religious famaticiem of the times, BShe embraces a religiocus
devotion beyond the normal intensity, "...asaltada de un
religioso entusiaemo, que mds bien parece exaltacion insana"
(Galdos 13). She hae long lived with the title la loca de
la casa because of her mystical approach to life and ite
problems., Unlike the previous image of clecistered woman,
she recognizes the conflict between the human and the
divine. Although she longs for the tranquility of the
convent, ehe ies aware of the world around her and of a
sacrifice beyond the walls of the convent: "Paso la rgfaga
por mi mente...He sentido el chiepazo que precede a las
resoluciones formidables..." (Galdds 62). Victoria
recognizes an obligation to participate in the world. Her

decision to sacrifice herself to marriage with Cruz
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?euonstrates her awareness of the world around her. She is

-got content to hide from her obligation to eave her father
;from financial ruin, As Cruz notes, "Que la loca de la casa
fyuelve a la razon, y se casa [conmigol"™ (Galdds 77). Aa an
éintroduction ta the liberated image of woman, Victoria leaves
éthe convent and emerges into the real weorld,
Victoria's decidion to marry Cruz and enter the real
:vorld is not the end of her liberation, Her image comtinues
to evolve a6 she recognizes that Cruz's worldly waye are not
f all bad, She becomes a new woman, now clinging to a new
interest in the business world along with her religion: "Mi
rosario y los nimeros son mi entretenamiento” (Galdds 88).
She uses her newly discovered knowledge of commerce to
benefit others, She saves the farm of g family friend, the
Marquesa de Malavella, with a generous gift, and coerces
Cruz into providing funds to complete the new church. The
development of Victoria's character continues until she is
gtrong enough to openly defy her husband and label him
"loco'" as she has previously been labeled. Good and evil
have merged into a more modern vision of reality., The
madwoman exchanges her "insanity" (isolatiom) for an
appreciation of the world, and Cruxz comes to appreciate her
strength of vision. The play ends with the reconciliation
of Cruz and Victoria and the proclamation of woman's

importance to the world:
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b Cruz., - Victorim...ctonsidera.,..yo, yo como
; jefe de la familia; yo, el padre,

debo velar por ls propiedad, por

los intereses.
Viet. - ;1 Ah! no..,.eso ea upna antiguella,

Dios me ilumina, y me dice que

las madres gobiernan el mundo P

(Galdoa 136).

f Woman in the form of Victoria leavea the isolation of the
;convent to partake of the world.

Along with Victoria, other female characters who appear
in La loca reflect the social conflict of the latter part of
the Nineteenth Century. Gabriela, Victoria'e sBister,
represents the emerging woman who haa a mind of her own, but
is not yet able to break with tradition. She is caught in a
conflict between her love for Jaime and her duty to her
father, but she is not strong enough to defy custom,

", ..puesta en el dilema de desobedecerte o quitarme la vida,
optarfﬁ por lo dltimo” (Galdas 38). Although ehe recognized

the conflict of the timesa, she is prepared to die rather

than face reality and marry Cruz.

Eulalia, Victoria's gunt, is the typical '"pobre viuda"
who relies on God's judgement to punish those who have
broken with tradition to become involved with the novelty of
conmmerce, She ie very pious, but worthlesa, as Gabriela
notesa, ".,..pero al nivel de su virtud, y un poquito mas
arriba, pongamos su inutilided" (Galdés 9). The Marquesa
also looks to Heaven, but unlike Eulalia, she realizes that
some of life's probleme require more tangible aolutions:

"

«..¥yO tambien mito al cielo; pero como ya no veo caer el

mang, tengo que revolver la tierras buecando eu equivalente"
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(Galdés 42). Sor Mar{a is a third religiouvs figure who,
like the Virgin, offers encouragement in the face of
spiritual conflict. She encourages Victoria to accept her
burden whether in the cloister or in the world: "Esa
edcuela de regeneracign, a veces se encuentra en la vida
trabajosa del claustro, a veces en el mundo" (Galdda 67).

The image of woman which emerges from La loca de lg casa

symbolizes the social chaos of the times. Victoria portrays
8 liberated image of woman who is able to emerge from her
seclusion and participate in reality., She deals with life's
problems and adjusts her vieion of reality, The minor
characters also demonstrate the conflict of the times and
support the need for society to accept change. While Galdds
provides this liberated image of woman, Pardo Bazan gives a
detailed and extremely realistic image of woman.

A study of the nature of woman in Spanish literature
vould not be complete without menticn of the extensive work
of Emilia Pardo Bazdn, She was a feminist and an
intellectual who defended the public rights of women with
ardor (Stamm 152-53), She was the firat woman nawmed to
chair of Modern Languages at the University of Madrid (Chandler

226), she started Biblioteca de la mujer, and she published

many works ou and by women authors {(Chandler 456-47).
Clar{n described her as feeling like a woman and thinking
like a man (Chandler 548). This apparent compliment is
actually an insult to woman's ability to think as well as

man while reacting emotionally like a woman, Reality
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wvaderscores woman's struggle for acceptance sa a whole
person as literature experiments with her emerging
individuality. Pardo Bazdn standa as a unique figure in an
age when the novel in Spain was dominated by men (Chandler
226).

As an artist, Pardo Bazan was the chief proponent of
Naturalism in Spanish literature. This extreme form of
realism provided a gcientific observation of life void of
the author's personal sentiment. She believed that the
function of the novel was to explore in wminute detail the
effect whiech society produced orn human character (Stamm
152). Pardo Bazan reflected these naturalistic tendencies
in her portrayal of women., She described characters as they
were without idealization or embellishment (Chandler 227),
She portrayed life and women without allowing her personal
feelings or imagination to color the image. In her best

known work, Los pazos de Ulloa, sahe tells the story of a

degenerate Marques living in Galicia who had as his mistress
the daughter of his overaeer. 1In the sequel, La Madre

Naturaleza, Bazan tells of the love affair of the Marques’

two children by two women who are unaware they are brother
and sister (Pattison 2: 509). 1In these works she provided
an image of woman in which nothing was taboo - neither
adultery, proatitution, nor incest.

Since Pardo Bazan was unable to accept Naturaliam's
preoccupation with the seamy side of life, her image of

woman found in the short story, "El disfaz," demonstrates a
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t nodification of naturalism. "El diefaz" tella of Dofa
"Consolacidn, a noble, but poor, piano teacher, One day, her
young student Enriquets surprises her with tickets to the
opera. Agsinst Doha Conaolacidn's protest that neither she
nor her hueband has proper clothing to wear to the opera,
Enriqueta's mother the Marquesa loana Dofla Consolacidn an
elegant dresa, a euit for her hueband, and a carriage to
tranaport them. Dofa Consolacidn ie deacribed
"~ dispaseionately as she adopta the "wmask" of high society by
trading her ragged garmente far the elegant dress of the
Marquega. Despite her humiliation, she disraobes and reveals
her dirty and tattered undergarments and her broken corset:
"iDeanudarae delante de aquella Toinette, la doncella
francesa, remilgada y burlona, que verias la ropa interior
desaseada, los bajos destrozados, el corsé roto, de pobre
dril gris" (Pardo Bazén 1: 1667). The teacher ia portraved
as she really is, & humble c¢reature who enduree humiliastion
to please a8 special etudent and to keep a job essential to
her survival. DoRa Consalacién cannot disappoint Enriqueta,
"Una vergienza, una humillacidn dolorosa la impulsaban a
gritar:<<{No, no iré, no me vestiré de carnaval con la librea
de lujo...>>Pero los ojos precicsos, 1{mpidos, de
Enriqueta...[ella] tuvo miedo de negarse a aquella humorada
a gentil travesura" (Pardo Bagan l: 1667).

Pardo Bazan is impartial in her description of thia
emotional situation. She relates Dofia Conaolacion'a
humiliation and the futility of her c¢ircumastances

dispassionately. Even when Dona Consolaci%n is overcome
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jvith emotion when she contraste her life with the elegant

fcharade. Pardo Bacdn remaine aloof:

Y ella - persando en que al otro dia iba
a recobrar sus semiandrajos, sv traje negro,
decente y rafdo, y que la vida continuaria
con los ahogos econdmicos y fisicos, las
deudas y los ataques de sofocacidn al subir
tramos de escaleras -, se echd en brazos de
€l y rompid en aollozos
(Pardo Bazdn l: 1667).

This impartial and extremely realistic image of woman is
a sharp contrast to the idealistic image of woman provided
at the outset of Nineteenth Century. The image of woman
begine the Nineteenth Century as the romantic ideal

exhibited in Zorrilla'se Don Juan Tenorio. This image is

exchanged midway through the century for the stronger, more

passionate image of Valera's Pepita Jiménez. Galdde' La

loca de la casa portrays a liberated image of woman,

equipped to deal with the reality of social change. Thias
realistic image is exaggerated in the naturalistic view of
Pardo Bazan's "El disfaz." These imagea are compatible with
the social changes of the timed and reflect the intellectual

crisia of the Nineteenth Century.



Chapter V
The Twentieth Ceantury

The firet twenty=-five years of the Twentieth Century

Bvere dominated by a group of writers referred to aa the
gleneration of '98, These authors were not bound by any
(particular literary style, but were unified in response to
%The catastrophe of the Spanish-American War. This
}TeGOunding defeat left Spain stripped of her coloanial
f posaesaions and expoeed to the failure of Nineteenth Century
 inte11ectua1a to establish lasting social and political
‘changes. The Generation of '98, followed by the Generation
of '27, saw as its primary duties to see Spain clearly, to
expose her sores and wounds, and to asaeek a means of healing
them (Pattison 2: 514). This self-anlaysis was halted by
the Spanish Civil War (1936-39) during which many of Spain's
intellectuals fled into exile or lost their lives on the
§ battlefield. After the war, many exiled writera returned to
Spain and reeumed their careera, These writers emerged from
the chaos of the war confused and culturally isolated with
no clear vision of the future, A feeling of frustration
pervaded the Spanish novel and it wvas expressed in the form
of violence, anguish and crude realism while writers
struggled to re—-establish the identity of the individual
againat a background of confusion.
The image of woman in Twentieth Century literature will

be examined in four works: La casa de Bernardas Alba, La

familig de Pascual Duarte, E)l cuarto de acrfa, and El amor
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28 un juego solitaric. La casa de Bernarda Alba, written in

the 30's by Federico Garcia Lorca, preaented a harsh

portrait of social reality., La femilia de Paazual Duarte,

ipublished after the Civil War in 1942 by Camilo JosJ‘Cela,
‘provided a shocking introduction to the raw realism of

} tremdendismo, an exaggerated focus on the brutalities of

. 1ife, The image of woman in this work revealed a realism
%vhich magnified the gruesome details of poet-war life. EI1

. cuarto de atras by Carmen Marti{n Gaite is the story of a

¥riter trying to reconcile her memories of pre-war Spain
"with life after the war, She returna to her haven of

memories and freedom, "el cuarto,”™ to re—-establish her
. identity amid the confusion of Spain after the war. E]1 amor

€8 un juego solitario by Esther Tusquete is the story of a

woman of the 1970's in Spain who is struggling for identity,
Unlike Gaite's protagonist who searches within her store of
wevories to find herself and her purpose, Tusquets' Elia
experiments with relationships and the world around her in
her search. These four works represent Spain both before
and after the Civil War and provide an image of woman which
continues to reach for a complete understanding of herself
and her place in society.

