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ABSTRACT
MARGINLAITY IN HEGEMONY:
WOMEN ON THE MARGIN OF MARRIAGE IN TWENTIETH-CENTUR SPANISH
THEATER
By
Karen Lynn Eskesen

This dissertation analyzes four plays from twehtieéntury Spain: Federico Garcia
Lorca’sBodas de sangréAntonio Buero Vallejo’d.a tejedora de suefipgntonio Gala’s
Anillos para una damaand Paloma Pedrerd’®cas de AmarLa malqueridaby Jacinto
Benavente is introduced as a counterpoint. Eathegprimary plays features a female
protagonist who is on the margin of marriage. Thetudes engaged women, widows (both
literal and figurative), and divorced women. Besmthey exist outside of the confines of typical
marriage situations, these women are able to peggeater power and freedom than their
traditionally married counterparts. Each playxamined in the light of four major theories:
gender theory, subaltern theory, theater theory,naarginality in hegemony. Marginality in
hegemony is introduced in this study and is basethe interplay of the first three theories. As
presented in the theater, women who are simultatgbdegemonic due to their social class and
marginalized (subaltern) due to their sex exisharginality in hegemony. This state, when
applied to women on the margin of marriage provigreehtieth-century playwrights with a
vehicle for subversion, both of their governmerd #reir society.

Bodas de sangrdisplays the innovation of the avant-garde botstyte and subversive
nature. By presenting a young woman who triess&yx@me an overwhelming passion in order
to marry according to her social class and the @asif her father, Lorca questions the role that

women are expected to play in their society.



In La tejedora de suefipBuero Vallejo presents an alternative versiothefmyth of
Homer'sOdyssey His Penélope has chosen a suitor, Anfino, aasgfim her household. Instead
of being overjoyed and relieved by her husbandisrng she sees his disguise as a form of
cowardice and sends him from home. By questiothedheroic status of Ulises, Buero Vallejo
also leads the spectator to examine the validityoflern heroes.

Gala’'sAnillos para una damaresents the story of Jimena, the wife of el @fter the
death of her husband. She has fallen in love Mitraya, but is prevented by the king from
seeking a marriage based on love. The image diilsdyand and its importance to Spain
demand that she preserve the image that he isacegole. During her husband’s life and after
his death, Jimena’s desires are ignored for thel gbthe country. Gala’s heroine is a model for
Spain as it nears the end of the dictatorshiponigs for freedom, but cannot throw off its past.

Pedrero presents a clearly democratic and femiogk with Locas de amar When
Eulalia, a traditional wife is faced with her husdabandoning her for another woman, she must
reexamine her life and her goals. Through the bebptherapist, she discovers her ability to
experience pleasure, and her validity as an indalid Her choice to remain alone and pursue
and education instead of marrying her therapisicoepting her errant husband showcases the
possibilities available to women under the demograc

Each of these plays features at least one womdneomargin of marriage who is
wealthy but subordinate to men. Although each wamattempts to achieve her desires,
regardless of what is demanded by her societyjrefalure, they push the boundaries of the
theater and of their sex; making is possible ferribxt generation to reach farther in the quest

for equality.
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Introduction
The many changes in government as well as sodibagdistic movements in twentieth-

century Spain gave the writing of this century eagrrichness and variety. Literature and arts
evolved quickly due to the many changes in botkuceland politics. The most notable cultural
movements of the century were modernism, the agarde, social realism, post-Francoism and
postmodernism. Politically, Spain was shaped leySicond Republic, the Civil War, the
Franco regime, and democracy. Theater was patlgumportant because it provided not only
a means of expression, but also of social commeataat subversion.

This study explores the representation of womamimtraditional marriage roles —
women on the margin of marriage—in four represérdgilays from twentieth-century Spanish
theater: Federico Garcia Lorc@8sdas de sangréAntonio Buero Vallejo’'d.a tejedora de
suefiosAntonio Gala'sAnillos para una damaand Paloma Pedrerd®cas de amar Each of
these features one or multiple women who are adittonally married as protagonists. Lorca’s
Novia goes from being engaged, to married, to wiglbwm the course of one day. For many
years, the Madre has been a widow. Buero Valldjasélope is a figurative widow, her
husband is not verified as dead, but she has hgedidow for decades. Just leaving the period
of mourning for her husband, El Cid, is Gala’s Jwawe Pedrero’s Eulalia finds herself
abandoned by her husband and in the process atcdivéler daughter, Rocio, has chosen to
pursue an education before a marriage. All ofdélveemen exist on the margin of marriage.

Women on the margin of marriage possess a varfatlgaracteristics that differentiate
them from women in traditional roles, making thewb\ersive characters. First, the women
studied here have unassailable character; theyfoloeed the cultural rituals required of

women (namely, appropriate marriages). Also, thes@en were common. They were a sign



of the times in a century of political upheavalpeomic depression, mass emigration, and war.
Although not fitting into the traditionally accepta roles for women (nun, wife, or seeking to
become a wife), these protagonists of hegemoni@lstass are relatable to the upper-class
audience of the times. These women are also polyett in an acceptable fashion. During
much of the twentieth century, the only women imiSghat were allowed any power over
property or children were widows. By using litesald figurative widows (until the democracy
makes an independent woman less taboo), these nidgwysvare able to create socially
acceptable powerful women. All of these charastes confirm the specialized role played by
the woman on the margin of marriage. She possésseility to fight for the rights of women
because she is only a woman. Her relationshipeio does not determine her identity. Her
openly (and, due to censorship, sometimes covestilgyersive plight for equality would not
have been possible for traditionally married women.

Because the different roles that they occupy imésthroughout the century are a way
to trace the evolution of the theater, women omtlaegin of marriage are also very important in
the study of twentieth-century theater. The rigiftall women were severely affected, pushed
forward or dragged backward, with each governmesitdd. The portrayal of these protagonists
shows how the theater followed a path paralleh&sé rights, instead of the natural evolutionary
path possible in other countries with less politigaheaval.

The originality of this study is the choice to exae only women in non-traditional
marital situations. Although the study of fema@a@cters in theater is common, women are
studied as a whole, ignoring that they are diffeated by, as Judith Butler points out, “[. . .]
class, race, ethnicity, and other axes of powaticeis [. . .]” (6). By studying women who exist

on the margin of marriage, and consequently omtaegin of the socially acceptable idea of a



woman, the mistaken concept of a general categdiwaman” that fits every female character
is dismantled. Women who do not follow the culllyraccepted rituals that legitimize their sex
in their society faced different challenges andedént stigma than traditional females. All of
the women studied here exist on the edge of ma@ate. This is an area that, according to the
socially acceptable roles for women, should nostexX¥Vomen who did not fit into these roles
were not considered proper women. In a societydteated women'’s identities based on their
relationships to men, women on the margin of wei@efinable. They could not be categorized
like the others of their sex, but this did not m#kem cease to be women. The curious space
occupied by these characters allowed them to reptesore than themselves.

Although the women studied here do not occupyiticadhl roles for women, they are not
exempt from the social rules that govern theirstyci As Kaja Silverman explains, society is
based around the fundamental unit of the familyhwhe male subject as the head of the
household (42). Although these women on the masfjmarriage lack a dominant male in their
lives, they are still subordinate to the men inrtkeciety. Male dominance was societally and
governmentally assured during the majority of therttieth century in Spain. The legitimized
subordination of women throughout this time makesit subaltern figures according to Ranajit
Guha’s definition: “[...] a general attribute of subdmation in South Asian society whether this
is expressed in terms of class, caste, age, gandeoffice or in any other way” (Studies vii).
Guha’s inclusion of gender in his explanation & subaltern and the definite subordination of
women in twentieth-century Spain allows for all 8isa women of the time to be considered
subaltern figures, regardless of the traditional@nm-traditional roles that they occupy. Social
class and age still figured into Spanish socidgrgls of dominance and subordination, thus

although all women are subaltern, they are naaially subaltern.



The women in this study occupy a hegemonic sotagksdecause of their secure
financial positions. Benavente’s Raimunda is neartb a wealthy laborer, Lorca’s Novia has a
wealthy father, Buero Vallejo’s Penélope is theaquef Ithaca, Gala’s Jimena is the niece of the
king and the duchess of Valencia, and Pedrero’aliauk financially stable in the absence of her
husband. Despite the fiscal security of these wyrtheey are consistently, until late-century
drama, made subordinate to men. During the derogcveomen are shown to be more
independent, as Pedrero’s work will show. The hegemsocial class of the women prevents
them from being completely subaltern characters.

The elite social class and simultaneous margiatin due to sex calls for a new term to
describe these women: marginality in hegemony.stifxg in a state of marginality in hegemony
allowed these women to represent both ofthhe espafiaghat of the comfortable upper class
and that of the lower classes that longed for foeednd change. The representation of these
upper-class women made them more accessible imandy bourgeois audience. The social
norms of domination and subordination were hardégriore when the characters on stage
closely resembled the women that were patroniziegheater. A subaltern character suffering
at the hands of a hegemonic character would nableeto elicit and empathetic response from
the audience because they would identify more thighoppressor than the oppressed.
Marginality in hegemony allowed for the presentatid characters that simultaneously
portrayed and subverted cultural norms.

In addition to theories of subalternity, gender anarginality in hegemony, theater
theory will be utilized to explore the use of femaharacters in non-traditional marriage
situations. The cycle of production, performancd geception will show how the world of

theater was influenced and how it evolved overctingse of the twentieth century. Theater



progressed at the same rate as twentieth-centain, Spough often in a different direction. The
changes in the horizon of expectation evidencedde&l changes (not the governmentally
mandated changes) not only in what was acceptailm bvhat was considered subversive,
taboo, or commonplace. This required directonsttion to assure that the theatrical styles
and themes would be received by the audience imtmer in which the playwright desired.
The progress and change in theater styles alsaelahe representation of women on the
margin of marriage.

The interplay of gender, subaltern, and theatoriks provides fertile ground for the
examination of a previously unrecognized sub-groiywomen on stage. This study will show
that women on the margin of marriage who exist argmality in hegemony are both common
in twentieth-century Spanish theater and ideahé&playwrights that created them. The Novia,
Penélope, Jimena, Eulalia, and other similar woméwentieth-century Spanish theater
provided the perfect vehicles for the subversionsafial norms.

Chapter one introduces the theoretical framewloak will be used to analyze the plays.
It is divided into five principal sections. Thedl section introduces gender theory with the
perspective of three primary gender theorists: Sih® Beauvoir, Gayle Rubin, and Judith
Butler. The second section introduces theorigaadculinity with the theories of Kaja
Silverman and Michel Foucault. The third segmezalsl with theories of subalternity using the
works of Antonio Gramsci, Ranajit Guha, and thaerL&merican Subaltern Group. Theater
theory is introduced next, highlighting the theerad W. B. Worthen, Eli Rozik, Erika Fischer-
Lichte, Elin Diamond, and Hans Robert Jauss. Tied portion introduces the theory of
marginality in hegemony, how the interplay of dltlee previously introduced theories is

necessary to its understanding, and how it willibed in the analyses of the plays studied.



After the introduction of the theories, the drabb@amalquerida(1913) by Jacinto
Benavente will be introduced as a counterpointna®ente began writing dramas at the end of
the Romantic era. Although his style is primathgt of realism, touches of the romantic are still
evident in his works. The protagonist in this daaisiRaimunda, the wife of a wealthy laborer.
Raimunda was widowed when her daughter, Acaciaweasyoung. As an alternative to living
in poverty, she chose to marry a second time. imddaility to live in a financially secure
situation after the death of her first husband,reanarriage, and her initial willingness to
choose the happiness of her husband over that afdughter differentiate her from the
protagonists of the plays from later in the twethtieentury. Benavente has a character that lives
in marginality in hegemony, but instead of usingtttharacter as a means of subversion, he uses
her to uphold the status quo.

Chapter two examines Federico Garcia LorBaidas de sangrél933) written during
the Second Republic. This drama provides a vadktgarital situations for examination. The
Novia, who goes from engaged, to married, to widbaering the course of the drama shares
her role as protagonist with the Madre, who haslvadowed for decades. The Mujer de
Leonardo is a secondary character, but the ondijtivaally married woman in the drama. Lorca
subtly leads his spectators to identify with thes/iddefore orchestrating her fall from grace
while fleeing her wedding with a married maBodas de sangrealls the entire institution of
marriage into question by presenting only one happyriage: one where the husband died years
ago and that marriage is ongmembereas perfect. By combining the hegemonic sociasla
with the marginalized sex of the Novia, and thertnaging her passion for an unapproved man
in an eloquent and powerful way, Lorca leads hextgiors to wonder why two characters that

share such deep feelings for one another shouldealiowed to marry simple because they are



from different social classes. This drama suggébsiishappiness for women is only possible if
they are of low social class, and can marry a niamy financial status, or if they are free to
marry the man that they love, not the man thahasen for them. Both of these go against the
fabric of society in Lorca’s SpairBodas de sangrguestions the role of women in society
subtly and eloquently and cements Lorca’s fame@aywright.