Federico Garcia Lorca, the most widely known Spaniah
poet and playwright of the twentieth century (Stamm 209),
mede a conscious effort to renovate Spanish fheater. His
work ended with his untimely death at the outset of the

S5panish Civil War (1936), His dramas were devoid of
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;romanticism while at the Bame time represented a turming
iaway from the cold, c¢ynical realiam of the early twentieth

j century. He dealt with the confliect between man's needs and
:_passions and society's inflexible moral code (Stamm 212).
? A1though his pleys were not openly moralistie¢, they did urge
?‘change in the rigid and frustrating moral codes of Spanish
life (Dfaz~-Plaja 354). Garefa Loreca presented a harsh
portrait of frustrated love incarcerated by society.

In contrast with Spain's admiration for the Virgin Mary
as the symbol of feminine perfection, Garcia Lorca portrays
woman as the bearer of all passion and earthly reality
(Honing 151)., Garcia Lorca's principal roles are reserved

for women, and La casa de Bernarda Alba is the culmination

of female ascendency in hie drama (Lima 263). Lorcs
expresses concern for the tragedy of woman's existence and
presents a striking example of the fate of woman and her
unfulfilled desires in a Bociety which dooms her to
frustration, This play presents an exaggeration of the
Mother image. The maternal image, usually characterized by
compassion and concern for her family, demonstratee the
pevil of matriarchal domination. Like Garcia Lorca's other
heroinea, this domineering mother draws tragedy to herself

by haolding a too ardent faith in her maternal rights and

instincts (Honing 152), She demonstratea the danger of a
normally constructive moral code becoming the inflexible,

destructive instrument of chaos (Honing 195).
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F La cada de Bernarda Alba depicts an exclusively fewmale

fuehold of five daughters ruled with relentlese rigidicy
Jitheir widowed mother Bermarda. Bernarda is a Btatuesque,
gmatic personality whose words carry the guthority of a
:preme ruler and whose life betraye little emotion (Lima
f3). Her fanaticism drains her of compassion as her maid
;bncia observed:

Tirana de todos lo que la rodean.

Es capaz de sentarse encima de tu

corazdn y ver cémo te mueres durante

un afo sin que se le cierre eaa

sonrisa fris que lleva en su maldita

cara
(Garcia Lorca 253).

"gsitting on one's

;The pitiless Bernarda is truly capable of
;heart" for a year with a c¢old smile of satisfaction as life
drains from the victim's body.

Bernarda is aleo driven by an exaggerated code of honor
which obligates her to isolate her daughtere from the real
! world, ©She is obsessed with maintaining her daughters'

purity at any cost and believes no man is good enough for
them., Even though she devotes all her energy to sheltering
her daughters, she is frustrated with her role. She is
motivated by an exaggerated sense of obligation rather than
by love (Lima 270). Her daughters enslave her like five
chains, "...tenge cinco cadenas...Tendré que sentarles la
mano...que esta [mi] obligacion" (Garc{a Lorca 279). She
loses all sense of reality in her fanatical devotion to the

code of honor which was her interpretation of decency.
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Bernarda is obseasged with the appearance of decency.

:ifter her husband's fumeral, she keepa the male mourners
f outside to protect the "virginity" of the household, "No
' quiero que pasen por aqui" (Garcfﬁ Lorca 256), 8he locks up
'iher aged wmother, Harf; Josefa, to avoid the nefighbors'
learning of her "madness.”"” The moat dramatic¢ example of
% Bernarda's fear of what people will say occurred after
Adels, believing that her mother has shot her lover Pepe,
commits suicide. Bernarda's immediate concernm ie to dress
her daughter as a virgion so that the neighborse will not know
about the illicit love of Adela and Pepe:

iNadie diga nada! Ella ha muerto virgen...

tSilencio!.,,Ells, la hija menor de Bernarda

Alba, ha muerto virgen., ¢Me hapéis oido?

{Silencio, silencio he diche! 1Silenciol

(Garcia Lorca 296)

Bernarda represents an inflexible dedication to what she
believed ies honor. She haas lost contact with reality and
refuses to acknowledge the turmoil of her own household.
She refuses to believe the rumors of Adela's relationship
with Pepe. She ignores Poncia's warning that trouble is
brewing ian the household. She is blind to her daughters'
needs. Obedience is the criterion by which she judges
morality. 1If a daughter obeys, she earns the title of
daughter, but if she dares to defy parental suthority, she
is the enemy. Bernarda expresses this lack of compasalon to

her friend Prudencia, "Una hija que desobedece deja de ser

hija para convertirse en una enemiga" (Garc{a Lorca 284).



Eernarda sees herself as the last baation of decency ia a
iorld of passion.

Each of Bernarda's five daughters reacts uniquely to he
ftyranny. Only one has the courage to openly defy her
;nother's domination. Twenty-year-old Adela ie introduced a
gthe vision of youth, vigor, laughter, and warmth (Lima 273)
[ Ber appearance in a green dress the day of her father's
funeral signifies her zest for life and her courage to defy
custom. When she learns that Pepe is deatined to marry the
eldest daughter, Angustias, she begina & physical and
spiritual decline that is apparent to everyone except her
mother. At first, she isolates herself from the others;
then she tries to make herself invismible, '"Quisieras ser
invisible, pasar por las habitaciones sin que me
preguntarﬁis donde voy" (carc{a Lorca 271). But she has
committed herself to Pepe by becoming his lover, and, when
challenged by her eister Martiric, she demonstrates her
courage to defy custom and to do whatever is necepasary to
escape the confines of the house and to live her life with

Pepe:

85
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Ya no aguanto el horrvor de estos techos
después de haber probado el sabor de au
boca. Seré lo que &€l quiera que sea.
Todo el pueblo contra m{, quemdndome con sus
sus dedos de lumbre, perseguida por los
que dicen que son decentes, y me pondr¢
la corona de espinas que tienen las que
son queridas de algin hombre casado
(Garc{a Lorca 294).

Once she has tasted the sweet kias of freedom, she cannot
endure the confinewent and domination of her mother. In
open defiance of her mother's authority, she breaks the
cane, which is the symbol of Bernarda's aupremacy, and
declares her love for Pepe:
(Adela arrebata un bastén a su madre y lo
parte en doa.) Esto hago yo con la vara
de la dominadora. No dé uated un paso mds.
En mf{ no manda mas que Pepe
(Garcia Lorca 295),
Bernarda then takes a shotgun, goes outside, and shoots at
the fleeing Pepe, Adela, believing that her lover is dead,
escapes to her room and hangs herself, for she is unwilling
to live in a world thgt does not permit love. Adela does
not realize that Pepe has escaped unhurt, nor doee ahe
uaderatand that Bernarda's fear of scandal would have forced
Bernarda to hide the evidence of her daughter's fornication,
The result of the tragie conflict between Bernarda's
domination and Adela's rebellion ias death.
Of the five daughters, Adela ie the only one who dares
to aopenly defy Bernarda's authority, Martirio, whose name
suggests "martyrdom, euffering” (Lima 271), reacts to

Bernarda by becoming bitter toward life aand by hating men.

She is embittered because her ome suitor Enrique has left
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ber for an older but wealthier woman. Martirio does not
know that Bernarda has sent him gway hecauae ahe does not
: think he is good enough for one of her daughtera. According
; to Poncia, Martirio's reaction to the isolation is the
worst, & well of poison, "Esa es la peor. Es un pozo de
veneno" (Garc{a Lorca 290), Her conversation ia spiteful
and replete with double meaning. When Amelia talka of
noises in the barn at night and suggeats thac it ia a wild
mule, Martirio agrees that it is a4 wild mule, 8lyly
referring to Adela and her love tryst with Pepe, "Eso, jeso!
una mulilla sin desbravar... No digaa nada, puede ser un
barrunto mfo" (Garcefa Lorca 276). She steals Angustias'
picture of Pepe out of jealousy and bitterly denies that
Adela is even one of her sieters:
Aunque quisiera verte como hermana
no te miro ya 953 que como uha mujer...
Tengo el corazon lleno de una fuerza
tan mala, que sin quererlo yo, & mi
nisma me ahoga
(Garcia Lorca 294).
Martirio's hatred is so deep she can no longer control
herself much less rebel as Adela has., Martirio has died a
spiritual death as final as Adela's suicide. While Martirio
and Adela exhibit strong but opposite emotions to their
mother's domination, the other three daughters display a
passive acceptance of their mother'a strength.
Thirty-nine-year-old Angustiaa is the only daughter with
a dowry large enough to attract a suitable male. She is

Bernarda's only daughter by her firet husband, but she

receivea the bulk of her step-father's inheritance. She is
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avare of this undeserved dowry which has been given her, the
one step-daughter in preference to the four naturasl
daughters, Her predicament ip tragic. B8he knows Pepe is
marrying her for her money, but phe does not fully realize
his preoccupation with Adela. 1Inetead of questioning signs
of Pepe's involvement with Adela, she prefers to follow
Bernarda's advice of not asking too many questions of a man.
She is ready to accept a marriage without love, believing
that it is her obligation to her mother. She is oblivious
to the signs of foreboding as exemplified by Prudencia's
telling her that an engagement ring of pearls signifies
tears, "En wi tiempo las perlas aignificaban légrimas"”
(Garcfa Lorca 285). Although she exhibits some minor
rebellion against Bernarda by wearing make-up on the day of
her step-father's funeral, she is brought back under
domination by Bernarda's slep. She remains the obedient,
naive daughter.

The two remaining daughters, Amelia and Magdalena have
resigned themselves to their fate. Magdalena's indifference
is illustrated when she ignores an untied ahoe and declares
that if she falls there will be one less daughter to suffer.
She knows she will never marry, “Sé que yo no me voy a
casar" (Garc{a Lorca 259). Amelia, like Magdalena, haa
surrendered to her imprisonment. Amelia, an Arabic word
denoting a district governed by a chieftan (Lima 271),
personifies her name as a subject of her domineering mother.
Amelia accepts her fate as 8 punishment for being born s

woman, "Wacer mujer es el mayor castigo” (Garc{a Lorca 275).
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These two daughtera will pose no threat to Bernarda's
supremacy.

The two maids, La Poncia and La Criada, are the firast to
be aware of the turmoil within the household, Poncia tries
to vwarn Bernarda of this impending doom, but Bernarda
refuses to believe her, and Poncia ie forced into silence
because of her economic dependence on Bernarda. Poncia aees

= .
%Tu

the torment in every room behind the walls of silence,
ves este silencio? Pues hay una tormenta en cada cuarto"
(Garcia Lorca 290). Other than Adela, Poncia ie the only
character strong enough to oppose Bernarda., She ie aleo the
only character wheo can bring news of the outside worid to

the hausehold becauvse she, unlike the daughters who must be
sheltered, can freely venture outside the hause on household
errgnds. She delights the daughters with stories of love and
tantalizes Bernarda with goseip of moral degradatioa, Poncia
seems8 the character most sble to handle life's unfairness,
Her realistic acceptance of life is demonatrated by her
philosophical view of marriage. She believes that men begin
marriage in bed, then move top the table, and finally to the
tavern, ",,.el hombre a los quince d{as de boda deja la cama
por la mesea y luego la mesa por la tabernilla y la que no ae
conforma se pudre llorando en un rincon" (Garcis Lorca 270).
Poncia knows that a woman's life is unfagir, but she has
lesarned to live with the injustice. Bermarda continues to

cling to the traditions and mores of the past while refusing
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to accept change. Thia inability to accept change amnd to
confront reality dooms her household to tragedy.

Poncia and La Criada further illustrate life's injuatice
as they represent the descending scale of society, the
"pecking" order., Each decries the injustices of her
superior, but each aesumes similar roles toward those
beneath her. Peoncia describes her job as that of a "buena
perra" (Garcia Lorca 254) while she orders La Criada to
clean the table. La Criada (maid), who is Bo low on the
social ladder that she does net even merit a name, in turn
treats La Mendiga (beggar) like an animal. These tvo maids
also dare to exprese emotions not demonstrated by others in
the household, La Criada 1e the only character openly
saddened by the death of their master., She wails that he
will never ait again in his chair nor see the walls of this
house, and, most Interestingly, he will never again "1lift
her skirte'" behind the corral, "Ya no volveras a levantarme
las enaguas detras de la puerta de tu corral” (Garcia Lorca
255). While Bernarda secluded herself in a morelity that no
longer exists, her husband made love to the maid behind cthe
corral. This is further evidence that Bernarda does not
accept the reality which surrounds her.

A final female character is barred access to the
activity of the household, but she plays an important role,
Mar{a Josefa, the eighty-year~old mether of Bernarda, is
kept locked up because Bernarda deoes not want the neighbors

to see her "madness." The old woman represents the
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daughters' frustrated desire for love and freedom. She is
constantly trying to eacape to the sea to find her lover:

Me escapé porqQue me quiero casear, porque

quiero casarme con un var8a hermoso de 1la

orilla del mar, ya que aquf losa hombres

huyen de las mujerea

{(Garc{a Lorca 267-268),

She verbalizes the daughters' desires while noting the
futility of their existence. She recognizes the deep
yearning of the daughters to marry, "No guiero ver a estase
mujeres solteras, rabiando por la boda, haciendose polvo el
corazdn..." {Garcfa Lorca 268); and she accurately sees Pepe
asa a "giant" who will devour the houaehold, "Pepe el Romano
ea un gigante., Todos lo queréis. Pero &1 os va a devorar
perque vodotros 8ais granos de trigo., WNo granos de trigo.
T Ranas sin lenguas!" (Garcia Lorca 292-293), From the mouth

of a madwoman comes the inescapable truth.

La cgsa de Bernarda Alba presents the stark image of

five frustrated spinsters incarcerated by their domineering
mother. Their physical and epiritugl imprisonment ise
reflacted by the internal symbolism of the play. The entire
atmosphere of the house ia enshrouded with depression which
leads to maeg sterility of emotions and eventually suicide.
The thick, white walle and the shuttered windows reflect
each daughter’'s spiritual cell of virginity. The fruetrated
stallion kicking at the patio walla in an attempt to reach
the mares symbolizes the bridled passion of the virgins
locked within (Lima 282). Even the family name albsa,

signifying "white or dawn,"” represents the narrow,
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traditional, intolerant repression still found in Spain at
this time and represented by Bernarda'e frigid adherence to
her moral code (Chandler 138), The entire play poses the
question of the ability of this hypocrisy to survive the
modern wecrld.

Garcl{a Lorca understood the closed-in, protected world
of women; therefore, his female characters are excellent and
are entrusted with his message of social criticism. Garcia
Lorca presents strong images of the domineering mother and
the frustrated spinster and illuminates the tragedy of woman
bound by an overly rigid code of honmer. Like the ¥writera of
the Generation of '9B before, Garcia Lorca decries the
inability of the old code of morality to survive the modern
world, He knew that refusal to change would bring tragedy
not only upon the individual household, but upon Spain
nergelf. Spain could not survive the twentieth century if
she stood as Bernmarda Alba, stubbernly refusing to change.

Garcia Lorca's examination of Spain's need to modernize
herself wags brought to an abrupt end by the Spanish Civil
War, Garcia Lorca himself was murdered, and many other
writers fled into exile. The production of literature
nearly halted in Spain between the war years of 1936-1939%.
Following the war, literature, like the reat of the country,
was in desperate need of regeneration. Spain and its
literature had to be reconciled to herself and the world
around her, One of the foremost figures in the regeneration

of Spanish literature waa Camilo Joeé Cela. He initiated a
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new school of realism, tremendismo, with the publication of

La familia de Paacual Duarte in 1942 (Btamm 245). The novel

presents such an unedifying picture of life that Pfo Baroja,
noted writer of the Generation of '98, rafused to write the
prologue, "No, mire, s8i Ud, quiere que lo lleven a la

carcel vays solo, que para eso es joven” (Patt, Noxick 309),

La familia de Pascual Duarte shocks and atuns the reader

with its seemingly senseless brutality and markas an
explcsive breach with the Spanish novel of the past (Kirener
21).

Cela chose to confront vital issues by portraying a
society which appeared aimlege and unconcerned with kindneas
(Kirsmer 30). The unifying motif of the novel is blood
which dominates this fictional autobiography of Pascual, a
man pushed by circumstances into a series of horrible acts
{Chandler 257), The family, representative of poat=-Civil
War Spain, consists of a bullying and drunken father, a
nagging and unpleasant mother, a prostitute sister, and a
cretinous brother whose ¢ries go unheeded ae his nose and
ears are nibbled off by a passing hog (Stamm 236), Pascual
provides a brutal and one-gided image of society and of
woman, a8 barbaric¢ image which sparea no one, not even his
mother,

Almost without exception, Pascual's allusions to his
mother are tinged with bitterness, resentment, revuleion,

and hatred. He sees her as the incarnation of immorality
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and the adverse forces of the univerae that puraue him
(Foster 24),

...Lglla] era tambiéh desabrida y violenta,

tenia un humor que se daba a todos leca

diablos y un lenguaje en la boca que Dios

la haya perdonade porque blasfemaba las peores

cosas a cada momento y por los mas déhiles

motivos

(Cela 19).

This Mother image is not solely directed at woman, but also
at post-~war Spain herself. Like Pascual'a mother she ia
severe, violent and blasphemcus, She cannot provide the
ccmpasdion so desperately needed by her people. As one
reads the tragic story of Pascual Duarte, one must remember
that the mother image incompasses Spain in her post-war
struggles as well as the mother of Pascual Duarte,

"normal™

Pascual’s mother demonstrates an ahseace of
maternal instincts and gppears cold-hearted and dried up at
the death of her son Mario, who has drowned in a jar of oil:

Mi madre tampoco 110ord a la muerte de sau hijo;

secas debiera tener las entaaﬁas una mujer con

corazdn tan duro que unas lagrimas no le quedaran

siquiera para seflalar la desgracia de la criatura...

La mujer que no llora es como la fuerte que no

mana, que para nada sirve,..

(Cela 37),

Because of his mother's insensitivity, Pascual no longer
seed her as a mother, but as an enemy; and he growse to hate
her, After the death of Pascual's eleven-month-old c¢hiild,
Pascual feels abandoned and stifled by his mother, his wife,
and his sister, Repelled by a mother who does not seem to

underatand his great sense of loas, he first contemplates

killing her. In Pascual's tormented mind, his mother has
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become the source of his misery as# a human being for having
borne him and for having brought chaoce upon him by her evil
ways (Foater 17). Indirectly, Cela reproachea S8pain for the
present state of social confusion which has left her

citizens "motherleas,"

Pascual and his wother do not even pretend to have a
normal mother-son relationship; eand, when he returns home
after a two-year absence, she avoids him and seems even more
the bearer of all evil that has befallen him, “"Mi madre, que
la wmuy desgraciada debid ser la alcahueta de todo lo pasado,
andaba como hu{da y no ee presentaba ante mi vista" (Cela
93). The final collapse of Paacuel's relationship with his
mother occura whea he returns home after three years in
prison for killing Estirao, his wife's and siater’'a lover.
He has envisioned a joyous reunion with his mother and
sister, but he inetead encounters a mother who acts as if
she prefers not to see him, No longer able to tolerate her
constant nagging, Pascual ie dominated by his hatred. Once
Pascual canceives the idea of her murder, he is consumed
with its fulfillment, The autobiography culminates with her

murder, 4 vialent struggle in her owan bed:
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...fue la lucha mas tremenda que usted puede

imaginar. Rugfamos como bestiss, la baba nos

asomoba a la boca...La condenada tenfa mas

fuerzas que un demonio...[ella) me wmordias...

pude clavarle la hoja en la garganta..aLa

~
sangre salia como desbocada y me golpeo
la cara
(Cela 123).

After killing his mother, Pascual is released from her
power., He compares her blood to that of the sacrificial
lamb as he flees, breathing for the firat time the air of
freedom.

Thia image of Mother denies all normal characteristicas
of the maternal figure which we have previously examined.
She lacks love and compassien for her children, provides
them with no link with morality, and drives her son to the
negation of eociety by the ultimate revolt against the
family atructure, matricide. The reader muet remember the
story is told entirely from Pascual Duarte's point of view.
Adoittedly, he ie an unreliable narrator; and he may be
atteopting to vatiomalize the murder of his mother. Yet her
image, harsh and void of normal maternal instincts, creates
sympathy for Pascual ae a victim of society, He is, at
least from his point of view, motherless, He strikes out at
what seems to him the source of his miserable existence.