The third chapter analyzes Antonio Buero Vallejcestejedora de suefigd952) and the
early dictatorship. This drama presents an altermaersion of the myth of Ulysses. Buero
Vallejo suggests that Penélope chose a suitorvastunable to marry him because he was a
servant, not a nobleman. Though she is the quiekinaga, Penélope is not powerful enough to
choose the man that she wants and marry him. sStenscious that the other suitors will kill the
man that she chooses, and her son also seeksttoldwar decisions. Despite being controlled
by the men that occupy her household, when heramasketurns she has the strength to send
him away in disgust for his cowardice. Penélopes$ea challenge similar to that of the Novia,
in that she is from too high of a social class rmypa common man, but not sufficiently strong,
due to her sex, to overcome the rules of men thiegeher to marry someone of her own caste.
Buero Vallejo also uses the character of Penélopeitique Ulises, and consequently the “great
heroes” that were ruling the Spain of the dictdtgrs Buero Vallejo’s questioning of societal
norms had to be more subtle than that of Lorchgdssed during the time of strict censorship,
but his agility at drawing comparisons betweengbreernment and a hero that failed everyone
as well as leading the audience to identify witkelzellious character allowed him to entertain his
spectators and critique his government.

The fourth chapter is dedicated to Antonio Gakdllos para una damél974) and the

late Franco dictatorship. Because censorship lkesggened in stringency due to the 1966 Press



Law, Gala was able to take on a national myth Vedis fear of imprisonment or other severe
measures that would have been faced earlier iditdtatorship. When asked his opinion of the
remarriage of Jacqueline Kennedy, Gala began nd il the situation of Jimena after the death
of her husband. Jimena was a powerful woman imigkt, as the duchess of Valencia and the
niece of the king. When the official mourning tbe death of her husband ends, she approaches
the king with a petition to remarry. Although tkiag initially approves this marriage as a
means of fortifying her position, he balks at tea that she should, as she desires, marry
Minaya for love. Through Jimena’s memories, Galmhnizes the hero and shows that the lot
of his wife was a difficult one. Although Jimenseks to become a traditionally married woman
again, her status as the widow of the hero preubatspossibility. Jimena has power, but her
dead husband is still far more powerful than sHeenver be. Spain needed the image of the
hero and it was Jimena that was able to keepinege alive. The denial of Jimena’s wishes and
her move to a convent to live out her days lealrespectators wishing that she had been
successful. Through the use of modern dress angtidaye, Gala relates Jimena’s struggle to the
modern day, casting the protagonist as a metajph@dain at the end of the dictatorship. Like
Jimena, Spain was ready for a new era and a chafggugh Jimenas’s defeat seems to show
that Gala supports maintaining the myths of Sgagndoes not leave the myth untouched. By
showing that Jimena loved another man, and perntdpsot love her husband, Gala makes a
man out of the myth, a very daring move in a tinleewnational heroes were prized by the
country’s leadership.

The final chapter analyzes Paloma Pedrdrosas de ama1996) and the democracy in
Spain. Eulalia, the protagonist of this drama steses the democracy from the first moment,

when it becomes clear that she is on the pathvtarck. Because she was raised during the



dictatorship, caring for her husband and childlistze was trained to do, and because her
husband left her and her daughter is an adultdebe not know what to do with her life. She is
juxtaposed with her daughter who makes full uséhefoptions provided to women by the
democracy and instead of seeking to get marriezlissbtudying to become a doctor. Through
the help of a therapist, Eulalia discovers her aagjaer husband, her ability to experience
sexual fulfillment, and her inner strength. As shenes to terms with her divorce, she finds
herself facing declarations of love from her eggethhusband and her therapist. Throwing off
the role of the traditional woman, Eulalia choosesemain alone and to pursue an education
instead of a marriage. By showing Eulalia’s apild become something more than a wife and a
mother, Pedrero leads her audience to reconsidantéa that women still play decades after they
have been freed to be something different. Menvemaen alike had to confront the reality that
the lives that they had been leading were stilllFepgive to women. While questioning the
validity of a marriage that subjugates women, Pedaéso reinforces the importance of
relationships between women as a source of sdiydand support.

All of the dramas studied here showcase womememiargin of marriage who live in
marginality in hegemony. All of these women ddfg social norm and the model of the family
that orients itself around a man. Whether theyeaghhappiness or not, each of the women
featured in these dramas is used by the playwtggbtibvert the social norms. Although the
format of the plays and the overt nature of theveudion vary according to what the government
allowed playwrights to express, each of these dsdeeds the audience to question the role of

women in modern Spanish society.



Theories of Gender, Masculinity, Subalternity, Theater and
Marginality in Hegemony

The artistic production of twentieth-century Spaias created in a time of great political
turmoil which provided periods of both vast libedyd tight constraints. Although advances
were achieved in all fields of art, some of theagest productions were those in the theater.
Playwrights from all periods of this century pusliled boundaries of the traditional, exploring
new and reexamining old themes and characters.thBager of this century provided a number
of characters worthy of consideration, most notabiny female protagonists. For modern-day
playwrights such as Paloma Pedrero, who consciamastyments on the situation of women in
order to change it, the choice to use women irstegring roles is a necessity. For playwrights
such as Federico Garcia Lorca, Antonio BueroVakejd Antonio Gala, however, the reason for
choosing female protagonists was not as evidertteWGala was interviewed regarding the
choice of women to fill his leading roles, his aesus a good indicator of why many
playwrights made the same choice:
[. . .] alo largo de la historia de la humanidadnujer ha personificado mas
ideas, ha encarnado méas simbolos, ha incorporag@legorias que el hombre.
La humanidad, de una forma casi filial, instintivg-muy justificada —,confia
mas en la mujer; descansa mas en ella. Por s fiomo, parece que los
sentimientos que caracterizan al ser humano lograel alma femenina, una
floracion y una cosecha especialmente luminosasilyles. (Interview 27)

These reasons stated by Gala give powerful ragcioalthe incorporation of female

protagonists. Spectators confided in women as p@aohable characters and that made them

ideal protagonists for theater that wished to leemspicuously subversive.
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Among the frequent female protagonists in twentegthtury Spanish theater, many
occupy an important subgroup of women in non-tradél marriage roles. In order to fully
understand the importance of these women on thgimaf marriage in the theater of the
twentieth century, multiple theories must be apgpli&ender theory is necessary to understand
the role of women in twentieth-century Spain. Sigoa theory is also important because of
gender, as women by their sex alone can be coesideibaltern figures. Theories of
masculinity address the crisis of masculinity appain twentieth-century Spain. Also, because
these works are dramas and not narratives, thimgiery must be used to understand them. The
combination of all of these theories leads to nrality in hegemony, which addresses the
unique position and representation of women of Bigtial class. Although each of these
theories elucidates some aspect of twentieth-cg@panish theater and the representation of
non-traditional women therein, it is the interptafyall of them that provides for a true
understanding.

In addition to explaining the theories that wil bsed to understand the four prinicipal
plays in this study, this chapter will also inclualeounterpointLa malqueridaby Jacinto
Benavente will be used to show how dramas fronyearhe twentieth-century had more

traditional female protagonists and a less subvensature.

Gender Theory: Simone de Beauvoir, Gayle Rubin, and Judith Butler

Gender theory is critically important to underslizng the role of non-traditional women
in twentieth-century theater. Gender was, andlesser extent still is, essential in determining
what was customary and acceptable for women. dardo classify a woman'’s role as
traditional or otherwise, several aspects of Herrfiust be taken into account: her behavior,

11



social standing, relationships with other women @&, and her role in society as a whole. All
of these factors, however, are subordinate to timegpy consideration of her gender. To address
gender theory, three main theorists will be usedoBe de Beauvoir, Gayle Rubin, and Judith
Butler. Although these three women are from aéife time periods and they address gender
and feminism in different ways, their theories céenpent each other to form a coherent idea of
the factors that determined a woman'’s identity laedrole in the society of twentieth-century
Spain.

In the introduction tdhe Second S€%949), Simone de Beauvoir made a statement
about women that has defined Women'’s Studies @wvee:s‘One is not born, but rather
becomes, a woman” (35). In Beauvoir’s view, itiglization as a whole, not some particular
aspect of it, which determines women'’s role in styci For example, it was not just the
government during the Franco dictatorship that egged women; the church, societal traditions,
and culture, in addition to a variety of other tast contributed to that subjugation. All of the
aspects of civilization that surrounded a womanertae what she was in her society; one
element alone was not enough to determine her role.

Beauvoir also posits that women occupy the rolidefOther, that is, they are defined by
not being men: “She is defined and differentiatetth weference to a man and not he with
reference to her; she is the incidental, the indsgdeas opposed to the essential. He is the
Subject, he is the Absolute—she is the Other” (Z9)is theory is critically important to the
study of women in non-traditional marriage rolesvirentieth-century Spain because Spanish
culture during this century aligned with this ide&omen were not important in and of

themselves, but only in reference to men.
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Beauvoir’s theory on women as the Other providpsiat of departure to explore the
role of the non-traditional woman in Spanish sgcialVomen are the Other because they are not
men, the figure upon which their society and tineigative identity is based. In twentieth-
century Spain, a woman'’s centrally defining poiatsvher relationship to men. A woman was a
man’s wife, daughter, sister, or mother. In antefelf, she was, as Beauvoir suggests, only
incidental. Women outside the role of a traditibnenarried woman can be doubly considered
the Other. They are not only the Other becauskedf sex, but also due to their status among
women. They did not participate in the roles thate considered acceptable for their sex.
Sometimes their departures from the norm were udate due to their circumstances, but in
other situations, these women chose to behavevewyahat deviated from the standards of
acceptable female behavior. Women who remaingti@margin of marriage did not associate
themselves with men in a manner that was accepgteddety. The female characters studied
here do not fit into the role ascribed to womerthmjir society. Thus, they become something
other than women. Because their society did ne¢ laaway to identify a woman that was not
associated with men, her identity was negativet d\ty to men, but to other women as well,
women on the margin of marriage—women who werematied, but had been or were going
to wed—were the Other.

As the study of gender progressed throughoutieatieth century, a distinction
emerged that differentiated sex from gender. Sa&x eonsidered to be a fixed, biological
characteristic while gender was seen as a soamstieat. The stable nature of sex offered

significantly less area for study than the fluidlaonstantly changing social climate that
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determined gender. Thus, when the study of femiriecame more prevalelntt was gender,
not sex that was nearly always the central fo&escause sex was unchangeable, feminism
sought to alter the way that society constructed¢minine identity.

Twentieth-century Spain is ideal for studying thiéedence between sex and gender
because of the many leadership and social chahgesdcurred. Due to the frequent
governmental shifts in Spain, and the consequethcsg fluctuations had on the rights of
women, the difference between sex and gender was pronounced in certain parts of the
century than in others. At the beginning of therteth century, up until the Second Republic,
and also during the Franco dictatorship, sex andgewere essentially the same thing.
Although gender was socially constructed, it waseblaentirely on sex. A woman’s sex
prescribed her role in society. In both of thesetperiods, that role was thegel del hogar
Being female meant that you married and stayetdarmbuse, bearing and raising children and
managing the domestic sphere. During the Repuliboen had equal rights to men, so a
woman’s job was not necessarily based on her Being a woman could mean more than
staying at home. The social construct of gender aldowed a wider definition of what it meant
to be female. This differentiation between sex gadder grew even more pronounced with the

installation of the democracy.

! Feminism is seen as having three “waves” througlisexistence. The first wave is the
nineteenth and early twentieth centuries. Thersgeamve is the mid-twentieth century. The
third wave is the late twentieth and early twentgtfcenturies. The focus here is the theories
that were developed in the second and third wavksre some countries had developed rights

for women, allowing for considerations beyond dfitpr basic rights.
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The differentiation of sex and gender became irapportant to the study of feminism, as
can been seen in the work of Gayle Rubin. HeclattiThe Traffic in Women: Notes of the
‘Political Economy’ of Sex” (1975), examines thespgimn of women in systems of class
oppression by employing the theories of Karl Mamgl &riedrich Engels. She also considers the
oppression of women as it is seen in anthropol@gude Lévi-Strauss) and psychoanalysis
(Sigmund Freud). The works of Lévi-Strauss andiéfrare seen by Rubin as overlapping and
she considers them: “[...] the place to begin to varthe system of relationships by which
women become the prey of men [...]"” (106). She tisese works to understand the systematic
oppression of women. When exploring Marxism, Ruimtes that sex was not a tremendously
important consideration: “In Marx’s map of the sdavorld, human beings are workers,
peasants, or capitalists; that they are also mémamen is not seen as very significant” (107).
This stands in stark contrast to the theories of-Sfrauss and Freud in whose maps of social
reality Rubin says: “There is a deep recognitiothef place of sexuality in society, and of the
profound differences between the social experi@iceen and women” (107). The works of
Lévi-Struass and Freud provide important mateadatiie understanding of male/female
relationships and it is for this reason the Rulsaauthe ideas of these two theorists to develop
her own concepts regarding the relation of sexetadgr.

Despite the tendency of some gender theoristsciasfon gender instead of sex, to truly
understand the feminine and feminism, both mustdmsidered. Rubin’s work on feminism
exemplifies this dual focus through her examinabbthe “sex/gender system,” which she
generally describes as “[...] the set of arrangemieyntshich a society transforms biological
sexuality into products of human activity, and ihigh these transformed sexual needs are

satisfied” (106). She defines gender alone as.d Yocially imposed division of the sexes. lItis
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a product of the social relations of sexuality” 112 Thus, for Rubin, sex is biological, gender is
social, and the first is converted into the secoimdher words, there is a: “[...] systematic social
apparatus which takes up females as raw matendl$ashions domesticated women as
products” (106). Although sex and gender are icemed by Rubin as two different entities, the
first is seen as a crucial element in the formati@second.

The first crucial element in the construction ig;96e second is Rubin’s concept of the
social apparatus. This explains the instabilitgefder in Spain throughout the twentieth
century. Because social conditions, which weretgsimarily on the government, determined
how a person’s sex was translated into gendeingtability of the government made gender
unstable as well. Thus, throughout the centurwyoman’s sex, when subjected to the current
social apparatus was able to produce varied outsor@éven the frequent political upheavals

during this century, even within the period of am@man’s lifetime, the social system could

assign her very different gender roFes.
Rubin’s discussion of the perception and transmissi the phallus is also important to
the study of women on the margin of marriage. Frdiscussion of the phallus, Rubin centers

on Jacques Lacan’s theory because it avoids aneabassociations with the penis, focusing

instead on desire and negédOutside of Lacan’s ideas, she provides her ogfimition:

2 After 1939 the political upheavals were much fesguent, but their enduring character
created thoroughly developed gender roles that diffieult to achieve during the earlier, more
frequent governmental and social shifts.

3 Lacan’s definition of the phallus is not a pemist an object of desire, a “fully-
satisfying love object” (IEP). This is differefnbm Rubin’s definition of the phallus, but closer

to Rubin’s ideas than Freud, who focuses on thdyshas an object of envy.
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It is where we [women] aren’t. In this sense, phallus is more than a feature
which distinguishes the sexes: it is the embodiméthie male status, to which
men accede, and in which certain rights inhere—aytlbem, the right to a
woman. ltis an expression of the transmissiomale dominance. It passes
through women and settles upon men. The trackshwhleaves include gender
identity, the division of the sexes. (131)
This definition of the phallus is tremendously imat to the identity of the female characters
studied here because they, and the playwrightsteated them, occupied a phallocentric
culture, and many had a phallus. Thus Rubin’sdasuess on desire and more on the status that
comes naturally to men and is denied to women.

Because the phallus is passed from man to mameret to a woman, a woman can
never assume the position of power that is affotdeden by their possession of it. A married
woman in a patriarchal society had no right toghsition of power in her relationship with her
husband; his sex made him the dominant figure. eMéhwoman’s husband died, disappeared,
or left her, however, she did not receive that lpisahat had been his. If she had male children,
such as Homer's Penelope did, the phallus would pasr her to them. Even if she had no male
children, the phallus did not become hers. Althosige had to function in society, taking charge

of the elements of life that were traditionally raged by men, she was neither allotted the same

4 , :
respect nor the same power as a mahe could attempt to fill the role of a man im he

household, but her lack of the phallus would préven from occupying that position in society.

* Even characters such as Lorca’s Bernarda Albaghwimiany would consider as

possessing a phallus, do not traditionally exerttisgpower or receive the respect associated
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Because she did not possess the phallus, a woraawals not traditionally married did
not have total control over herself. Rubin dessithe rights of men with regard to women,
considering those that men haweerwomen. She mentions: “As long as men have rights
women which women do not have in themselves, tladlyghalso carries the meaning of the
difference between ‘exchanger’ and ‘exchangedt’aji giver” (130). This is particularly true
in kinship systems where women are treated asna ddicommerce. A father has rights over his
daughter until he gives her to a husband. Thellisen of that marriage in any form should,
then, theoretically eliminate all rights over tlaiman except her own. This is not always the
case, however, because some women have maturersorghers that claim rights over her in
the event that the domination of her husband cdamas end. Nonetheless, it is true that women
who are no longer married (particularly widows) Hadmore rights to determine the course of
their own lives and their actions than married wome

Following her examination of theories of sex anddgr and their application to women,
Rubin sets new goals for the feminist movement: e, feminism “must dream of the
elimination of sexualities and sex roles. The drédind most compelling is one of an
androgynous and genderless (though not sexlesgtygda which one’s sexual anatomy is
irrelevant to who one is, what one does, and whlony one makes love” (140). Though the
plays studied here do not question the validitheterosexuality, they do demonstrate the idea
that sexual anatomy does not necessarily detenacémsity. Biological sex is seen as something
different from gender. A woman'’s sex is determibgdanatomy, while her gender is predicated

upon her actions and society’s view of the rolevomen. Women on the margin of marriage

with the phallus outside of the home. Bernardasa rule over her household does not extended

to her role in society.

18



are the embodiment of this idea, because in twimtientury Spanish drama we see them doing
things that would traditionally only be done by mdaspite their sex and their lack of the
phallus.

A different view of the relationship of sex and denwas presented by Judith Butler, one
of the best-known and most influential gender tist®r Her booksender Troubl€1991)
transformed the study of gender and sex as wetleasonsideration of the binary gender system
(male/female) that has long been used for the wtaleing of both. She explains: “Even if the
sexes appear to be unproblematically binary irr tine@rphology and constitution, there is no
reason to assume that genders ought to also remawo” (9). For Butler, the support of this
gender binarism is one of the great flaws of tiaddl feminism. She seeks to change the way
that gender is viewed. This change would allow worwho are not traditional in terms of
gender roles to still be considered as part oféh@nist movement.

Butler’s criticism of the binary male/female systeounters the idea that certain
behaviors are feminine. If gender is not exclugigechoice between two available options, the
roles that people of both sexes can occupy incregsenentially. The women in the works
studied here, though often occupying positions dnatraditionally masculine, are not masculine
themselves. Butler’s theory dispels the notiort Behaviors of womeperceivedas pertaining
to males comes from manly women. If no behavi@piscifically masculine or feminine, those
performing those acts are also able to avoid tirat fof classification. If the perception of
behaviors can change, the reality of gender inetpcan do the same. Butler's support of this
idea is visible in the preface to the 1999 edivbGender Trouble She says: “I sought to

counter those views that made presumptions abedirtiits and propriety of gender and
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restricted the meaning of gender to received netadmmasculinity and femininity” (vii). In her
view, gender neither has to be masculine nor faminiGender can change, just as culture can.
For Butler, gender is a continuum. Through theseerations we begin to see many
more options for women. Because behaviors arehetently masculine or feminine, actions
that have been traditionally considered mascularele carried out by women (and vice versa)
without creating conflict. Therefore, the womeudséd here cannot be considered as
demonstrating masculine behaviors, or being “masewomen.” The continuum of gender
prevents sex from being a determining factor indgen
Butler’s continuum of gender provides different aretanding of the relationship of sex
and gender. Rubin examines the relationship th@es/ creates between sex and gender, while
Butler views both as social constructs. Both tieteracknowledge a strong social component in
the creation of gender. Rubin uses the concettteo$ocial apparatus while Butler explains as
follows:
Although the unproblematic unity of “women” is aftenvoked to construct a
solidarity of identity, a split is introduced inglieminist subject by the distinction
between sex and gender. Originally intended tpudesthe biology-is-destiny
formulation, the distinction between sex and gersgeves the argument that
whatever biological intractability sex appears &vdy gender is culturally
constructed: hence, gender is neither the causaltref sex nor as seemingly

fixed as sex. (8)
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Neither theorist thinks that gender results caygetim sex. Instead a strong social component

is involved in the determination of gender. Butlger explains that she believes sex to be as

socially constructed as genasea, point where she does deviate from traditionalifiésm.

Butler also disagrees with the generalized conoapif structures of domination and of
women. Women are not all the same, and not allang@nated in the same way. The appeal of
this generalized conception is that it createslaolly among all women and establishes a
common enemy: the patriarchy. If gender is nohseea binary system, it becomes much more
difficult to establish a universal conception o thatriarchy and of feminism. The idea of
women as a generalized group, however, continubs tamployed. Butler notes: “Although the
claim of universal patriarchy no longer enjoys kived of credibility it once did, the notion of a
generally shared conception of ‘women,’ the corglta that framework, has been much more
difficult to displace” (5). Placing all women ihg same group is insufficient and, as Butler
notes, ignores such issues as class, race, andistiih). Although race and ethnicity are not
important components in the theater of twentiethiwgy Spain, class is an indispensable
consideration not only in the plot of the dram&, &lgo in the intended audience, because it is
used to establish a point of social division andrisure audience identification with characters.

The most important contribution of Butler to thadst of gender is the concept of gender

as performance. For Butler, gender creates itseéis—performatively produced” (34). As

® Butler's exact quote is: “If the immutable chasaf sex is contested, perhaps this
construct called ‘sex’ is as culturally construcéedgender; indeed, perhaps it was always
already gender, with the consequence that thendigin between sex and gender turns out to be

no distinction at all” (9-10).
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Bulter herself notes, her first explanation of pemiativity received a great deal of criticisGm.
As a result, the introduction to her 1999 editibriSender Troubleontains a clearer explanation
of exactly what performativity means:
In the first instance, then, the performativitygeinder revolves around this
metalepsis, the way in which the anticipation afidgred essence produces that
which it posits as outside itself. Secondly, perfativity is not a singular act, but
a repetition and a ritual, which achieves its @fé¢hrough its naturalization in the
context of a body, understood, in part, as a callysustained temporal duration
(XV).
Thus, for Butler, gender is not stable. It changesed on performance, not of the individual but
of a social group. It can be said that gendes igemder does. Also, the repetition naturalizes
the division of men and women and the roles prbsdrio different genders in society. By
repeating the acts that form their gender, pedglefarge their identities. Generations of men
and women follow in the footsteps of their pareats] with each repetition, the sharp
delineation of male and female characteristicsdutces is reinforced. In the plays addressed
here, Butler’'s theory of performativity explaingthocietally enforced division of men and
women and of male and female identities.
Butler’s theories present a foundation to rettigrkale representations in twentieth-

century Spanish theater. Her ideas of perforntgtaund the importance of repetition in the

® Butler specifically notes insightful criticismofn Biddy Martin, Eve Segdwick, Slavoj
Zizek, Wendy Brown, Saidiya Hartman, Mandy Mercknhe Layton, Timothy Kaufmann-
Osborne, Jessica Benjamin, Seyla Benhabib, NarageFrDiana Fuss, Jay Presser, Lisa

Duggan, and Elizabeth Grosz
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formation of gender show that the strict delineatid male and female identities in twentieth-
century Spain is not natural but historical. Buflbows that, despite the perceived natural
differentiation between appropriate male and feraatens, it is the culturally enforced
repetition of certain roles and behaviors thatrasponsible for this segregation.

Beauvoir, Rubin, and Butler approach feminism frdifferent angles, and follow the
progression of the movement over the course ofvileatieth century. Beauvoir distinguishes
men from women, Rubin distinguishes sex from gerated Butler defines the way in which
gender is created. All three theorists sharedba of a social component in the differentiating
of male and female. They also see male power gdksaugh generations in the same manner
as female subjugation. The reason for specifidgerentities is identified. Together, these
theories explain why the protagonistd8odas de sangre, La tejedora de suefios, Anilloa par
una damaandLocas de amaras women forced to contend in a male-dominatetbwmust

both acknowledge and overcome the gender identitasheir society has assigned to them.

Masculinity: Kaja Silverman

The feminist theories of masculinity are also vienportant to the understanding of the
marginalization of twentieth-century Spanish woraed their theatrical representations.
Masculinity is based on not only the idea of thgasation of the sexes, but of the male figure as
the head of society’s most fundamental unit: tmeilfjaand thus also the State. One of the most
influential theories of masculinity is explained Kgja Silverman. In her bookjale
Subjectivity at the Marginshe introduces the concept of the dominant fictidviale
Subjectivity at the Marginwill theorize the ideological reality through whigre ‘ideally’ live
both the symbolic order and the mode of producsigithe ‘dominant fiction,” and it will posit

the positive Oedipus complex as the primary velo€li@sertion into that reality” (2). Using this

23



concept of dominant fiction, Silverman points dw¢ binary system that Butler critiques:
“Male’ and ‘female’ constitute out dominant fictis most fundamental binary opposition”
(35). ltis the joining of these two opposinguiigs, male and female, that forms a family and
legitimizes masculinity. According to Silvermahigimage of the family is critical to society’s
definitions of its relationships and the legitintipa of masculinity: “[T]he dominant fiction
presents the social formation with its most fundat@eimage of unity, the family. The
collectives of community, town, and nation havettlitionally defined themselves through
reference to that image” (42). The family, seea asified group, headed by the male subject is
considered essential to our reality: “[...] our ‘dovant fiction’ or ideological ‘reality’ solicits

our faith above all else in the unity of the faméynd the adequacy of the male subject”
(Silverman 16). If the male figure to which wormame, through the views of society, legally or
socially subordinate is not present, the dominiatioh is destroyed. Society is built on an idea
that can only be sustained as long as the legiyrofmale-dominated families is maintained as
fundamental. The protagonists in the dramas censitlin this study defy the dominant fiction
by maintaining the unit of the family stable anthet while the male figure is absent. They
guestion the need for the male dominance whiclegpoequires.