In Pascual's family, only one member does not represent
the forceas of society closing in on him. Rosario, his
sister, exhibits, as no other, an abiding love and concern
for him. Like Pascual, she lives outside soclety as a

prostitute, but it is she who understande his compassion for

Mario, who expresses joy and tenderness at hie return from
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prison, snd who tries to repair hie broken life by finding
him a "novia." Rosario's physical decay prompted by her
moral degradation pains Paacual, "cémo habia cambiado! Estd
aviejada, con la cara llena de arrugas prematuras, con las
ojeras negras y el pelo lacio; daba pena mirarla...”" (Cela
96)., Like Pascual, Bosario is & victim of a compassionless
society. Unable to establish worth for harself, she givea
in to the cruel and violent forces surrounding her. Yet
even when Rosario joinse with his mother and wife to clcea ia
around him after the death of his son, her accupations are
softened with her disbelief that he is evil. PFor BRoeario,
Pascual stands up to her lover Estirao and ultimately
murders him when he tries to take Rosario away. Rosario is
the one consistent image of love in Paacual's life. She
represents a kind of substitute mother, but she is not
strong enough to repel Pascual's overwhelming hatred of hia
mother.

Another image of woman is exhibited by his two wives,
Lola and Esperanza. At firat, these two women are the image
of wifely devotion., Pascual's relationship with his first
wife, Lola, eecems respectable, for he has married her to
preserve her honor when she becomes pregnant; and later he
kills the mare that has uneeated her and csueed her
miscarriage. This apparent honorable relationship is
shortlived. The relationship, Iinitiated in a savage love
scene in the cemetery after the fuperal of Pascual's

brother, ende in violence.
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Paacual never has a clear image of Lola. After tbe
birth of their son, Pascualillo, she resembles the image of
the Virgin Herself:

Lola se refk, jera feliz!Yo también we sentia
feliz, ¢ por que nc decirlo?, viéndola a ella,
hermosa como pcocas, con un hijo en el brago como
una Santa Maria

{(Cela 67).
Lola is not able to maintain her image of the Virgin or of
the supportive wife after Pascualillo's death; and, with her
conatant nagging st Pascual, she becomes an eneay along with
hia mother. Her accusation that he is like hies brother,
mentally and physically deficient, is instrumental in
Pascugl's two-year abandonment of his family.

Upon his return, Pascual finds his wife frightened and
pregnant with another man'se child., Pascual forces her to
reveal her lover's name, then etrangles her while cradling
her in his arms, She is not strong enough to face reality
and cannot maintain Pascual's love and respect. After her
death, his memory of her fades and seems like a "bad star™
thaet insista on pursuing him. The final disintegration of
Lola's image occura when Pascual confromnts Estirao, her lover
and the father of her unborn child, Estiraoc taunts Pascual
with the reality of Lola's promiscuity. When Estirao
proclaime that Lola must have loved him since she makes
Pascual promiee not to kill him, Pascual can take no more
and kille him. Pascual's image of Lola is clouded with
inconsistency. She has not been what Pascual wants or needs

her to be. She, too, is a victim of 1ife's brutality.
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Pascual's second wife, Eeperanza, presenta an even
weaker image of woman. Even though Pascual seems Lo respact
her, he is upited to her because of Rosario's matchmaking
and is impressed with Esperanza's faithful vigilance for his
retuen from prison. Esperanza (hope) is Pascual's last
chance to establish a norwal human relatiomship. She,
however, is not strong enough to curb his intense hatred for
his mother, and she stands helplessly in the doorway as
Pascual murders his mother, "En una de las vueltas vi a mi
mujer, blanca como upa muerta, parada a8 1a puerta sin
atreverse a entrar" (Cela 122}, No one is able to save
Pascual from the ultimate catastrophe,.

The image of woman presented by La familia de Pascual

Duarte is imbued with insensitivity, marred by deception,
and haunted by cruelty. The mother, void of compassion and
morality, represents the evil forces which cowpel Pascual Co
total estrangement from society, The sister protrays the
only abiding symbol of love in Pascusgl'’s life; but she, too,
is branded an outcast from society and cannot provide a link
with morality to save him. The wives provide an initial
hope of social redemption, but they are too weak to poll ' “¥
Pascual from the depths of his despair. While rsading
Pascual Duarte, one must remember that all is sssn thresgh !
his eyes, the eyes of s murderer. Looking in resrdoPpligjzs.
Pascual may very well be atrempting to jult!!,"ﬂt&zi.-
terrible actions by blaming thaa oD unconE§o!!’ii¢@§aﬂtll
surrounding him. Although the resdes nedv ba Thae @Bl 43¢ "60

oversympathize with Pascusl, the masesgs 16 clsar: thase
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images of woman reflect a daspairing and chaotic visionm of

poet-Civil War Spain.

Spanish literature aa violent as that of the Civil War.
Turning from the notion of individual reaponsibility and
personal honor, Cela expoaed the turmoil of a society unable
to provide support and compassion for its individual
members. The story of Pascual Duarte focuses on the effects
of a brutal, harsh society on man. This aearch for idantity
and purpose in poet-war Spanish literature continues in the

/ .
work of Carmen Martin Gaite, El cuarto de atras.

Although Gaite is searching for purpose and ideatity in
post-war Spain, her point of reference is not the war
itself, but the death of General Franco who had ruled Spain
with iron-clad dictatorahip from the close of the Civil War
until 1975. The authoress is tryiag to reconcile her
memories of pre-war years with her new sense of freedop at
the death of the Generalisimo. While Cela reacts outwardly
to the lack of compassion surrounding him in the chaos
immediately following the war, Gaite searches within her
store of memories, attempting to establish order and meaning
within her life.

Although Gaite struggles to write "una novels

postguerra," she is besieged with an overwhelmiog confusion,.

¥,..ea una sensacién de vé}tigo intarior, que acantda la
confusidn de todo., Desde que o0oigo peor, he perdida la

seguridad, voy como a tientas” (Gaite 118)., The only thing
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certain is random chance, According to her childhood
memoriesa, the politices of war is &n adult game - & kind of
roulette which h<: two colors: "le blanc y le rouge," =
contrast earlier examined by the French author Btendhal in

the Nineteenth Century novel, Le Rouge et Le Nolr. This

childish yesrning to divide the world into two distinct
camps ie overtaken by a cloud of confusion which frustrates
the authoress' attempts at writing. "...una nube gris que
se extiende ahora sobre los anos de guerra y postguerra...ha
comparado el paso del tiempo con el juego del escoundite
ingléa...la guerra y la postguerra las recuerdo piempre
confundidas. Por eso me reaulta diffcil escribir el libro"
(Gaite 107, 127). 1t is not until the death of Franco that
the c¢loud begins to lift and she is able to begin sorting
the memories of the past. “Franco hab{a paralizado el
tiempo ¥y precisamente el d{a que iban a enterrarlo me
desperté pensando eso con una particular intensidad"™ {(Gaite
132-133). Like other authors of post-war Spain, she has
emerged confused and cultursally isolated. With no concrete
link to the past, she has no clear vision of the future.

El cuarto de atrf@s reveals Gaite's search for identity and

purpose in the years following the death of Generalisimo
Franco.

Throughout her pilgrimage, Gailte utilizes several images
" which reveal her internal struggle. The story beginse with a
dream of a barefoot man (el hombre deacalzo) who 1is

diecovered walking along the beach, This mysterious man at
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' at other times

times related to "A" of the "umovela rosa,'
with "Alejandro" the receiver of the hidden letters, and
still later with -ne mysterious msn "con el sombrero negro."
Dark mystery is mingled with the prospect of romance. The
chaoe is further exemplified by frequent allusions to the
fantasy of Todorov.

Habla de los desdoblamientos de personalidad,

de la ruptura de lfhites entre tiempo ¥

espacio, de la ambiguedad y la incertidumbre

(Gaite 19).

Gaite begins to write a book and incorporates fantasy into
her jumbled memories of the war, A painting entitled “El
mundo al revés"” frequently remiads the reader that life is a
series of absurd ecenes by mixing fantasy with reality,
refuge and flight, past and present. The engraving of
Lucifer contributes a sinister vision of life which is
personified by the "cucaracha" which startles and terrifies
the authoress.

Two special images provide inseight into her sesarch.
Cﬂnigan, a unique and magical place not found an any map,
represents a fantastical flight from reality, a refuge from
the ordinary. Although it never exists beyond her
imagination, it allows her to escape the more mundane
realities of life. She is attracted by the lure of the
vaknown, for she is not seeking escape into the past, only a
foundation to clarify the present and provide direction for
the future.

A second image never agllows Gaite to escape the images

of the past; they surround her in the form of mirrors which
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draw her into remembrance. The mirror images remind her of
the past. "...me veo reflejado con un gesto esperanzado Yy
animoso en el eapejo...ls que ma estf mirando es una nifa de
ocho a%Wos y luego una chice de diaciocho..." (Gaite 74),.
These images confront her with the present. "...me acodo
ante el espejo largo...interrogo en vano a ese aemblante
palido, que 88lo me devuelve mi prople estupor” (Gaite
175-176). The mirrors aleo mingle fantasy with reality.
"...la estancia 8se me aparece ficticia en su estftica
realidad” (Gaite 15). Beneath the superficial reflectione
she searches for herself, her true identity. "...aaqué el
espejito, me miré y me encontré en el recuadro com unoa ojoa
ajenos y absortos que no reconocfﬁ...pero pensaba
angustiosamente que no era yo" (Gaite 49). The mirreor
images transport Gaite beyond her place in time and space to
examine the pasat and explore the future,

One image takes precedence over all the others, "el
cuarto de atras." As a child, Gaite and her sister found
refuge in this back room outside the restrictive limits of
the rest of the house. "Era muy grande y en €1 reinaban el
desorden y la libertad...el cuarto era mnuestro y se acabd"
(Gaite 187). Not only did this special room offer privacy
for games and freedom to acatter toys asund sing at the top
of one's voice, it vas free from the limitations of time and
gpace. Here one could envision magical Cfinigan and plot the
actions of Esmeralda, heroine of the "novela rosa.” In the

tradition of her mother, she could flee life's
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disappointuwents, '"Mi madre se pasabas las horas muertas en
la galerfﬁ del cuarto de atrds...hubiera querido estudiar
una carrera, como sus dos hermanos varones, pero entoncea no
era costumbre" (Gaite 92). Even though war rationiumg
transformed "el cuarto de atrds" into a storeroom, it
remaine a haven throughout the authoress' life, if ouly in

N - s
"...me lo imagino también como un desvén

her imagination,
del cerebro, una especie de recinto secreto lleno de trastos
borresos,...une fugug hacia atrde a los orfﬁenes...tambign el
cuarto de atras sigue existiendo y se ha salvado de la
muerte” (Gaite 91, 135, 169)., Although she no longer
possecses an actual "cuarto de atrds," she can drawv the
curtain across the doorway to her bedroom and re-enter the
comfort of her magical haven. Ag her search for self
progresses, the room becowmes less necessary and even becomes

difficult to envision. +e.We cuesta trabajo pensar que
estuvo en el cuarto de atrfh, tal vez no estuvo nunca, estoy
cansada" (Gaite 209). Throughout the examination of the

past and the exploration of the future, "el cuarto de atras"

remaing a welcome friend send refuge.