Silverman’s idea of the dominant fiction expressiesis similar to those of subaltern
theory. The dominant male subject is also the imegec subject. Faith in the unity of the
family, as the dominant fiction requires, also resiates a male subject that is capable of
heading that family. As the head of the familynan must be able to be a hegemonic presence,
that which dominates the subaltern presence detmale. It is also important to note that the
family does not consist only of the male elemehtfamily involves both male and female, both

the hegemonic and the subaltern. The family iegpof balance.
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Silverman’s insistence on the unity of the fanaihd the essential nature of the male
subject helps us to understand why there was & ofisnasculinity in twentieth-century Spain.
The Disasteof 1898, the frequent political upheavals, inclugihe dictatorship of Primo de
Rivera, the Second Republic, the Civil War as wslthe ensuing poverty (partially) related to
the autarky, and the repression of the dictatorahigonfronted men with situations that they
could not control, calling into question their adaqy. The resultant crisis in masculinity is also
sometimes called male hysteria. In her bblgktories: Hysterical Epidemics and Modern
Culture, Elaine Showalter talks about the clinical origoiysteria:

Although male hysteria has been clinically ideptifiat least since the seventeenth
century, physicians have hidden it under such eupte diagnoses as
neurasthenia, hypochondria, phthiatism, neuropakarexia, koutorexie,
Briquet's syndrome, [and in the twentieth centuglygll shock, or post-traumatic
stress disorder. (64)
Joseba Gabilondo, in his article on male hystesesiShowalter’s description of male hysteria to
talk about the manifestations of this hysteriahi@ twentieth century:
In this historical context, the last decade ofriimeeteenth century is crucial in precipitating the
“disappearance” of male hysteria. In the twentehtury, male hysteria continues to emerge
although always disguised under new euphemistingesuch as the ones listed by Showalter.
More specifically, male hysteria reoccurs in tworfts in which the male body experiences utter
defenselessness: poverty and war.

In addition to poverty and war, which were certaipfevalent during the twentieth

century, three other factors contributed to theismf masculinity: the disruptions of the

traditional nuclear family through an increaseha humber of widows (particularly after the
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civil war), the rise of feminism, and the legalipat of divorce? As the head of the family, and,
thus, the traditional site of power in the famityen had to find a way to deal with widows,
figurative widows, divorcees, and feminist womdwaintaining or recovering the power over all
women was fundamental to the retention of male datron and the preservation of the unit of
the family.

The theories of masculinity are important to gtisdy because they explain male
dominance, while questioning its legitimacy. Iparticularly important in these dramas because
the central male element is missing in Lordxlas de sangr&uero Vallejo’sLa tejedora de
suefiosGala’sAnillos para una damand Pedrero’socas de amar Each of these dramas has
a family that was once submissive to a dominanerbat that has, in the absence of that
masculine figure, preserved, and occasionally éeemished. The idea that a woman is as
capable as a man as the head of the family is stegyen each of these dramas, and lends them

their inherently subversive nature.

Subaltern Theory: Antonio Gramsci, Ranajit Guha, and the Latin American Subaltern
Group

Three important points that are only partially mds$ed by feminism are race, class, and
power. These three topics heavily influenced ibeslof women in twentieth-century Spain, and
although they are not a central focus in the gettdmaries considered here, they can be
understood using subaltern theory. This theoryesiss marginal groups of all types.

Subaltern theory is not commonly associated wightkteater or with twentieth-century Spain,

’ Although divorce was not legal during much of tiventieth century, during the
Second Republic and again after the installatiotmnefdemocracy, divorce was, and is legal in

Spain.
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but it is a theory that relates to nearly all woménwomen are viewed as occupying a subaltern
or marginal position, a link can be seen betweem&mand other marginalized groups. The
authors who have most developed the theories cfubeltern are Antonio Gramsci, Ranajit
Guha, and the theorists of the Latin American SebalGroup.

Gramsci explains the subaltern as one half oharlgirelationship, the other half of
which is the dominant. Gramsci negatively defittessubaltern subject itself; he merely
establishes that the subaltern exists as a groalasdes that, by definition are not unified and
can only unite when they become part of a “Statd&re the unity of the ruling, or hegemonic
class is realized (52). This “State” is also wiavents the subaltern classes from gaining
power through the use of what Gramsci terms pelitiglthough the subaltern classes do not
have power, Gramsci remarks that among subalteunpgr some do bring to bear some
hegemony:

Among the subaltern groups, one will exercise ndt® exercise a certain
hegemony through the mediation of a party; thistrbasestablished by studying
the development of all the other parties too, ifies@s they include elements of
the hegemonic group or of the other subaltern ggauch undergo such
hegemony. (53)
This certain hegemony exercised by some groupeeftire, should not be confused with that
held by the ruling classes. The groups that pessasie hegemonic characteristics are still
subordinate to the dominant group, but they aanger than the other subjugated groups. Itis
similar to the adage that says that in the landh@blind, the man with one eye is king.
According to Gramsci, a social group in Italy mespress leadership and exist in a state

of “political hegemony” before attaining governmantowers (57). None of this can be
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achieved by a subaltern group because in its esseisca “led” group, not a “leading” group.
Thus the subaltern cannot achieve governmental gowkhis can be extended outside of Italy
and the governmental and political realm to applgry type of power. In order to achieve
political hegemony, multiple subaltern groups nmhestd together as one. As long as the
subaltern allows itself to be led instead of umgtio make a bid for a leading position, power of
any sort cannot be achieved.

An important aspect of Gramsci’s theory is thasbes the subaltern as a social group or
groups. He also focuses on political power. Ig,tramsci’s view of the subaltern differs from
that of later theorists because it ignores the ohphcaste, age, gender, and colonial history.
The other theorists studied here allow an explonadif the subaltern that goes beyond social
groups to see different types of domination. Thhserists also move beyond Gramsci’s focus
on political power to explore the many types of pothat can and cannot be achieved by the
subaltern.

One theorist in particular that proposed a widsimation of the subaltern was Ranajit
Guha. In the aftermath of the Indian independérara Great Britain, Guha turned to Gramsci’s
theory of the subaltern and developed it to apptird due to the main shortcomings of
nationalist historiography. Similar to Gramsci,iawsees the subaltern as one of the elements of
a binary relationship: “We recognize, of coursettubordination cannot be understood except
as one of the constitutive terms in a binary refathip of which the other is dominance [...]”
(Subaltern Studiesgii). Guha does not see the subaltern as a sgi@ab, but as any dominated
group, allowing for a wider definition of the suteah. Any group that is subordinated in any

way can be subaltern.
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In volume one oBubaltern StudiesGuha expresses the principal ideas of what he
considers to constitute the subaltern. He givascainct definition of the subaltern as: “[...] a
general attribute of subordination in South Asiaaisty whether this is expressed in terms of
class, caste, age, gender and office or in any @thg” (vii). Though the subject of this study is
Spain and its theater, the same concept of subajtes still applicable. By introducing gender
as one of the possible determining elements isyseem of dominance and subordination, Guha
makes his work indispensable both to the studyib&Kernity and to the study of gender. Itis
through Guha that the relationship between thefiglds of study becomes evident. Guha’s
definition of subalternity establishes the pos#ipibf women as subaltern subjects. During the
majority of the twentieth century, Spanish womemenlegally subordinate to men, making them
subaltern according to Guha’s definition.

The subaltern debate is also prevalent in a dismusd Latin America. Because its
colonial history had a definite impact on the fotima of groups of dominance and
subordination throughout Latin America, critics wémdress the subaltern in this area must, like
Guha, confront issues of colonialism and its immacsociety. This is not to say that subaltern
studies in Latin America are the same as they weseuthern Asia. José Rabasa, a member of
the Latin American Subaltern Group, is consciouthefmanner in which the idea of the
subaltern has changed since it was introduced hyn&ei: “The transformations that the concept
of the subaltern has undergone as it has travedaad 1930s Italy to 1990s Latin American entail
radical revisions [...]” (201). The subaltern nowslaawider focus, allowing for specific groups,
not necessarily only social, to be in the domir@argubordinate position. It also has come to
have an association with colonialism. These tlesdoegan to encompass more individuals and

different areas.

29



In Latin America, subaltern theory tends to focaglee effects of colonialism and post-
colonialism on the native population. The colomaperience is an important point of contrast
between Spain and Latin America. In the dominabgftern binary already established, Spain
was, for centuries, the dominant group. Thuspmgarison with the Latin American woman,
the Spanish woman was dominant while her Latin Acaercounterpart was subaltern. This
implies levels of domination and subalternity basedhe situation. All women can be called
subaltern because of their sex. However, by sayiisgone succumbs to what Butler cautions
against by assuming that all women are alike. dolanial situation, the women of the
colonizing country or empire can be dominant wthle women of the colonized area are
subaltern.

The relationship between colonialism and nativeutepons is the main topic in the
discussion of subalternity in Latin America, buteseal theorists have explored how the role of
women is woven into that dynamic. Florencia Mallalks about liberating women in Latin
America and how the native (subaltern) legal systeohthe colonial (dominant) were equally
oppressive to women: “Ultimately, the message sderbs that neither the native/subaltern
legal practices nor colonial legal practices wearand of themselves liberating to women. In a
sense, women could only choose between systemerafthy, colonial or ethnic/communal”
(1510). Essentially, women in colonized countoaly had the ability to choose their
oppression; there was no option to escape it. sithation for women in Spain was different.
They occupied the dominant role in in a colonizedety, so their colonial history did not force
this type of decision. This is not to say that veonin Spain were liberated because of their
country’s role in the colonization of Latin Americ# was only in the situation of the

colonization of Latin America that Spanish womenldcaclaim to have a dominant role. They
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still occupied a subordinate role within their osociety. The oppression of Spanish women,
unlike that of their Latin American counterpartgsacoming primarily from one direction; that
of a hegemonic culture that normalized class amdigredivisions.

Following the ideas of Gramsci, Guha, and the LAtmerican Subaltern Group, one can
see that Spanish women in the twentieth centurgabaltern figures. They are subordinate to
men, the dominant group. As the subaltern classegioned by Gramsci, they are unable to
unite sufficiently to gain power. By keeping womartheiresfera naturabf the house,
marginalized, the culture of Spain ensured twogkinthat women would not unite and that they
would be completely dependent upon, and thus suedsdto men. In order to apply these
theories to Spain and to the female protagonis&pahish theater, however, a departure from
conventional subaltern theories is necessary. afitfh the women represented here are
subaltern, they do not experience subalternithéndame way as other women. Their history

and national traditions affect the way that theg lihe subaltern.

Theater Theory: W. B. Worthen, Eli Rozik, Erika Fischer-Lichte, Elin Diamond, and
Hans Robert Jauss

An element that is of the utmost importance inarsthnding these works is the fact that
they are theatrical works, not novels. The studgheater should not be compared to the study of
other literary works, because theater is not maahe read. Theater is meant to be performed,
and that must be taken into account when it isidensd. The investigation of theatrical texts
can be revealing, but even a close reading cariogt for a full understanding of theater,
performance and reception have to be taken intoustc

In his article “Drama, Performativity, and Perfamce,” W.B. Worthen studies the links
between text and performance and the distance batthe two. Worthen mentions that

performance is considered by several critics tadenore than an utterance of a text. In his
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view, this is incorrect because performance is nfoaa simply vocalizing the text: “Performing
reconstitutes text: it does not echo, give voicetdranslate the text” (1097). According to
Worthen, the text is also not what gives meanint¢operformance: “It is not the text that
prescribes the meanings of the performance: titasconstruction of the text within the specific
apparatus of the ceremony that creates performettrgce. The performance is not a citation of
the text” (1097). A performance may cite textuagims, but it is not simply a reproduction of
the text. Thus, even though the words pronoungetidoactors on the stage may be the same in
different performances of a dramatic work, the gpenfance is not the same. The staging, the

actors, the direction and the audiences are d#iréifit; in fact, the script may be the only thing

that two performances have in commsoﬁ'.here are an abundance of elements involved in a
performance that do not figure into a dramatic.text
In order to understand a drama, it is necessdsatee behind the notion that a close

reading will suffice. Dramas were meant to be qened, not read. To illustrate the difference
between a dramatic text and a performance, ElilRoanpares the dramatic script and the
performance as the same side of two different coirf®ugh the two are related, they are not the
same. He analyzes the difference between playgdrigmatic text) and performance,
explaining the main difference between the analysthe script and the performance:

Play analysis from a theatrical viewpoint musteeflawareness of the

fundamental ambiguity of such a text. Thereforeereas play interpretation

(first sense) can only end in no more than vagugectures of authorial intention

8 As an example, Lorca’s interpretationBddas de sangreas almost certainly different

from Carlos Saura’s version, which is a strictgnflenco performance.
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and purposes, performance analysis, which reliegefinite directorial choice for
ambiguous components, work on more firm grounday@eript 20)
Thus, the actual performance of a drama and nbthasscript must be taken into consideration
in order to understand a dramatic work.

In order to comprehend drama, the script and padace are not sufficient, the
reception of the play is also crucial. The producof the dramatic script, the performance of
the play, and the reception of that performancéhbyaudience create a circle of influence. The
script clearly impacts the choices of the direatathe staging of the play (particularly if the
playwright is directing the play). The performarmdehe play and those choices by the director
and the actors sway the way in which the audieaceives the play. Finally, the audience’s
reception of the play guides the way in which thlay’s author as well as other playwrights
produce drama in the future.

The first element of this circle of influence netperformance. The performance of a
play is a spectacle. Itis also very flexible.v#iety of directors and a myriad of choices by
those directors can change the meaning of thegsitisely. Butler suggests that gender is
formed by performance, the meaning of a play i much in the same manner. Erika
Fischer-Lichte talks about the importance of themant of the performance in drama:

Puesto que el artefacto material del teatro, es,dgddexto espectacular o
representacion, no tiene una existencia autonopeaga del actor,
(contrariamente a los que sucede con una pintaoeagstatua o el texto de un
poema) el espectaculo existe sélo en el momentmonie su creacion, es decir,
en su transmisién. Su produccidn permanece, ptanto, ligada a su creador, su

existencia es intransferible. De este modo edpedit existencia del
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espectaculo proviene una caracteristica esenditdateo: su fijacion absoluta al
momento actual, a un ‘ahora’. Mientras que unalpumntemplar cuadros
pintados siglos atras o leer novelas escritas grasado lejano, los espectaculos
teatrales pueden ser vistos s6lo en un ‘hoy’, en‘aimora’, en este mismo
momento.(8)
The moment is crucial to the understanding of & pkecause each moment changes the meaning
of elements of the play. All of those involvedtire production of a drama have only that one
moment in time to have the effect they desire enaidience. Careful choices have to be made
to ensure not only the acceptance of the audientiet time, but the identification with the
characters and the furthering of the aims of theatlor or the playwright.

A director must be conscious of the moment anth@imeaning of all of the elements
placed on the stage and costuming the actorshelbhited States, the appearance of two
characters wearing red and blue could be conceasedpatriotic statement while in Spain, after
the Civil War, those same two colors could be sigfidiscord. Similarly, in the 1950's a
woman on stage with a beehive hairdo would be demnsd normal, but that same hairdo on a
modern stage would single that woman out as artydéivery element on stage carries
significance because every element has meaningetsptectator. Fiscer-Lichte notes what can
be divined about a character simply from dress:ctilocimiento, por ejemplo, de las reglas del
vestuario de una cultura determinada, le permaligspectador identificar dramatis persona
en relacion al vestuario, maquillaje y peinado sagiia cultura, época, clase social, edad, sexo,
profesién, modales, etc” (12). Thus, a directostine careful to assure that the elements on
stage only carry the desired association for thiei@iof the time and place. This is another

moment when close reading will not suffice. Drarniesg were written about the current times in
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the early twentieth century may contain suggestionsvardrobe, staging, and other elements of
the performance. If those elements are observeldedgirector in a modern staging, it can
create confusion in the audience. The directortimiusose between maintaining the feel of a
contemporary drama that was originally intended stading a historical drama. The original
choices made by the playwright cannot necessagiffaithfully maintained in order to
communicate the same message.

The performance of a play can also be directdtht@ different meanings. The director,
by knowing the anticipated audience, can adjuspdréormance to either support or challenge
their views. This requires, as noted by Fischehte, at least relative homogeneity within the
audience and between the audience and a dire@pr [flthe director is unable to think like the
audience, subtle cues meant to affirm or challdredefs can be missed entirely. An awareness
of contemporary culture can be seen in each opldngs in this study. The playwrights were
aware of the meaning of every element that theyeged. The director had the responsibility to
maintain that awareness with every audience, inyeage and every location.

Elin Diamond explains how performance can be usexhallenge gender roles. In her
article “Brechtian Theory/Feminist Theory: Towadestic Feminist Criticism” she points out,
by using Brechtian theory, the ways in which theated performance can be used to explore
gender roles. She notes how the use of Brechi&nAlion Effect (which prevents the audience
from losing itself in the character created byal#or) is often used in feminist theater
performances that want to expose or mock gendectates. She remarks: “[...] by alienating
(not simply rejecting) iconicity, by foregrounditige expectation of resemblance, the ideology
of gender is exposed and thrown back on the set(@4). Casting women on the margin of

marriage in a place of power and dominance alltveptaywrights studied here to expose the
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ideology of gender. Diamond believes this leads teevaluation of gender: [...] gender is
exposed as a sexual costume, a sign of a roleundnce of identity” (85). Thus, a
performance can lead the audience to question eey seated ideas.

Diamond also references Brecht’s theory of “nat, owhich requires an actor to show
the alternative to the action as it is perform&the says: “The audience is invited to look beyond
the representation—beyond what is authoritativeitipto view—to the possibilities of as yet
unarticulated actions or judgments” (86). In tivaly the director can lead the audience to see
multiple possibilities in one performance. Theyglaxamined here can be seen as doing nearly
the opposite of the “not, but” effect. They foregnd the unarticulated actions of judgments of
their society and its traditional myths. In alufglays, the actions taken by the protagonists are
those that society or accepted versions of mythddvoonsider wrong: the Novia running away
from her wedding celebration with another man iadtef staying with her “appropriate”
husband, Penélope sending Ulises away when hdyfredlirns home, Jimena placing her love
over the importance of maintaining her identityttes wife of El Cid, Eulalia deciding to refuse
two different men to remain alone. These playsagoerformance of the “not, but.” The
possible variation shown in the traditional plagasried out in these performances.

The meaning of a play is partially determined Iy director and how he or she decides
to stage the performance. Directors interpret@idghintention, but do not necessarily remain
true to it. To a great extent, the anticipatedenck affects the choices of the director and the
symbols employed. The director must be intimadelguainted with the culture of the audience
in order to achieve success and the intended gd&ls.director’s interpretation of a dramatic
text impacts the audience’s reception of a plag;study of this is called reception theory. This

theory is most clearly articulated by Hans Robaus3. Jauss does not speak specifically about
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drama, but about literary works in general. Noaktss, his theories about intended readers of
literary works also function in regard to an amtated audience. He posits that the public is
crucial in the formation of the meaning of a wdtlk the triangle of author, work, and public,
the last is no passive part, no chain of mere i@astbut rather itself an energy formative of
history” (19). Thus, no matter what a director ab@s to present on stage, there is no certainty
that the audience will interpret the performancthmway the director intended. Thus, in order
to assure that a performance conveys the intenésdage, a director must consider the horizon
of expectation.
The horizon of expectation is a fundamental phdaoiss’ theory. The

theory of the horizon of expectation is laid ouhia second thesis:

The analysis of the literary experience of the eealoids the threatening pitfalls

of psychology if it describes the reception anditiilience of a work, within the

objectifiable system of expectations that arisemfeach work in the historical

moment of its appearance, from a pre-understarafititge genre, from the form

and themes of already familiar work, and from thbpasition between poetic and

practical language. (22)
No audience is the same, but all audiences do $@wething in common: preconceived
notions. As Jauss suggests, no new work, no ntatteroriginal, exists in an information
vacuum (23). Every audience will come to a perfamoe with some, at least general,
preconceived notions. By tailoring the performaata drama to the common expectations of
the audience, the director can be more certaintthhall be understood.

By meeting the horizon of expectation, a direesanore likely to achieve full audience

understanding, but little else. By meeting, arehtklightly surpassing the horizon of
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expectation, a director can maintain fundamentaimehension of his or her ideas, but also
assure the evolution of drama. If the surpassirigehorizon of expectation results in a
performance that is incomprehensible or very poateived by the audience, future
performances and future works can be producededaoifsgally avoid that pitfall. In the same
way, if the unexpected portion of the performanieddg positive results, similar themes can be
explored confidently by that, and other playwrightsl directors.

The use of upper-class women as protagonistaysph twentieth-century Spain was a
example of the horizon of expectation. The auddeartticipated by the directors, particularly in
the first two thirds of the century, was primaitigurgeois. Although the women presented were
in non-traditional marriage situations, their sbclass bore enough similarity to that of the
spectators as to allow identification with the @wder. This identification was what allowed the
plays to be particularly subversive. A subaltenaracter could be instantly discarded by the
audience as unimportant and unacceptable. Howenee, the audience has identified with the
protagonist, when she reacts in a non-standarchanéiccepted way, it is too late for her
character to be rejected as unacceptable. Thetacwe of Lorca’s characters such as the
Novia, Yerma, and Adela allowed Buero Vallejo, Galad Pedrero to create such characters as
Penélope, Jimena, and Eulalia.

Through a specific tailoring of dramatic texts almdmatic performances, playwrights
and directors could challenge the assumptionseoétldience without offending their
sensibilities. Throughout the twentieth centurgaish drama consistently pushed the horizon
of expectation farther and farther, despite thelgpdarty-year interference of censorship. The

result was that each new generation of playwrigbtdd explore new themes without fear of
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alienating the audience. Through their reactitms audience, in turn, was able to determine the

evolutionary path of drama.

Marginality in Hegemony

Although different from women with a colonial paistseems that Spanish women fit into
the category of Guha’s subaltern figures basedemnler, because they are clearly subordinate to
men. While they are subaltern due to gender, thnale characters studied here also fit into the
dominant group in terms of social class. Womehigh social class, as well as their theatrical
representations fit into the group that Guha walddcribe as “elite.” The Madre and the Novia
from Bodas of sangrare both from wealthy families. Buero Vallejo'sri€lope is the queen of
Ithaca. Gala’s Jimena is the duchess of Valeneedrero’s Eulalia is, at worst, upper-middle
class. Because of their high social standing.glesmen complicate their subaltern status.
Although they are part of the subaltern group augeix, these women are also included in
hegemonic classification because of their finansiahding.

During the twentieth century, women who had ecomgoower in Spain also had certain
strength, influence, and power which had beentatiaio them by their financial means.
Nonetheless, they were marginalized to the ceptrader which, in twentieth-century Spanish
society, was men. Though women could gain somednte, and even make the occasional bid
for power, they were never able to achieve comgleteer because of their marginalization
when compared to men. Thus, in twentieth-centairts women of high social class
simultaneously occupied subaltern and hegemongepla

Women of the upper-middle economic class and higaenot be simply defined as
subaltern or hegemonic, another term is neceseatgdcribe them. A more appropriate term for

the situation of these women is “marginality in @ewmny.” Through subaltern studies, it can be
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seen that their social class makes them hegemdnie their gender makes them subaltern. The

term marginality, as opposed to subalternity, iplyed to avoid the associations with

colonialism that are now tied to the term subalt%rMarginality also better explains the logic of
the Spanish State, where the other important tenoeiiphery. Although the high social

standing of these women makes them hegemonicrrstef social class, the social system of
Spain in the twentieth century prioritized the wand goals of men and pushed those of women

to the margin. This marginalization kept women @fudll public arenas: the workplace, politics,

and essentially any position of povvleor.

Women on the margin of marriage are those ablegesent marginality in hegemony
because of the absence of the dominant male fortteeir lives. During much of the twentieth
century, the only way for a woman to have any pomas to be a widow. They could own
property and had control over their children: “Unajer casada recuperaba algunos de sus

derechos en caso de incapacidad de su marido madee de éste. Se la dabpadria potestas

® TheMerriam-Webster Dictionardefines the word marginalize as: “to relegate to an
unimportant or powerless position within a societyroup.”

19 Marginality in hegemony should not be considerga different name for feminism. It
does not attempt to signal women’s marginalizatiarder to change it. Rather, this term
needed to be created because there are a staudliniger of women in twentieth-century Spanish
literature who exist in this state. They are ficially secure but still find themselves pushed
aside to make room for the goals and laws of midrey cannot fit entirely into the subaltern
group, but they are simultaneously not entirelydmegnic. Thus, a term needed to be found to
describe their position in their society. Thisdhedoes not attempt to judge or change their

position, merely to define it.
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sobre sus hijos a la viuda; ésta la perdia, siraegab si se volvia a casar, o que no sucedia con
el viudo” (Scanlon 136). The power that is returt@etier and the power over her children that is
now hers is only allotted to her due to the abse@feehusband. Not all women on the margin of
marriage had these rights, because they were woweid. Nonetheless, a prolonged absence
(such as that of Ulysses) or abandonment by thiedmas(such as that suffered by Eulalia)
allowed these women the same rights that a widahirn@aractice, if not in law. For all of these
women, their financial power belongs to them, aatta their husbands, something that is not
the case with traditionally married women. Thtiss bnly women on the margin of marriage
that are fully able to express the idea of marginal hegemony.

Women on the margin of marriage who existed in mnatdy in hegemony were allotted
a certain level of power due to their social stagdiNonetheless, even when the dominant male
presence in their lives was missing, the patridrictiiluence continued. This influence was often
propagated by women themselves. Bueavoir, RuhitleB and Silverman aid in understanding
this repetition of patriarchal dominance, which onped an unnatural male/female divide. This
division, however, felt natural to many women. Spain, a woman’s marginality continued in
the absence of the central male figure in her lifais position was propagated by a culture that,
through the century-wide repetition of rituals thast women in a subordinate role, considered
the marginalization of women as something nataan deigned by God. Through much of the
twentieth century in Spain, equality between mesh\@omen was considered by many as
unnatural. Geraldine Scanlon comments on thisigcEather Delgado Capeans:

La igualdad absoluta, decia el padre Delgado Capeéa ‘una aberracion y un

absurdo manifiesto,” porque existia un perfectdldxio entre los sexos: la
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naturaleza activa y creadora del hombre le destiahimundo exterior, la
naturaleza tierna y sacrificada de la mujer laidaka al hogar. (330)
This male/female divide was particularly unnatdoalwomen on the margin of marriage,
because, while being denied the position of “woméméy had no place in the traditional binary
around which their society was organized. Thesm&mhad to occupy and represent the
position of masculinity in the hegemonic fictiontbe State; they were marginal, yet, central
through their occupation of the (traditionally malste) role as the head of the family.