Even though El cuarto de atrds is the jouruney of &

B

writer trying to reconcile the events of the Spanish Civil
War and after, becaudae the protagonist is a woman there is
special emphasis on the role of woman. Her internal

struggles as a writer illuminated the etruggles of a woman
striving to escape the mold of voman as the silent heroins,

the pilar of the Christian home, the reflection of mas,
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Ls rhet8rics de la postguerra se aplicabasa
a desprestigiar loa conatoa de fenxnisuo
que tomaron auge en loa a¥oa de 1s Repdblica
¥ volvia a poiier el acento en el herof@mo
abnegado de madres y eapo2asa, en la importanicisa
de su silencio y oscura labor como pilares
del hogar cristiano
{Gaite 93).
Like her mother before her, she is relegated to a role
secondary to man. She is warned, "Mujer que sabe 1latf{n no
puede tener buen fin" (Gaite 93). Even the movies of the
day urge her to happily accept her fate ss the strong,
silent partner of even stronger man.
«..8 Que aceptfisemos con slegrfa y orgullo con una
constancia a prueba de dessl1entoa mediante una
conducta sobria que ni la mfe minima sombra de
maledicencia fuers capaz de esturbia, nuestra
condicidn de mu;eres fuertea, complemento y
espejo del varén
(Gaite 93-94).
Apart from mgn, woman ha® no unique identity,

Yet the protagonist dares to be different. She
recognizes the influence of the "novelas rosa' and aongs in
the shaping of the woman of the 40'a., The song by Conchita
Piquer, Tatuaje, exemplifies the plight of a woman im love

with a mysterious stranger, searching without hope for a

lover destined to love another,
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+».1l8 rememoraba una mujer de mala vida,
vagando de mostrador en mostrador,
condenada a buscar para eieapre el rastro
de aquel marinero rubio como la cerveza
que llevaba el pecho tatwado ¢on um nowmhre
de mujer y que hab{a dejado en sus labios,
al partir un beso olvidado., Eatd enamorado
de otra...y ella lo sabia, era une bdsqueda
sin esperanga...una pesién como aquella nos
estaba vededa a las chicas Bensatas y decentes
de la nueva Espala

(Gaite 154).,

The protagonist, too, has her mysterious dream~man, the
barefoot man on the beach of her dreama; however, she dares
to question the romantic imege of songs, novels and the
movies which never explore the relationship of man and woman
beyond the “happy ending." ‘“édpor que tenian que acabar
todas las novelas cvando se casa la gente?...parecfh que ya
no hab{a nada nia que contar como 8i la vida se hubiera
terminado..." (Gaite 92), Once a woman has found her
dream-man, her identity is swallowed up in marriage. Woman
ceades to exist ae a separate entity, But the protagonisat
cannot or will not accept the role of the "typical” woman;

she canaot play the game of the "chicas lanzadas," aand so

she learns to convert her inability to fit into the mold by
writing.

.++las lanzedas sabian jugar con sus ojos,

con au riea y con el movimiento de su cuerpo,

aunque no tuvieran nada que decir, Y los

hombres que me gusataban, y a los que tal vez

yo también guastaba, se iban haciendo novios de otra.

Aprendi a convertir aquells derrota en literatura

(Gaite 182),

She paye a heavy price for her inability to play the game
and relinguish her {dentity, but she will not allow herself

to be trapped as Carola is, "Es horrible enamorarse
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8i,..vivir pensando s§lo en hacer las cosas para interesar a

un hombre"” (Gaite 151)., She knows tha "happy ending" exacts

a heavy toll. Her uniqueness brings her misunderstanding
and ultimately the only explanation that sociaty can offer
for her unwillingnees to accept her feminine role.
CEra usted lesbiana?...éQué’si 80y qué?...
No...S0lo se puede ser lesbiana cuando se
concibe el termino, yo esa palabra nunca
la habfa oide
(Gaite 192).
At this time, Spanish family-oriented society could not
understand a woman who chose to reject the traditional roles
of Wife and Mother, Even though there were accepted
alternatives to these family roles such as dedication to a
life of religion, the protagonist mseeks an identity free of
stereotypical limitations which society could only label as
lesbian, Society could not yet appreciate woman's desire to
be a8 total liberated person and assumed the only explanation
it could readily understand. Her struggle illuminates the
emerging woman of the 1970's, a woman willing to accept a
secondary role for berself, a woman striving to establiash an
identity not as & man or a woman, but as a peraon. BShe
would, however, pay the price of being labeled abnormal.
This act of liberation is painful and touches not only a
person's role as woman but affects every aspect of her
personhood. The protagonist realiges that her image is not
one~sided; it is a multiplicity of roles and reflectionsa,
"

«»+N0 BOmOS un 80lo ser...mi imagen ae desmenuza y se

refracta en infinitos reflejos..." (Gaite 167). This
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revelation is the key to understanding woman in El cuarta de

EEEEE and in life iteelf, No one woman plays only a aingle
role throughout life., She is Daughter, Wife, Mother,

Seductress/Mistress, Spinster, Bducated Woman, and Lady and,
at the same time, struggles to liberate herself from any set

stereotype. Liberation comes g8 it did in El cuarto de

tras when woman is free to be heraelf, dependent on no one

person or on no one stereotypical tole. The protagoniat is
willing to pay liberation's price as "el hombre del sombrero
negro"” notes, "Usted no necesita que exista, usted 8i no
existe, lo inventa, y si existe, lo transforma" (Gaite 196).
Finding in literature s refuge from uncertainty as ehe haa

found s haven en "el cuarto de atrés,”

the protagonist is
able to liberate hereelf from the standard roles gssigned
woman and set the pace for other women vwho dare to free

themselves.

El amor es un juego solitarioc by Esther Tusquets is also

the story of a woman's search for ideatity, While the

. . el
protagonist in El cuarto de atras searches through her

memories and dreamlike vieions to come to grips with herself

aa a woman and as a writer, Elia in El amor es un juego

solitario looks outside herself and experiments with her
relationships with others aa a means of fulfilling her
identity. El juego exudes a tone of earthy sensuality. A
paragraph Elia finde in an adventure novel ae a young gxirl
illustrates her concept of love by returning to the

primitive mating inratincts of the apes,
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+..l08 aimios superiores que ventean el aire
con lae naricee dilatadas y los ojoa cercando
y acosando el denso armoa que deatilan
repentinamente, todas laa primaveras, las
hembrae enceladas, acurrucadas allas
anhelantes en las profundas grutaa,
segregando este aroma aecreto que tal ves
las asusta como el primer momento de una
pasiva espera
(Tuaquets 7).
Like the female ape, Elia is at once frightened and excited
by this primitive game of the aexes.
In order to understand Elia and the images of woman in
El juege, one muet first establish the characters and their
relationahip to each other. Clara is a young girl enamored
with BElia and her sophisticated life. Clara is yearnimg for
attention and ie vunerable to the tenderness that Elia has
ehowvn her, Clara hae grown up in a compasaionlese home
without the love and support of 8 caring mother., Her homa
is plain and diagusting to her. It ie not a lack of money,
but a lack of love which enahrouds the home. The mother
sacolds Clara in a ritual Clara has come to hate while the
father site silently ignoring the children and their
arguments., Clara shares a room with an aged grandmother and
is suffocated by the smell of medicine and death. It is a
life that Clara detesta both in unfairness and ite monotouy.
"...{Clarg] ai en preguntar por qué razén au hermsno, dos
aTloa menor que ella, puede llegar a caea a la hora que
quiere, o aimplemente no llegar, mientras a Llara ee le

exige que encuentra abierto el portal, que abandone todas

las noches a una hora convenidsa y arbitraria el parafso para
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reintegrarse a una realidad cotidana que deteete, dios, come
la detesta™ (Tusquets 83).,

Clara has only one fond memory of her childhood; the
night she was allowed to spend in the home of a friend, The
memory of wearing pretty pyjamase, bolding bande thoughout
the night, sharing girlish intimacies and giggling is to
Clara a beautiful dream Bo unlike the life ahe ha® come to
hate. "...en un pijama bonita y suagve, en ung cama que
parecfﬁ de juguete...tan diferente que su habitacién fea que
olia a humedad, a ropa 8sucia, a medicinas para viejo..."
(Tusquets 100), With Elia, Clara is able to escape her ugly
existence and even believe that there may be a place for her
in what seems a lovelss world, ",..por una vez primera
[Clara] pudiera adivinar que existe un sitio para elle en
este mundo de locos, un rinchn c‘lido en él que acurrucarse
y descansar en esta tierra desabrida..." (Tusquete 102).
Although Elia and Clara share a homosexual relationship, it
is essentially a reaching out on the pert of both Elia end

Y. ..borrachas con

Clara to find a placa for themselves.
esta embriaguez peculiar que producen los bombones de licor
mezclados a los suenos" (Tusquets 102). Elia is 8o unlike
Clara's mother that Clara cannot help but be attracted to
her. Elia, who teaches Clara how to maka tee end whoae home
is filled with beauty and extravagance, is completely unlike
Clara'e mother who covers her teble with plestic and fille

her home with cheap plaster figurines. Above all, Elia

gives Clara the love and ettention which her mother has



112

denied her. "La madre - piensa Clara - no la ha querida

. s s . Ve
nunca -~ quizas a sus hermanos si, pero en aningdn caso a
Clara — del modo en que ella necesitaba aer querida y le ha

dejado como una marca indeleble esta carencia de amor, este
d€ficit insalvable, este lastre que arraatrard consigo toda
la vida.,.." (Tusquets 83). Without love, Clara can never
hope to find a place for hereself nor discover her identity,
The relationship between Elia and Clara, though ultimately
sexual, is in truth that of mother and daughter. Elia gives
freely of her love and instruction, qualities that Clara so
desperately needs.