The marginalization of women had its spatial repnéstion in the home. The home was
considered thesfera naturabf women; the place where they could best cartytioeir natural
duties as wives and mothers. It was also the pleatekept them from finding solidarity with
other women, from the public arena, from the workéo and thus from financial independence.
The marginalization of women in the home left mesefto carry out their goals in the world
without interruption. Women on the margin of mage, however, had the power to become a
disruption. Thus, these women, though still maatyped, were able to question male
dominance.

Despite the power of men in twentieth-century $gaculture, their power and control
was not absolute. The theater studied here datgsr@sent males as hysterical, though it
sustains the ideas of a crisis in masculinity beeaf its representation of men. Men are
historically the head of the family, the site oé ghhallus, and the representation of the
patriarchy. Although these plays recognize malegypthey also delegitimize it. If widows
(both literal and figurative) and divorcees carvaug for years without their husbands, if they
are able to occupy the role as the head of thefathe male domination enforced by society

cannot be justifiably deserved. By questioningghssive female role, these plays also
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destabilize the dominant masculine role. The tesw type of theater that not only supports the
feminist agenda (overtly or covertly, intentionadliyunintentionally), but also questions systems
of dominance throughout society. Thus these woamethe margin of marriage represent all
women, and other marginalized groups as well.

Although women on the margin of marriage were eénor lost a position as traditional
women in society, this does not mean that the rfi¢lse patriarchy did not apply to them.
Though they did not live under the direct influernéde husband, these women were expected to

enforce the traditional values of the patriarchagreif their own lives did not currently bear out

those values. Thus, if a widowed woman choser‘mztrsy,11 she had to seek the proper
permission to do so. Also, if the patriarchal iefhce returned to a woman who had been
abandoned by her husband in some way, she wasteggeaeturn to her duties as a wife as
quickly as possible. A woman'’s position on the gnaof marriage was not absolute. One could
once again become a “woman” by following culturatycepted rituals. It is the refusal to
support the patriarchy, to fulfill one’s duties uploer husband’s return, or to follow the cultural
ritual of marriage that makes the women in theaggpsubversive.

The idea that the identity of woman was basedngistly on the presence of a man in her
life, recalls Judith Butler’s idea of performativit Her definition of performativity shows how
repetition and ritual forge gender and identityrdugh the repetition and ritual of marital acts
and through inclusion and exclusion based on nr@sgnce and absence, Spanish women were

forced into their identities as natural women deditby social class and also by the binarism of

1 This applies to women actually widowed and woméo are only presumed widowed.
It does not apply to divorced women, because byithe divorce was legalized with any degree

of permanence, this degree of permission was regssary.
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sex and gender. One of those identities belongstoen on the margin of marriage. A culture
that privileged the elite class and was based emttfit of the family was faced with a new figure
that did not fit into that paradigm. A woman wéh absent husband became common.
Hegemonic widows, figurative widows, and divorceese forced into marginality in hegemony
by a culture that privileged them, but that alspexted them to be subordinate to men. In the
increasingly common absence of those men, a navtitgevas forged.

By denying the rituals and repetition that hadrf@ny years forged their gender and
identity, the women on the margin of marriage ierieth-century Spanish theater began to
create a new identity for themselves. By accougpfiom all of the cultural forces that went into
creating the identity of the woman lacking a domirmaale presence in her life, we see that
women without men represent more than just womé&hey symbolize all marginalized groups.
The repetition of female identity as a woman onrttagin of marriage also shows the repetition
of other subordinate groups seeking to change tbkgrin society. The woman on the margin of
marriage is an important element in twentieth-cgn&panish theater.

The importance of theater to the study of margyal hegemony is due to the
representational nature of theater. The presentaficharacters who shared the social class of
the audience members greatly facilitated audietiestification with those characters.
Playwrights and directors were careful to use gppate costuming, speech patterns, and
mannerisms to indicate the high social class optiogagonists. Once the audience had
identified with the high-class female protagonddtshe plays, the suffering of the women due to
their sex would be exposed and elaborated. Bygewmid hearing their social equals and
equating those characters’ situations to their dma female audience members could easily

sense the injustice in the circumstances of traly dives. Males would not be as easily
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affected as women, as they would identify morergflpwith the male characters. They would,
however, be made aware that the behaviors thatctesidered natural were harmful to women.
The increased awareness is made possible in tHestause the audience members were faced
with characters. The nature of the theater blackdistractions and involves the senses in a
way that no other medium can equal. Through tlaeeshexperience of the performance,
spectators were able to identify more strongly \ilida characters, and feel a greater outrage at
their unjust situations. Marginality in hegemorande presented easily in multiple art forms,
but never is its impact as great as in the theater.

By combining an understanding of the many wayisterpret gender and social status
with a consciousness of how twentieth-century #rea¥olved, a new way of perceiving the
works studied here can be achieved. The behangpesated and avoided must be considered in
the context not only of their formation of gendaut of their reception by a potential audience.
It is only through a consciousness of the rolesaien both as subaltern and simultaneously
hegemonic that a willing audience can compreheadwdys in which Lorca, Buero Vallejo,

Gala, and Pedrero were able to fully achieve thidnversive goals.
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Counterpoint: Jacinto Benavente’s La malquerida

Though many Spanish plays written in the twentegthtury included females
protagonists, not all were women on the margin afrrage. The experiences of the
“traditional” woman, a woman who was married andather, were very different from those of
women in less conventional marriages. Marginafitiegemony may apply to women that are
married, but it does not mean the same thing femtkthat it does for women on the margin of
marriage. Women on the margin of marriage use fim@incial means to carry out their own
aims without the interference of a husband. Thes®en possessed rights and financial means
that were unavailable to women whose husband resdauith them. Married women during
first three-quarters of the twentieth century, vathrief exception during the Second Republic,
automatically legally ceded all of their rights gm@perty to their husbands when they married.
Also, much of their identity as women was basedupeir marital status. This is true of
Raimunda, the protagonist of Jacinto Benaverita'malquerida(1913). Shevas widowed, but
unlike the other female characters studied heejsshot financially stable and chooses to
remarry. This play presents women who rely onpitesence of men instead of displaying self-
reliance. The traditional nature of this play @sdreatment of women makes it an ideal
counterpoint to th8odas de sangré.a tejedora de suefip8nillos para una damandLocas
de amar

The mainstream theater of the late nineteenthearlg twentieth century, though
stylistically innovative, was commonly thematicadigutious as it was tailored to an audience
that wanted nothing thought-provoking or challeggiccording to Gwynne Edwards, the
theater-going public of Spain before the civil vaad a “[...]craving for superficial

entertainment[...]” and a “[...]determination to butg head in the sand[...]” (4). She explains
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that this desire was filled by various playwrightgh as Serafin and Joquin Alvarez Quintero,
Manuel Linares Rivas, Gregorio Martinez Sierra, Bedro Mufioz Seca. The theater of these
playwrights, known ageatro de salondid not awaken or enlighten the spectator, boviped
simple entertainment to a bourgeois audience: ifftheatre was, in short, one which appealed
to a bourgeois public seeking a pleasant, escafist;dinner entertainment — a public unwilling
to be confronted in the theatre with unpleasantnésentroversial matters” (Edwards 3). This
desire was filled by the dramas of early realismicl, in many cases, were lacking in
subversive or thought-provoking elements.

Despite the opportunities provided by the extemsienues, and great infrastructure built
up for Spanish theater in the early twentieth cgnttiwas lacking in vitality and innovation.
Realism had overtaken Romanticism to become therdorhstyle, but many playwrights still
included romantic elements in their dramas. Tiekusion of older themes and ideas in new
works allowed spectators to know what to expeterms of plots and resolutions. The horizon
of expectation was firmly established and by redyam the same conventions and the same basic
storylines, the majority of playwrights of the elid not challenge that horizon. Thus, although
they did not risk the alienation of the spectatthiey also did not contribute extensively to the
evolution of theater.

On the cusp of the nineteenth and twentieth cezgudacinto Benavente differed from
his contemporaries to become the great innovattirariheater. He based his dramas primarily
on dialogue, a technique new to the Spain of higti Francisco Ruiz Ramdn comments not
only on the quantity and style of the dialogue enBvente’s theater, but also on its importance:
“Toda esa palabra, en tanto que palabra-en-ebteadrabsolutamente nueva en los escenarios

espafioles del ultimo decenio del XIX y el primeeb XX: significa la ruptura definitiva con la
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herencia romantica [...]" (24). This departure frtme romantic styles that characterized the
theater of his contemporaries made Benavente’sswuok only original but modern in
comparison. It also signified Benavente’s refusaccept the status quo and create theater that
did not challenge its audience.

Benavente and other innovators of his generatepaded from the romanticism that
dominated the theater of their time to introdueegtyle of realism. This innovation presented
believable characters and situations instead ohtipessible romances and intense emotions
prevalent in romanticism. As the themeLafmalqueridasuggests, however, playwrights were
not able to deviate entirely from the romantic tlesrthat had been the basis of their literary
education. Thus, the realism of the early twehtentury differed greatly from the social
realism practiced by authors such as Buero Vatlejing the dictatorship. Although it still
contained elements of romanticism, the theateresfaBente took a great step for the
advancement of his art by beginning to employ seali

Benavente created one hundred seventy-two worksdghout his career and his work
has been extensively studied. All of his playsu®x on dialogue, but the central themes varied
substantially. Because of the extensive quantit/thematic variety of his dramas, Benavente’s
work has been hard to categorize. Eduardo Julipggsed a classification in 1944. He divides
Benavente’s works into three main categories: Caaseaiccion, “a noticia”; Comedias-

didologo, “a fantasia”; and Traducciones. The fin® are divided into multiple subgroupka
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malqueridafits into the group of “comedias-accion” in the guliup dubbed “de costumbres

. 2
rurales” (Montero Padilla 333).
La malqueridgpremiered at the Princesa theater in Madrid on Dee 12, 1913, to
thunderous applause. Benavente was called oat&wve that ovation between the second and

third acts as well as at the end of the play. Aber of other renowned artists played roles in

the play, making it a popular choice for specta%ogrs

Despite its positive reviews and regular attendatieeplay is not as extensively studied
as many of Benavente’s other plays. George Kriten@es that the play has not captured the
attention of theater scholars, despite its pulpjgeal: “Benavente’sa malqueridathough quite
popular, has not always received due appreciat8mme critics are content to categorize it as a
‘rural melodrama’ and overlook its fine structugalalities” (96). Though it is not the most
extensively studied of Benavente’s works, its 1p8niere placeka malqueridanear the
height of Benavente’s theatrical production aneéxgensive use of dialogue makes it a
representative example of his work.

La malqueridas the story of a wealthy family in southern SpalRaimunda, the
protagonist was widowed when her daughter, Acaeis very young. While Acacia was still a

small child, Raimunda married Esteban. At the itveigig of the drama, Acacia has just become

12 The other plays classified in this category antsgsoup withLa malqueridaareDe
cercaandSefiora ama

3 The role of the protagonist, Raimunda, was peréatimy the popular Maria Guerrero,
a favorite actress of Benavente. The role Raimsrakughter, Acacia, was filled by Maria

Fernanda Ladron de Guevara, a young actress tirtee
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engaged to Faustino, who is shot and killed omfaig home from the engagement. Throughout
the course of the play it is revealed that Estetian,to his obsession with his stepdaughter, paid
to have her fiancé killed. Acacia admits that sktarns her stepfather’s love and Raimunda is
placed in the untenable position of having to cledostween the love of her husband and the
love of her daughter. Meanwhile, Fuastino’s fanslyputside Raimunda’s house, intending to
kill Esteban in retribution. At the climax of tideama, Faustino’s family comes for Esteban and
in the confusion, Raimunda is shot and killed bgident.

Although Benavente’s writing technique was revioloary, the female characters that he
created were very traditional. The traditionalunatof these female characters is what makes
this play an ideal counterpoint to the other wdrkbe studied. Unlike the other women
considered in this study, after being widowed Raidaichooses to return to the status of a
married woman for financial reason. This is a aldifference because, as Scanlon points out, a
woman’s rights disappeared after marrying, anddowiwas the only type of woman during this
time period that had any form of rights. Unlike Madre, Penélope, Jimena, and Eulalia,
Raimunda was not financially independent, and weable to provide for her daughter by
herself. During Acacia’s engagement celebratiainfRnda and the other women discuss the
position of an unmarried woman in their society:

RAIMUNDA. Yo bien hubiera querido no volverme &aa . . Y si mis
hermanos hubieran sido otros. . . Pero digo, imian aqui unos pantalones a
poner orden, a pedir limosna andariamos mi hija g gstas horas; bien lo saben
todos.

DONA ISABEL. Eso es verdad. Una mujer sola noasa en el mundo. (149)
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By suggesting that she needed a man, Raimundanpsdsarself as a typical subordinate

woman: “Al principio de la obra, cuando les explickas amigas la razén por la cual se casé de
nuevo en contra de la voluntad de Acacia, Raimumdgecta la vision convencional de la

muijer, la de la mujer indefensa y subordinada ailive” (Glaze 197). Raimunda does not

object to the subservient aspect of her role imhatriage because she has been raised to expect
to be little more than a servant to her husbando&oduse she relies upon Esteban to provide for
her and her daughter. Now, as a married womamureala (although she may not have
originally wanted to remarry) is happy. She iglswoted to her husband that Acacia questions
whether she would choose her child over her newdns: “iQué sé yo! Esta muy ciega por él.
No sé yo si tuviera que elegir entre mi y ese hembr(158). This blindness and devotion on
Raimunda’s part makes her oblivious to her huslmadient desire for her daughter. In addition
to being content, Raimunda is financially secusier house is described, in Benavente’s stage
directions, as belonging to “unos labradores ridd47). Raimunda is, through her second
marriage, of a high social class. Though she was as a widow, once remarried she exists in
marginality in hegemony. She is also, as all wotan exist in marginality in hegemony,
subordinate to a man. She differs from the oth@men in this study because she chooses to
remarry instead of remaining on the margin of na@eiafter the death of her first husband. She
also lacked the means to support herself afterrbgmpa widow. Although she wed out of need,
Raimunda’s position as a traditionally married, j\aproman prevents her from playing a

subversive role in the drama.
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Marriage was one of the few options open to womehe early twentieth-century and it

was expected that women would marry as soon ascthéy find a suitable husba%é. By
choosing to marry again, Raimunda follows a rithak her culture assigns to her sex while she
simultaneously performs her gender identity. Tlegrrage ceremony was a ritual followed by
nearly every woman in early twentieth-century Spaihe roles within a marital relationship
were based entirely on sex, with society assigthegubordinate role to women. A woman’s
gender role, then, was determined by the repetdfortuals and roles that were prescribed to her
by her society.

Raimunda is subordinate to and financially depahda her husband, but she cannot be
seen as a passive character. It is she who toss actively to encounter the truth about the
murder of her future son-in-law, Faustino. Glagessthe actions that Raimunda carries out as
determining her place in the familial hierarchy: pasar de sugerir lo contrario, Raimunda es el
miembro dominante de la familia” (197). Raimunslanquestionably a strong character who is
more active than any other character in the pldgwever, by choosing to remarry she has also,
contrary to Glaze’s suggestion, chosen to allowesmm else to dominate the family. In 1913, a
woman’s role in the familial hierarchy was predetgred. No matter the strength of her
character, society dictated that she be subordinatee head of the household, the man of the
family.

Acacia shows a negative attitude toward marriggjee did not want her mother to marry

Esteban. Although the play begins with her engagero Faustino, his death upsets her only

* The determination of a suitable husband was veljestive and depended heavily on

the social class of families of the perspectiveéand groom.
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mildly. After his death she claims that she deeswish to marry: “Yo ya no he de casarme. Si
me alegro de lo que ha sucedio, es por no habexsa®'t(193). Acacia’s reluctance to bind
herself to a man is not because of the death didreré. Despite her engagement to Faustino,
she has never wished for marriage. She citesdpsesperarle” Esteban as the only reason that
she was going to marry at all (193). Even wh#eistino is still alive, she confides in her friend
Milagros that if her mother had not remarried, sloelld have chosen to remain single:

ACACIA. Pero ¢t crees y gue yo me hubiera casae fubiera estao sola con

mi madre?

MILAGROS. jAnda! ¢No te habias de haber casao™ismo que ahora.

ACACIA. No lo creas. ¢Ande iba yo haber estags n@damente que con mi

madre en esta casa? (158)
Acacia’s negative opinion of marriage initially neskAcacia seem more modern than her
mother. However, as the action of the play praggest becomes clear that Acacia’s obsession
for her stepfather parallels his for her. Hernm@es not to avoid marriage, but to pursue an
incestuous relationship with her mother’s husbanhlis type of longing is neither modern nor
traditional, but an indication of the reasoningt g@vents Acacia from embracing the role her
society prescribes for her. Benavente reinforbesdea that a woman should aspire to become a
wife and nothing more by presenting Acacia’s rednce to marry as the result of an unhealthy
desire. Because they are not well-developed cteagsat is difficult to establish whether
Acacia’s views on marriage approximate or divergenfthose of her mother.

The characters of Raimunda and Acacia are morelaleed than their male counterparts

in the play, but they are also subordinated tqptbe The greater development of females is

characteristic of Benavente’s theater. Joseph &derplains: “Without exception, his feminine
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characters are more sharply defined than his mE88)( Even the more developed women in
this play lack a fully developed personality angymrality. Kriztman notes that this lack of
originality keeps the characters and images froershadowing that which is truly important to
Benavente, the central conflict: “[...] a strikingbyiginal image, or a new variation of a basic
archetype, would stand out and distract us” (B9cause Benavente wanted his audience to
focus on his plot, he avoided developing his charaenough to fully explain all of their
motivations and beliefs with regard to marriage #varole of women.

Benavente’s work often involves traditional, areipad characters. The central conflict
of this play, a forbidden love between a woman’sidaind and her daughter, does not allow for
completely conventional characters. Nonetheléssfigures presented here are surprisingly
traditional. Even the most developed characteve kary little originality. They are not only
unoriginal, they are underdeveloped: “Even the atiars themselves are subordinated to the
central conflict; none of them has a fully develdpersonality” (Kritzman 96). In Benavente’'s
work, characters were treated as necessary in twdivelop the action of the play, but
secondary to his plot, that which was truly impotta his theater. Thus, the creation of a
character that defies the archetypal roles, sutheasther women in this study, would not be
suitable to achieve Benavente’s primary aim.

The lack of character development in favor of gldtancement is another point in which
La malqueridadiffers from later dramas in the century. Althbugany later playwrights did not
subordinate the plot to the characters, the chenaplayed an essential role in determining the
meaning and the reception of the play. The usmo¥entional characters allowed Benavente to
push the horizon of expectation through the usexténsive dialogue without surpassing the

audience’s tolerance for innovation. Lorca, Buéatiejo, Gala, and Pedrero created characters
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that pushed the horizon of expectation by drawiregaudience to identify with women who
intentionally deviated from societally acceptalukes. It is the presence of a character that
diverges from what society deemed acceptable fofdmale sex that makes the dramatic works
created after Benavente’s more compelling, if fesancially successful.

Unlike the other works studied heteg malqueridadoes not have a subversive aim.
Although the theme of an incestuous relationshigvben a stepfather and stepdaughter defies
conventional morality, it is not a traditional stion being critiquedBodas de sangre, La
tejedora de sueios, Anillos para una daaraLocas de amaall achieve their subversive
nature by critically assessing modern society aaditional marriage roles. Raimunda is happy
in her marriage and the marital union is not qoestd. In fact, the importance of marriage and
the impotence of single women are highlighted tghmut the play. In order to achieve the same
rebellious aims of the other plays, Benavente wiiale had to make Raimunda very unhappy
in her marriage to Esteban and repentant of hasidedo remarry. The lack of a subversive
nature does not change Raimunda’s status as a witiaaexists in marginality in hegemony,
but it does make the play differ greatly from thegéten later in the century that had overt or
covert subversive aims.

Benavente’s drama maintained its popularity for ynzggars. His final play premiered in
the same year that he died. Throughout his ecdireer, his style remained constant, despite the
arrival and departure of the avant-garde in hisidgu Audiences continued to choose
Benavente’s plays because they were, unlike thea@ the avant-garde, predictable. Due to
the lack of controversial themes, Benavente’s plegre also allowed during the dictatorship,
unlike many plays produced during the late 192@@ #930’s. All of these elements lead to the

sustained popularity of Benavente. According smevey in the magazirtespectaculp
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Benavente was still the preferred playwright of inge in 1952 (Reproduced in Huerta Calvo
2604). The reliability and predictability of Bereawte’s themes and characters made him
popular. These same features make his theateespatiallyLa malqueridaa counterpoint to
the subversive and innovative naturdBoldas de sangré.a tejedora de suefiplnillos para

una damaandLocas de amar
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The Avant-Garde

Federico Garcia Lorca’s Bodas de sangre

As Spain entered the twentieth century, it sutfeaaerippling loss, but it still resembled,
in many ways, the same country that it had beerdoturies. The first third of the century was
politically tumultuous and artistically innovativieut the Second Republic, declared in 1931
changed the country in ways that made it more azhéithan nearly any other society in the
world. Artists took advantage of their freedom &mel government’s support of artists to
challenge the limits of their arts. The avant-gambvement embraced by young artists
throughout the country produced new and daringymtians. It also inspired the theater, in
particular, Federico Garcia Lorca whose productisese some of the most famous of the entire
country before and after his untimely death. Hiard-garde techniques created poetry and
theater that pushed and questioned his public enalddlition of traditional styles prevented him
from driving them away. The result was an art tmattinues to inspire audiences a century
later.

Lorca was born in 1898, which was a tumultuous yea just in Spain, but worldwide.
Thedesastreof 1898, which resulted in the loss of Spain’s tashaining colonies, caused not
just an economic but a spiritual crisis in a coyirat based so much of its national identity on
the glory of its imperial past. This loss influedcthe writing of an entire generation of Spanish
authors; it also colored Lorca’s life. His liteyarreation was also affected by the social and
governmental changes during his short lifespanpnbt in his country but abroad as well:
World War |, Primo de Rivera’s dictatorship, thasm of the New York Stock Exchange in

1929, the beginning of the Second Spanish Republi®31 and the outbreak of civil war in his
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country in 1936. Social and political upheavalreleterized the first third of the twentieth
century worldwide, accompanied by radical changesuilture.
There is no question that the Second Republicl{11%86) signaled a great number of
political and social adjustments and advancesigiarMontero comments on the political life
of the Republic and its two main components:
The political life of the Republic would thus beagled by this fixation with legal
forms known as ‘juridicidad’, and also by the catogion which embodied liberal
and social principles such as the separation o€tiech and State, a divorce
law, female enfranchisement, the investigationaiémity, free and compulsory
primary education, the possibility of expropriatimgpperty according to its
‘social usefulness’, state intervention in industhe protection of agricultural
workers, and comprehensive social legislation. 129

The new constitution presented clear and remarkaidages from principles under the

monarchy and the dictatorship of Primo de Rivem signaled a new direction for the country.

As Julianne Burton said: “Reform and revolution gver the air” (259).

Education was changing as well. The schools wecelarized as just one step in the
overhaul of the educational system. In the newegawent schools had a very important task:
“The school was to be the ideological arm of thenderatic revolution: it would be the
transmission belt, carrying ‘modern’, civic valueghe furthest corner of rural Spain” (Cobb
133). Unfortunately, the shortage of teacherssamols, along with what Christopher Cobb
calls “the unmitigated hostility of a Church oppdde any form of social progress” prevented

the desired educational reform (137). These tfae®rs (the two shortages and the Church’s
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hostility) combined to make the desired educatioefdrm through schools impossible in the
short duration of the Republic.

Schools, however, were not the only form of edoca¢mployed by the Republic; they
were joined by thisiones Pedagdégicd®edagogical Missions]. The objective of these
missions was, according to the ministerial decitbe, diffusion of general culture, a modern
approach to teaching and civic education in snoalhss, villages and hamlets with special
attention to the needs of the rural population.”ntéwo calls these missions “[...] the initiative
most frequently regarded as the Republic’'s mostifstgint cultural creation [...] (136). These
missions included meetings with the adults of eammhmunity to educate them about the new
political context and the rights and responsilatitof the people within the Republic. In addition
to the informational meetings, libraries were ggtpaintings were exhibited, movies were
shown and theater and music were performed. Tinéssons worked toward civic education,
organized lectures and readings for the adultspaedsaw the creation of over 5,000 small
libraries. However, one of these achievementsastmemembered. According to Cobb, “It
may be the charismatic presence of Garcia Lordehtsfocused attention almost exclusively on
the Missions’ theatrical presentations, at the agpeof their work in the area of civic education
which, in many ways, made a more significant cbutibn to the government’s objective of
instilling Republican values” (137). As one of #®called missionaries, Lorca toured with the
La Barracaa university theater company that he co-founded ®duardo Ugarte. The mobile
character of these missions demanded that thergegiem of plays be carried out on simple
stages, with a minimum of props and costumes. &\fialticipating in the productions of the

missions, Lorca both directed and acted in integpians of classic Spanish plays. In 1933,
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when a more conservative government was votedopioneer, the budget for these missions was
dramatically reduced, effectively ending their tineal performances.