Even though Clara loves and needs Elia, it ig she who
arranges the relationship between Elia and Ricarde. Ricardo
is a young, inexperienced student whose greasy hair and
pimply complexion make him an unlikely candidate for Elia's
affections, He has Lthe soul of a poet and is easily
attracted to Elia's sophistication, Although Ricardo does
not suffer from the lack of maternmal attention, he too yearns
to escape his drab existence and find a place for himself.
His life is illustrated by a description of his joyless

mother.
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+e+8u vestido negro salpicado de florecilles blancas
- de alivio de luto [no eabel por quién fue el luto...
y un broche de diamantes y aguamarina en la ecolapa,
junto al hombro izquierdo, levemente empolvado la cara
con unos polvos de arror que noc usa ya mfs nadie, ¥y
este gesto antipﬁtico en la comisura de los labios
en esta figura erguida y peripuesta, que se enfrenta
con un gesto antiphtico, pero 8in quejas, a los
primeros estragos de la vejez...una 8oledad voluntgriamente
asumida, 8i no voluntariamente en un principio buecada...
comoc las compras : necesaria y sensata
(Tusquets 105-106).
Although Ricardo is a successful student, he lacks warmth
and feeling for others, Overshadowing his academic honors,
Ricardo'e most vivid memory of his childhood ie the time he
and another boy are caught masturbating under their deaks in
metrics class. Life has become 8 competitive game for
Ricardo, Even the instance of the masturbation is largely
Ricardo's attempt to prove himself guperior to the other
boy. The other boy ism good-looking, popular and athletic,
Ricardo 18 not humiliated by discovery, for he has succeeded
in subduing an apparently superior classmate,
Ricardo continues playing the "game" with Elia, for in
terms of beauty and experience, ehe is clearly his superior.
"...una pantomina de saldn - aman los dos por igual el
artificio - un juego sltil y sofieticado..." (Tusqueta 37).
It ie a game which begine in the corner of a bar, a dirty
game for which Elia, as all girls, has been well prepared.
"...un Bucic juego...eatos gritos de ellas lo que provocaba
seguramente en el fondo la doble exitacién de loa muchachos,
. Id .4 .
mientras aprendian las ninas a ser mujeres an esta rara

mezcla de la ofensa y el halago..." (Tusquets 43)., Elia hase

learned to play the game well; and while Ricardo uses her to



114

satisfy his own desires and goals, Elia dupes Ricardo. '"Le
explica Elia que para ella nunca habia sido as{, del modo

preciso en queha occurrido esta vez, y que por <consiguiente
la experiencia no ha aido nuevas para Ricarde, sino para los

dos"

{Tusquers 76), Ricardo, the inexperienced player, can
never be sure of Elia's sincerity, but ahe fulfills his
desire to subdue (overpower) a woman of experience. Both of
them know the rules of the gawe, and Elia even goes so far
as to establish a time limit on the relationahip. Weither
Ricardo nor Elia believes themselves to be in love; each is
playing the game for his own purposes. For Ricarde, it is
a means of proving himself superior to his classmatea.
. Vg .. s

Ricardo lo habia erigido en simbolo para derrotarlos a

todos, para vencer a Los otros, a trevé%/de 51,

igual que hab{a eligido ahora a Elia, améindola

o0 creyendo amarla incluso antes de realmente

concocerla..,.no por ampr, nunca por aquello

rd [

que ella entendia como amor: le habxau

d% demostrarse...por ejemplo que el nino

mas torpe y menos atractivo del colegio, el

ultimo en lps deportes, el/menos simpatico

entre los compaferos...podia llegar a(ejecer

un poder total...Y por ese motivo habla sido

tan importante aquella aventura,..

(Tusquets 120-121).
lt is interesting to note that although Clara and Ricardo
share a close friendship and Ricardo describes intimately
his relationship with Elia to Clara, they cannot satisfy
each other's needs. Both turn to Elia. To Clara, she is
the loving, affectionate mother. To Ricardo, she is the

conquest which confirms his superiority. It is Elia who

teaches them about loving, and it is she who brings them
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. ’ . . .
together in a "menage a trois™ which neither of them could
have arranged.

Elia is undeniably the strongest of the three. She is
unhampered by a restrictive childhood, From the beginning,
Elia is different from the other children. She is allowed
to read adventure novels, to roam freely, and to choose her
companions. Her parents avoid the social restrictions of
the 1950's by not attending Mass, by associating with people
who also live outside the restrictions of society, and by
allowing thesir daughter nnlimited freedom.

[los padres de Elia] no van los domingos a misa...

103 visitan a veces...amigos pintorescos y

ecéntricos...con los que beben y rienmn y escuchan

e .

misica hasta el amanecer.,,.se han batado con

los amigos, todos ellos desnudos...a Elia le ha

estado desde siempre permitido...largarse a

pasear a solas por el bosque o alejarse en la

barca de remos, con algdn chico a bordo...

lea unos libros [de aventuras con) tremendos

pérrafos reptantes y perversos sobre la selva

en primavera

(Tusquets 9).

To Clara and Ricardo, Elia exemplifies a worldliness that
they have never kunown; yet she, too, is searching for
somathing beyond her glamorous, idle existence. A

description of Elia's bedroom illustrates the fantasy that

she represents to Clara and Ricardo.



++sla camg enorme, que pende desde el techo
sostenida por cuatro cadenas de oro, ¥y justo
encima de ella, rodeando el espejo més
grande de todos los que invaden 1la habitacigh,
el espejo que reflejarf dentro de unos minutos los
cuerpos de ellos dos abrazados y desnudos, cuatro
cupidos de yeso, apuntando con sus flechas al
centro de la cama

(Tusquets 72),

Ricardo establishes Elia as the symbol of power in his game
of masculine superiority while Clara sees Elia as the
representation of all that is alive and free. She dubs her
“Little Queen of the Cats™ for she is free to wander and
explore the dark alleyways of life.
+...[Claral ha bautizado a Elia con el sobrenombre...
de Little Queen of the Cats, reina, se entiende,
no sblo de los gatos sedoaos y elegantes...como
Muslina.,..sino reina también.,.de los gatos
vagabundos que se ocultan de dia y merodean
famdlicos duraate la noche...reina ella de los
gatos perdidos, de los gatos abandonados, de los
gatos sBalvajes...
(Tusquets 80),
Elia exhibits a freedom unknown to Clara, who is not even
allowed to leave her house freely., Clara can feel liberated
when she is with Elia in her home and mingling with her
friends, yet this taste of freedom only makes Clara's
situation at home more disguating and unbesrable,
Although Elia represents a sophistication beyond Clara
and Ricardo, she too is driven by an unsatisfied thirst, a
lenging to discover herself and her place in life.
", ..[Elia)] eterna nifa o eterna adolesceate que busca, en
equilibrio precario sobre la cuerda floja que se balancea

sobre la angustia, siempre ella dual y ambivalente en sus

manifestaciones...la sed vy la embriaguez" (Tusquets 67).



She has been unable to find fulfillment in either marriage
or childrearing:

. . . .
...el matrimonio 8e redujo a una profesidn
muy bien renumerada quizg pero que ocupa

Ve . 7 .
poqulelma atencion y menps tiempo, porgue
es evidente qui’el maride la quiere ¥
evidente también que no la necesita para nada...
Elia no ha querido o no ha podido hacer
ard V' .
de los dos ninos la razan de eu vida ¥y
. .. -
dcdmo hacer de los hijos la razon de una
vida, ruando sabes que luego crecen y en
seguida se alejan, y sabes sobre todo gque
la vida es de ellos para ellos...
(Tusquets 64)

Like Spain after the death of Franco, Elia feels free to
explore and experiment with life, yet she is unable to
establish clearly who she is or what her purpose is, She

remains said, bored, and unsatisfied with life., "...esa

<. . \ . R
hembra melancolica e insatisfecha, caprichosa e inutil,..

{Tusquets 64). After playing out the game of her

relationship with Clara and Ricardo, Elia will return to her

round of doctors and trips and restive cures, She will
attend art shows, plays, and comncerts like a zombie and
spend “dead™ hours in her bed watching but not seeing the
images on her television screen, She is driven by an
unquenchable thirst in search of a "liquor" to overcome her

dissatisfactioan. "

...una sed insaciable y malsana de una
. . /o .
Unica embriaguez...una sed tan especifica...tan terrible
r i . L

especifica que solo un licor unico, 6untuoso ¥y

P .
magnifico...ha podido a veces colmar”™ (Tusquets 65-66).

Unsatisfied in her relationship with Clara and Ricardo,
Elia is destined to return to her search {for meaning in

life, only sustained by the faint hope that someday her

terrible thirst will be gquenched, that the foolish,



118

solitary, and obscene story will end and she will live
happily forever after.
. . s
(Elia] peor que muerta...estimulada dnicamente
a continuar la mascarada y mantenerse viv&r,
por la esperanza de que pueda sugir todavia
algo exterior capaz de devolverle el movimiento
de hacerla florecer cowmo florecer los cactus
del desierto tras sequedades y agonias...viva,
hasta que al Ffin, algdn dfa, deje de producirse
definitivamente el milagro, y la triaste historia
tonta, la sucis historia solitaria, termine
felizamente para siempre"
(Tusquets 150).
Each of the three is playing a sclitary game. Even though
their lives intermingle for a time, ultimately each will
continue his search alone. It must be remembered that
woman's search Ffor identity is essentially a solitary one,
Like Elia, she may touch the lives of others and experiment
with her relationships, but ultimately she is alone to find
her way, to establish her liberated self, unrestricted by
relationships which would threaten to submerge her identity
intoe the identity of another.
Twentieth century Spanish literature begins in La casa

de Bernardo Alba with a questioning of established tradition

and continues through the upheaval of the Spanish Civil War
tc the rejection of these conventipnal values in such

sensational works as La familia dgﬁga3cual Duarte, The

image of woman is an integral part of this explosive change
in Spanish literature. The image of Mother is particularly
challenged as it represents those traditienal values of

Spanish culture which were not keeping pace with the madern

world or were unable to satisfy the needs of the Spanish
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people after the trauma of the Civil War. The final

. rd .
selections, El cuarto de atres and El amor es um juego

golitario, demonstrate woman's continuing struggle to

establish her identity and purpose at a time in Spanish
history when all of spociety was searching to establiah new

values and direction, Elia of El amor es un juego sglitario

. d .
and the protagonist of E1 cuarto de atras exemplify woman's

atruggle to identify her role and her place in society. The
image of woman can no longer be confined to a unilateral
concept such as Wife, Mother, or Daughter. Woman ia
becoming a composite image which although not truly
liberated, could be termed liberating as she strivea Lo
establish her unique and fulfilled personhood in a rapidly

changing societlLy.



Summary and Conclusions

This study of the nature of woman has explored feminine
images throughout the varioua time periods of Spanish
literature. Each of the five time periods, Middle Ages
through the Twentieth Century, waa repreaented by selected
works. After examining these works individually, the image
of woman is categorized according to eight basic feminine
stereotypes., These basic female types appear in varying
degrees throughout the literature with the addition of two
types which are uniquely Spanish. Each of these images of
woman is examined with reference to the works in which it
appeared.

The first standard female stereotype if that of Mother,
Her presence is felt early in the literature, and her role
as the cornerstone of the family unit is recognized. She
embodies the preservation of tradition in society in

addition to her role as the bearer of life. In E1 si de las

Eiiii (I11), the Mother represents the force which provides
her daughter with the traditional convent education and
selects a suitable mate for her. Even though this role is
viewed critically, it does reflect society's reliance on the
Mother as the bearer of tradition. This role is continued

in La casa de Bernarda Alba (V) as the domineering mother

becomes the barrier between her daughters and their desire
to be free of tradition, This exaggeration of matriarchal
power imprisons the dauphters and impedes s8social progress.

& representation of the Mother void of maternal instincts is
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presented in La familia de Pascual Duarte (V). This brutal

image is a reminder of the importance of a peositive Mother
image in the establishment of a link with scciety and the
provision of love and support for the children. In this
work, the Mother image is also associated with that of
Mothetr Spain as she is viewed following the upheaval of the
Spanish Civil War, Society has been stripped of its
traditional values and the people (children) are left
without direction in a compassionless society. This lack of
guidance requires a re—-examination of values 50 that one can
meet the demands of the modern world and establish a clear

vision of his place in spciety. In La familia de Pascual

Duarte (V), the “other image which has been represented in
Spanish literature as the cornerstone of the family becomes
the harsh symbol of rejection, Although her image takes oan
many aspects, the importance of the Mother image in Spanish
literature cannot be denied.

The secand standard female stereotype is the Wife. She

first appears in Poema de Hfé_gig (1) where she 1is

established as an inspiration for her husband's exploits,
El Cid recognizes the strength he receives from his wife,
and he endeavors to provide well for her, The social
importance of Wife is incidentally referred to in both Don

Juan plays, El burlador de Sevilla (II) and Don Juan Tenorio

(IVv). Even though the Wife 15 not specifically portrayed,
Don Juan uses her image in the promise of marriage to

pruovide respectability to his seductions., The mere promise
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of marriage ia enough to sasactify an otherwise illicit

relationship. El 8f de las niXas (III) also only alludes to

the image of Wif:,6 dut its reference is significant. The
play criticizes the practice of parents' selecting a
daughter's mate without her consent. By champiouing young
love and recognizing the emotional importance of the wife's
role, thia play establishes the psychological as well as the
sociological importance of the image. A wveak image of the

Wife is presented in La familia de Pascual Duarte (V).

Neither of Pascual's two wivesa can provide the emotional
support he needs. Thies failure seews to emphasize the need
for a strong, but not overbearing, wife in the asocialigzation
process. Along with the Mother, the Wife provides an
important family image of wouman.

The third family image of Daughter isa not usually
considered a separate female stereotype, but its importance
in Spanish literature must be noted, Initially, the
Daughter was consaidered property; and she was useful only in
the eatablishment of a beneficial marriage alliance. In

addition, Poema de Mo cid (1) portrays the Daughter as the

object of her father's affection and concern. Later the
Daughter is the symbol of obedience to one's parents. E1l af

de las nifias (III) criticizes the education young girls were

given and challenges the traditiom of the daughter's
sacrificing her personsl happiness to fulfill her obligationm

to parental authority. La casa de Bernards Alba (V)

continues this criticiem by demonsatrating the severe effects
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of obedience at any cost, The image of Daughter loses its
iadividuality in this clash with traditionmal family
structure which places the Daughter under total parental
domination, This additional image of woman as Daughter
stands alongside Mother and Wife to complete the traditional
family images of woman.

An image of woman outside the family structure is tChe
Seductress/Mistress, This particular image has a dual
nature; the agpgressive Seductress and the passive Mistress

(Sex Object). E1 libro de buen amor (I) first acknowledges

woman's seductive nature, Woman is regarded as a Sex Object
with no concern for her character other than her sexual
qualities. This role is passive, for the woman is unaware
of the power she holds over man and does not attempt to use
it to satisfy her own desires. Within the same work, the :u

mpore aggressive role of the Seductress is depicted by the. ...

serrana, a humorous satire of the romanticized ideal rgf:
woman popular during the Middle Ages. She is a 1lu
aggressive woman who recognizes her seductive p
exploits them to satisfy her own desires, Al
image is exaggerated, it does remind the.rGi‘.#aii;tiﬁonan

is capable of passion and of fulfilling WedkhimEvydeds. The
passive role os Sex Object is again illi!ﬂf‘ﬁ‘ﬂ'in both Don

Juan plays in this study, E1 burleder dpwafevilla (11) and

Don Juan Tenorio (IV). In both pldyws, *osan is the object

of pursuit and offers no value ol‘ufﬂ‘ﬂan to reaffirm Don

Juan's masculinity, Thia is espgefially notable in Don Juan
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Tenorio in which Don Juan keeps a tally of his conquests
with no reference to name, It is interesting to note that
this passive tole is converted to action at the end of the
play when DoTa Ings intervenes from the grave to provide Don
Jusn's salvation., Woman who had been viewed only aa an

ob ject of conquest steps forward to aseume an active role.

. . I .
Pepita Jimenez (1V) presents the more seductive nature of

woman, In this work, woman's role Is more active and sghe
can be viewed as a Seductress, for she is aware of her

powers and uses them to satisfy her desaires. La familia de

Pascual Duarte (V) presents an exaggeration of the

Seductress image in the form of a prostitute. Rosario, like
her brother Pascual Duarte, is the victim of society; and
she uses her seductive powers as a means of survival. The

sexuality of woman is more closely examined in El amor es wun

juego solitario (V). Elia and her friend Clara explore

their sexuality, both heterosexually and homosexually.
Perhaps because this novel is written by a woman, woman's
sexual needes and desires are incorporated into her total
search for identity, Elia is indeed a Seductress, but she
used Bex fNot merely for personal gratification, but as a
means by which she may be able to satisfy the emptiness in
her life. The role of Seductress/Mistress has only recently
played more than a secondary role in Spanish literature as
demonstrated by this last work in the study. Up to this
point in time, woman has served to fulfill the needs of

others in the role of Wife, Mother or Daughter or to
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provide the prize at the end of man's coaquest. A8 she
searches to establish her total identity, she must explore
her own sexuality and be willing to demand personal
gratification, Her Sexuslity is an integral part of her
struggle to establish self-worth and complete liberation. .
dnother image of woman 138 the Spinster. This image
appears specifically in only one of the works selected, but
its appearance projects a strong social message. The five

virgin daughters in La casa de Bernarda Alba (V) represent

this image, but not by choice. Even though not all of the
daughters can be classified as Spinsters because they are
not yet o0ld enough, they all are bound by the dowry system
in which only one of the daughters has sufficient dowry to
attract a suitable mate. The other four have little hope of
marriage and are destined to ultimately adopt the role of
Spinster, They are imprisoned by a domineering mother who

feels obligated to "protect" them from the outside world.,
This particular portrait of the Spinster reflects the
confliet between the tendency of Spanish culture to isolate
its women from society and the passions of the women whose
desires go unfulfilled, This image is exaggerated in an

attempt to urge social change. Although the Spinster image

is not specifically mentioned in E]l cuarto de atrds (V), the

protagonist is rebelling against the traditional role of
woman in society - to marry the man of her dreams, to
provide strong, silent support for him, and reflect

cheerfully his imgge. The protagonist cannot play the game
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of coquetry, nor relinquish her identity to & man. Bhe has
learned to transfer her energies into her writing.
Literature becomes a subsatitute for the husband and family
Bhe will never have because she chooses to be differeant.

The Spinster image is becoming an outdated image as women
choose not to marvy. This image becomes increassingly unfair
to the unmarried woman by suggesting that she is a feilure
merely because she chooses to live outside the traditienal
boundaries of marriage.

Another image of woman which receives sparse treatment
in this study is the Educated Woman. Although there is not
a specific example of this image in the selected works,
three works support the image. Feijgo‘s egoay "Defensa de

las mujeres" (IIT) represents an awakening to the
intellectual nature of woman. This essay argues that

wvoman's brain is capable of thinking as well as that of man.

A second work from this same time period, El s{ de las nihas

(I111) criticizes the frivolous education given young girls
in the convent and champions their ability to make their own
decisions, These works open the way for regarding woman as

a whole person beyond her traditional roles of Daughter,
Wife, and Mother. The question of woman's right to education
continues into the Twentieth Century where the protagonist

of El cuarto de atras (V) is warned "Mujer que sabe i1atfn no

puede tener buen Fin" (Gaite 93). She is aware of her e
mother's disappointment at not receiving an education asd

careetr like her brothers, and she personally Btrugglal‘fﬁﬁ~
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against an image of womam which places her second to wman,
physically, emotionally, and educationally, Because she has
rejected the traditional roles of woman and has chosen to
devote her life to literature {(education), she suffers the
stigma of being labeled abnormal. As woman progresses in
achieving complete personhood, the image 0f Educated Woman
will no longer be the curious exception but will become an
integral part of the total, liberated woman.

Like the Educated Woman, the image of Lady is
represented by allusion rather than direct personification,
The image of Lady is actually a matter of social position
and is usually linked with the image of Wife and/or Mother,
In Spenish culture, Bocial rank is determined by tradition.
In early works, the Lady is the wife of the exalted warrior
[Poema de Mio Cid (I)]. 1Later, because so many girla
married much older men, they were frequently left to manage
the household at their husband's deaths. They obtained

training in the attitudes and actions expected of a woman of

good breeding and little else [E1 si de las nihas (I11)}.

Conflict arose when woman attempted to go beyond the limice

set by her preparation to be a Lady. The importance of

social order 1is underscored in such works as El sf'deé;gl

ﬂigéﬁ (II1) and La casa de Bernarda Alba (V). Inahotﬁ&?#‘f

instances, the widowed mother represents the fimal:awtbertty
in the fmamily; and although her autherity is-chakkisges, the
line of social distinction is drawn. Gergadn =irddcelmSens -

do not belong to the Lady. 5he haa bhean Mg*ggny a
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specific role in society and no other choices are available.

In La casa de Bernarda Alba, this social classification is

further portrayed by the maid La Poncia who is forced to
defer to her mwmistress even though ahe foresees impending
doom. La Criads (maid) from the same play is so low on the
social ladder that she does not even merit a name, WNeither
of these twa women can ever hope to achieve the rank of
Lady; they are bound within an inflexible social structure.
This caste system is further illustrated by the use of the
titles dona and dama in the Spanish language. These titles
are awarded a Lady who has reached a level of dominance over
others by wvirtue of her social positon.

The final image of woman reflected in this study is the
Liberated Woman, A glimpse of her image first appears in La
Celestina (11) when, after Calisto's unfortunate death,
Melibea chooses not to live without his love. Defying moral
and religious convention, Melibea explains to her father
that she cannot accept life without Calisto; and she hastens
to join him in death by committing suicide. It is likely
that Melibea is merely rebelling against life's cruelty, but
she illustrates the heavy price woman will pay for
liberation., Liberation from tradition costs Melibea her
life, but she i willing to die for the man whom she loves,
Even though her ultimate happiness is still dependent on a
man, Melibea's soliloquy is perhaps one of the earliest
women's liberation apeeches recorded in Spanish literature.

A second example of the Liberated Woman appears in El
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burlador de Sevilla (II) when the deceived victims of Don

Juan's seductions band together to seek revenge. This
response 18 surpriszi-e~ i» contrast with the wvictims'
helplessness when confronted with Don Juan's charms. 1t

suggests a power within wowman that has not been previously

explored, The Liberated Woman reappears in Pepita Jiménegz

(IV) as a passionate woman, capable of pursuing her own
personal fulfillwent. Her character is developed with keen
psychological insight and sensitive awareness of woman's
persoual needs. This image emerges more completely in La

loca de la casa (IV). For the first time in this study,

woman 1is portrayed as a decision maker; and her cheice to
leave the convent and participalbte in reality is nothing less
than revolutionary., The conflict between the image of the
Liberated Woman and traditional Baciety is further

illustrated in La casa de Bernarda Alba (V). This is a

strong example of Adela's struggle to free herself from the
confines of tradition, The tragedy of the play emphasizes
the high cost of liberatiou.

The stereotype of Liberated Woman suggests completeness,
a total freedom of self; yer in more recent literature, the
progressive nature of the image is emphasized. The

protagonist of El cuarto de_atrds (v) and Elia of El_amor es

un _juego solitario (V) demonstrate woman's struggle to

explore her identity, to establiah her place in saciety, and
to discover her own sexuality, Unlike other stereotypical

images, the Liberated Woman is a multi-faceted person who is
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not limited to any single feminine role. She is a composite
of the images of woman whether they be Wife or Spinster,

Morher opr Sedugtreacse fb» might more accurately be labeled

]

the Liberating Woman, for unlike previous examplea, her
liberation ipvoives more than a single act of rebellion
against an unjust society. 1t is ihstead an ongoing process
of growth end discovery in which woman seeks neither
equality nor =uperiority over man, but acceptance as a whole
person. Perhaps becaguse both of these final selections are
written by women, woman's image has become more human and
more complex,

In addition Lo these eight universal female sterectypes,
theve are ftwo additional images which appear in this study
of woman in Spanish literature. The firat is the Virgin

Mary, introduced in Milagros de Nuestra Senora (I), This

image is developed as a result of a Middle Ages' cult which
glorified the Holy Mother, This viasion of perfection
remains strong throughout the development of the literature
and represents Spain's close association with the Church.
The Virgin Mary is more than the i1dealization of the Mother
imegge, for She provides a senae of promise that allows man
to endure the harshness of reality. Even though this image
is directiy referred to in several works, there are three
examples which present a modification of the Virgin Mary

type, Melibea in La Celestina (IT) depicts the idealized

image of woman as she rises above everyday life in her quest

for perfect love. Dulcinea in Don Quijote (II) is portrayed
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as the "damsel in distress,'" an unattainable vision held
above reality on a pedestal of perfection. She is the
creation of fon ~-7*% " -7 - imaginatisr aad serves as his
inspiration, his Holy Virgin, Another allusion to the
Virgin Mary appears in the person of Dona Inés ia Don Juan
Tenorio (IV). She represents the romantic ideal of woman
and further emphasizes her heavenly character by providing
the means for Don Juan's salvation, This image of the
Virgin Marvry espresses man's desire to eatablish a standard
of parfection and fulfills his need for agan intercessory
power, In many ways, the Virgin Mary 18 the perfect image
of motherhood; but unlike an earthly mother, Her love knowa
ne boundaries., Her perfection raises Her above the trials
which tne human Mother has to endure and Her image has
played a unique and important role in Spanish literature,
This idealization of woman has served to imprison her on a
pedestal of perfection in an unattainable image designed by
man .

The second unique image of woman is Trotaconventos, the
go-between. Becausze of Spain's traditional seclusion of
women, she 18 a necessary figure. Without her, woman was
nearly inacceassible to man. She is introduced to Spanish

literature in El libro de buen amor (I), is established as

an importaat figure in La Celestina (II), and reappears ase

Brigida in Dom Juan Tenorio (IV). She delights the reader

with her bawdy antics and everyday language. She represents

a materialistic approach to life which uses available
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resources to satisfy her own desires. Her luety, sensuous
image is not compatible with the normal image of woman; but
since she lives ~«re’de the usual social limitations of
woman, her excesses are accepted. BShe is free to satiefy
her own personal needs; and her egocentric, mercenary
attitude is treated at its best humorcoualy and at its worat
as a necessary and delightful image of woman in Spanish
literature.

The purpose of this study has been to examine Spanish
works from the five wajor time periods in respect to the
image of woman presented by each. Eight universal
Stereotypes were established to serve as the basis for this
study. Whiie each of the female sterectypes has appeared in
varying degrees throughout this selective study, no one role
can be considered most important, The multiplicity of
woman's roles reflects her influence within Spanish
literature as a character who occupies a unique if not
always special role. The clarification of woman's role in
Spanish literature has provided insight into the
nnderstanding of a particular character, reflected social
attitudes, and illuminated the study of the litersture in
general. Although woman has not always held a prominent
place in Spanish literature and has at times been treated
superficially or even harshly, her place in Spanish

literature has been firmly established.
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SUMMARIES OF SELECTED WORKS

THE MIODLE AGES

/ . , , . .
Poema de Mio Cid is an epic poem consisting of three

cantares which relate the heroic deeds of El Cid
Campeador, Ruy Diaz de Vivar. The first cantar tells of
his bagnishment by King Alfouso VI of Leon. 1n the
second cantar, El Cid re-eatabliahes peace with the King
and gives his daughters in matrriage to the Infantes de
Carridn. The third cantar relates the vengeance of the
Infantes on the daughters of E1l Cid, the claims then
made by E]1 Cid, and the final reatoration of honor to El

Cid and his family.

Milagros de Nuestra Seflora is a collection of

twenty—five legends recounting miracles attributed to the
intercession of the Virgin Mary. These stories were
circulated widely during the Middle Ages and were set
into writing by Gonzalo de Berceo, the first known

Spanish poet,

El librp de buen amor is the picaresque tale of the

escapades of the Archpriest of Hita. It is introduced
aa a moralistic treatise on the superiority of buen

amor, but it romps roguishly through a series of amores

locos. Scattered throughout the seemingly

autobiographical work are animal fables and adorations

of the Virgin Mary.
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SIGLO DE ORO

La Celeatina ie the etory of two young lovers, Caliato

and Melibea, _iic :zo'ist the services of Celeatina, a
female go-between. Celestina's bawdy character
dominates this tragi-comedy and instills a zealous love

of life into S$ixteenth Century literature.

El ingenioso hidalgo Don Quijote de 1la Mancha is a

piquaresque novel which followa the adventurea of Don
Quesada as he takes on the guise of Don Quijote,
knight-errant. Accompanied by his servant Sancho Panza,
Quijote travels throughout la Mancha searching for his
lady, Dulcinea. A parody on chivalric tglea, Don

Quijote offers a study of life and madness.

El burladeor de Sevilla is the play which introduced the

now famous Don Juan Tenorio. The play mirthfully traces
his escapadea from seduction to aseduction until he meets
revenge in the form of the statue of Don Gonzalo, father

of one of the women deceived by Don Juan,

THE EIGHTEENTH CENTURY

"Defenga de las mujeres" is an essay contained in the

-

famoua collection Teatro critico by Feijdo. It argues

againat the ignorant notion that woman is less
intelligent than maan because her brain is wmore moist and
hence softer and less able to think., This esasay is
representative of FeijSO‘s campaign against ignorance

and superstition in the Eighteenth Century.
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g . . .
El 81 de las nifias is the story of Franciaca, a

sixteen—-year-old girl educated in a convent, who has
acceded to her mother's choice of a husband for her, a
much older man, Don Diego. When Don Diego learns that
Francisea is8 in love with hias nephew, Don Carlos, he
gallantly releases her so the two young lovers can
marry., This play spoke out against the trgdition of
parents' selecting their childrens' marriage partners

without their consent.

NINETEENTH CENTURY

Don_ Juan Tenorio, a play by José& Zorrilla, is the

Romantic reincarnation of the Don Juan theme. 1n this
rendition of the theme, Don Juan is saved by eternal

- . . . ~ -~
damnation by the loving sacrifice of Dona Inés, one of

the women deceived by the infamoua rogue,

Pepita Jiménez, a novel by Juan Valera, is a

paycheclogical study of love and its effects on a young

seminerian., The first section, Cartas de mi sobrino,

reveals Luis' anguish a8 he falls in love with his
father'as bride-to—-be, Pepita Jimgnez. The second mailn

section Paralipfmenos carries the story of Ehis love to

its resolution and portrays the passaion and strength of

Pepita,

La loca de la casa, a play by Benito Pérez Guldga,ﬁ‘l

the story of Victoria, a girl commited to the Lifeiafsa:

the convent who sacrificea her vocation to mareyhGitus,
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a coarse, worldly man. Victoria discovers that not only
has she saved her father from financial ruin, but she

has also learned thzt the evil of the world repreaented
by Cruz is not as black as she believed while Cruz gains

strength from her goodness,

"El disfaz" is a short story by Emilia Pardo Bazan which
tells of a poor piano teacher who adopts the '"mask" of
high society when a special student Enriqueta gives her
a gift of opera tickets. The night of elegance,
complete with borrowed clothing and carriage, contrast

sharply to the teacher's own humble existence,

THE TWENTIETH CENTURY

La casa de Bernarda Alba is the story of five virgin

daughters under the domination of their mother Bernarda.
The daughters range in age from twenty to thirty-nine
and remain isolated from society by their mother's
inflexible adherence to traditieon. The youngest, Adela,
is in love with Pepe, the man destined to marry her
eldest sister, Angustias., The tension in the household
culminates with Adela's suicide when she believes her
mother has shot her lover. This play demonstrates the
intensity of the conflict between rigid adherence to

tradition and the unfulfilled passions of women.

La familia de Pascual Duarte, a novel by Camilo Josg

Cela, is the grim, fictional autobiography of a criminal

awaiting execution. Pascual Duarte is a man pushed by
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circumstances into a series of horrible acte: the

killing of his dog, his mare, his faithless wife, his
w fe's lover, ¢nd f7231ly his mother. These acts of
violence offer an introduction to an extreme form of

realism called tremendismo.

7 .
£l cuarto de atcéds by Carmen Martin Gaite presents the

dream revelation of a woman discovering herself, her

writing, and her haven of retreat in el cuarto de atrds,a

room cluttered with menoriea and freedom. 1In
autobiographical form, Gaite searches for her identity
and attempts te reconcile her life before and after the
Spanish Civil War in a reality which is a dream and a

dream which becomes reality,

El amor es un juego solitario by Esther Tusquets is the

story of Elia, a woman of modern Spain who is searching
for happiness. Her relationship with Clara and Ricardo
illustrates her experimentation with sex as a means of
personal fulfillment. Elia's story demonstrates Lhe
solitary struggle for Ldentity in contrast to more

traditional mores of post-war Spain.