In addition to reforming education, the Republiada great strides in the area of
women’s rights. The cultural norm during Lorcafe kllowed socially for two basic roles for
women: wife and mother or nun. During the early 1920’s much of Europe was moving to
reinforce traditional gender roles: “Whether owestticulated or not, the reinforcing of
traditional gender divisions was clearly felt todree of the keys to stabilizing societies in flux,
along socially and economically traditional lind&raham 100). Spain was moving in the
opposite direction, giving women more rights thiaeythad ever had before. However, even
when the laws of the Second Republic provided eqglats for men and women, the equality
was only conditional. Although women were ablgoia the workforce and the world of politics
they were only favorably depicted in their new soliethese new positions did not conflict with
their true callings as wives and mothers. As H&eamham notes: “[...] formal equality was,
inevitably, to be a far cry from real, lived eqwpll. . .]” (101). Thus, although the laws of the
Republic made Spain politically progressive, itsigbpolicies regarding the place of women in
society were still conservative.

Before and after the installation of the Repubi@rriage was seen as the only
appropriate avenue for women. Although, during Imofcthe first third of the twentieth century,
a woman'’s rights disappeared completely when sheedamarriage was still seen as an
attractive option:

La mayor parte de los derechos que asistian ajler isnltera desaparecian
inmediatamente con el matrimonio. Las presionemks y psicoldgicas

ejercidas sobre la mujer para que cumpliese sindes@atrimonial, que abocaban
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a una caza del marido casi universal, crearortada situacion de que un

namero enorme de mujeres se entregaran voluntar@duso entusiasticamente a

la esclavitud legal. Cualquiera habria imaginade la sociedad estaria dispuesta

a llegar muy lejos para hacer que la resultar@tateala proposicion, de manera

gue las mujeres no tuviesen nunca ocasion de lamgmé todos los demas

caminos estuviesen cerrados para ellas. (Scagion 1
Single women were not the only females who losr tights through marriage; widows who
remarried also forfeited the privileges that they lgained through their husbands’ deaths.
Widows were the only women in early twentieth-centBpain that had rights. They could own
property and they were granted official power aweir children, rights that they did not have
while married: “Una mujer casada recuperaba algdeasus derechos en caso de incapacidad de
su marido y a la muerte de éste. Se la dapatlé potestasobre sus hijos a la viuda; ésta la
perdia, sin embargo, si se volvia a casar, lo quaunedia con el viudo” (Scanlon 136). Once a
widow remarried, all of those rights disappeareaim@nd she returned to the state of legalized
slavery.

At the beginning of the twentieth century, duganrt to Spain’s 1898 losses of the
colonies, women were having trouble marrying, desihieir desire. This inability to marry gave
rise to two social phenomenacusis de matrimoni@nd a stronger feeling of feminism in
Spanish women. In the first two decades of thentigéh century in Spain, the first led
unintentionally to the second:

Una de las explicaciones mas corrientes de lss@rsi que, con el fuerte aumento
del coste de la vida, los hombres encontraban igueng@osible mantener una

familia, y 0 no se casaban o lo hacian a una edatlira. El resultado directo de
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la crisis del matrimonio, se decia, era la crisidadmuijer, esto es, el feminismo;

las mujeres se veian obligadas a buscar un trabzgasa de la escasez de

posibles maridos. (Scanlon 143)
The view of feminism as a crisis of women supptiressocially dominant belief that the only
positive role for a woman was that of a wife. Heyto seek work because they were not
married was not seen as a natural course of evénten a modern point of view, the idea of a
woman seeking a job is perfectly normal. In thstfiwo decades of twentieth-century Spain,
however, women were trained to work in the homejmthe factory. Needing a job because
they could not find a husband to support them werssgs at the time. The new laws of the

Second Republic did not change the view of workirognen entirely, but they took a positive

step toward the liberation of an entire %ngor the first time, all women had the right tovda
voice in their society, government, and indusffjriey were able to pursue education and
fulfillment outside of the home.

While the government reformed education and womdghts, a necessary cultural
reform was also happening in theater. AccordinGwynne Edwards, the theater-going public
of Spain before the Civil War had a “craving fopstficial entertainment” as well as a
“determination to bury its head in the sand” (#his craving was filled by various playwrights
such as Serafin and Joaquin Alvarez Quintero, Mdnoares Rivas, Gerogrio Martinez Sierra,
and Pedro Muioz Seca, whose goal was not to avakemlighten the spectator, but to provide
simple entertainment to a bourgeois audience. n¢benmenting specifically on the theater of

the Quintero brothers, Edwards says it was exadtigt the theater-goers of the day wanted:

15 The only socially accepted working women were ¢hibsit maintained their traditional

duties.
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“Their theatre was, in short, one which appealea bourgeois public seeking a pleasant,
escapist, after-dinner entertainment—a public uimglto be confronted in the theatre with
unpleasantness or controversial matters” (3). thbater-goers of this era had a firmly defined
horizon of expectation, and they lacked a desiré¢hfeater that would push them beyond it.
Spanish theater, despite the great infrastrudtuile up for it and the many venues and
shows that were available in the early twentietitwey, was lacking in vitality and innovation.
Sue Frenk, Chris Perriam and Mike Thompson desthidaocial horizons of bourgeois drama
and comedy as “limited” and their dramatic convemsi as “stale” (65). They later go on to add:
“The Spanish theatre seemed hopelessly mediocreldffdshioned in comparison with
developments elsewhere in Europe” (65). In thetdest quality theatrical productions, many
authors already known for their work as noveliptggets, and essayists began to write for the
theater in the 1920’s. According to Frenk, Pertiamd Thompson, the most interesting theater
of this period came from authors such as Migudldamuno, Ramén de Valle-Inclan, Manuel

Machado, Antonio Machado and Azorin (65).

Although theater in Spain was not as progresssvia éhe rest of EuropleG, some
younger writers, part of the avant-garde movemtgitwas sweeping Europe, began to make an
impact in the theater. Among them were Rafael AipBedro Salinas, Miguel Hernandez, Max
Aub, and, most notably, Federico Garcia Lorca. ubiimthese playwrights were not as well-
known or as popular as their older counterpartsy there united in their mission:
Although these names, old and new, represent & dirgasity of artistic

practices, they were united by a passionate heligfe cultural importance of

18 Most notably, in this period the work of Bertolte8ht was revolutionizing theater

throughout Europe.
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theatre and an awareness of working within a probtec space between the
ambition to address, new, wider audiences andehlgy of appealing to an
intellectual minority. In place of an institutidhat reflected the political agenda
of the Restoration bourgeoisie by peddling complagend nostalgia, they
proposed radically unsettling kinds of theatre:raggively satirical,
philosophically anguished, or enigmatically poesind almost always self-
consciously theatrical. (Frenk, Perriam, and Thanm®gb)
Lorca’s theater was not only self-consciously theal, it was also openly poetic. Like many
playwrights of his day, Lorca began his career pset and he continued to write poetry even
while his theater became famous. While his eanltio production was traditional in form and
theme, (specificallj)Romancero Gitanm 1928) he displayed a far more adventuresome@at
in his later poetry and in his theatrical worksaltdnging the styles that were common in his
society.

Lorca recognized a need in his country to revohiie theater. Although touring with
Teatro de las Misiones Pedagdgicas afforded hira torwork on his theater while honing his
skills as a director he appreciated the classicaksithat he was presenting, but not the modern
Spanish theater. When he was interviewed in 1888rding his beliefs about contemporary
Spanish theater, he was asked: “¢,Qué opina ustemreral, del actual teatro espafiol?” He
responded: “Que es un teatro de y para puercosuAs$éatro hecho por puercos y para puercos”
(Interview 188). Lorca was not alone in critiquithgg Spanish theater of his day. Ramoén de

Valle Inclan is on record as having said that Hiesed to write for Spanish actors (Sanchez
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22).17 Along with writers such as Valle-Inclan and dimgs that were willing to present non-
traditional works, notably Cipriano Rivas Cherifjrica made attempts at revolutionizing the
Spanish stage.

The theatrical reformation attempted by Lorca atir intellectuals of his day was
sporadic, due mainly to financial problems but asong to the extremely low popularity of
some of the new styles of plays. For example,itegmluding the work of renowned set
designer Fernando Mignoni and costumer Pérez Basrdarca’s first play and first attempt at

an innovative Spanish drama failed. His pBlymaleficio de la mariposél920), was only

staged four time%z.3 The theater-going public of the time did not amaite actors dressed as
insects dancing on stage. Other modern works fachilarly mediocre reception from a
bourgeoisie audience that appreciated the reahaias currently prevalent. Despite their
initial failures, avant-garde playwrights continuéeir work.

Lorca continued as the director of La Barraca,ciwidid not end with the termination of
the theatrical presence in the Pedagogical Missidine goal of this group, now based in
Madrid, was to give students theatrical practichwlassical plays without the need to travel far

from home to present them. As director, Lorca weled new interpretations of these classics.

7 José Antonio Sanchez mentions Valle-Inclan’s tfus rejection of Spanish actors,
whom he insulted on several occasions” (22). Sénelso states: “What most annoyed Valle-
Inclan was the way actors spoke. According to hiray either screamed or stammered, with no
middle ground” (23).

18 Although the theater of La Barraca was initiatigrisient, due to its work in the
Misiones Pedagogicas, whEhmaleficio de la maripospremiered, the theatrical portion of the

missions no longer existed and La Barraca perforomed permanent basis in Madrid.
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Lorca’s direction of the group was educational wlaloiding the strictly traditional and
political: “As a paid up member of the avant-gardaca, who repeatedly declared himself
apolitical, made his social preoccupation into dancational objective, and moved the political
component from the theme into the plays’ form arghaization” (Sanchez 18). Lorca’s own
theater was still being produced during his teragréirector of La Barraca. Working with the
university group gave him the advantage of exptprnaw techniques without risking great
commercial failures similar to that & maleficio de la mariposa

While Jacinto Benavente’s generation of writetsoduced realism into Spanish writing,
Lorca’s generation introduced the avant-garde, Wwhabelled against realism. Realism was
seen by many playwrights of the time as lackingriagination. José Antonio Sanchez refers to
the “elegant but empty ‘well-made’ plays of Benaedras an example of the realism that was
popular in Spain and that the writers of the awgarde attempted to displace (8). In order to
renovate the theater, Lorca’s generation beganttoduce new, symbolic, and surreal elements

into theatrical productions. Lorca was one offtirelamental contributors to the literary

movement known as the Generation of 1&%7This generation’s characteristics were not well-
defined, but experimentation mixed with traditiosglles is typical of the artistic techniques

used by these artists.

9In addition to Lorca, there are nine other auttibes make up the group habitually
known as the Generation of 19Jdrge Guillén, Rafael Alberti, DAmaso Alonso, Geoar
Diego, Luis Cernuda, Vicente Aleixandre, Manuelojitirre and Emilio Prados. This

generation is also believed by some to be compo$ether artists and other art forms.
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Mixing of the traditional with experimental techoip was used in some of Lorca’s
works, but some of his works were also devoid adiittonal elements. This disparity provokes
Antonio Sanchez Trigueros to refer to two Lorcas:
[...] Hay que distinguir también entre dos Lorcaso experimentador
vanguardista, absolutamente critico desde la escenatra la escena tradicional,
y otro realista de neta inspiraciéon popular, cugditién enriquece; son dos
teatros que coexisten, porque el proceso de agagaddesarrollo y éxito teatral
del genio granadino no obedecid precisamente djativio de depuracion
estética lineal y progresiva desde el realismovamguardia [...] (21)

Lorca was unable to be strictly modern and unvgllio be solely traditional. He was capable of

adhering to rigorously traditional forms and beatdghe cutting edge of the Vanguard. Some of

his best works combined the two elements.

Like many other artists of the time, Lorca was ined with the surrealist movement. At
the Residencia de Estudiantes de Matadecame fast friends with Luis Bufiuel and Salvado
Dali, both of which encouraged his surrealist ¢ozat None of Lorca’s truly surrealist dramas
were staged during his life. The premierédsf que pasen cinco afiess scheduled for 1936
but was cancelled due to Lorca’s assassinatianwas first staged in New York in 1945 and was
not presented in Spain until the September of I3éfniere at Teatro Eslava in Madrid, where it
received positive reviews. Lorca’s most remarkaieealist dramd| publicowas seen as too
extreme for the theater of the day, even by hisgpe€here were no plans to stage that play

during Lorca’s lifetime and the original manusciigptost. Nonetheless, the portion of the play
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that was able to be recovered was published in 48d8vas presented beginning in the same

year, with its first production occurring on Felnpab, 1978 at the University of Puerto R%%.
Although the surrealist plays presented after beglal received positive reviews,
surrealism is not the art form in which Lorca rezgtihis greatest success. His most successful
works were characterized neither by pure surreatisnrealism but by the incorporation of
fantastic elements into realist theater. Lorcaéatest examples of the mixture of the avant-

garde with realism is the first of the three pl&yst make up his rural trilogydodas de sangre

Yerma(1934), and_a casa de Bernarda Alk(z1936)21 Each of these plays received acclaim
and they are the best-known among all of Lorcaésditic work.

The first play of the trilogyBodas de sangre&as Lorca’s first attempt at bridging the
traditional with the avant-garde. The play premiemn the Teatro Beatriz in Madrid on March 8,

1933. The initial staging of this play did not idargarita Xirgu’s company, as most of Lorca’s

20 Despite the performances of the play in other BuRico, El publicowas not
presented in Spain until 1986. The Univeristy o€Ro Rico also presentddi que pasen cinco
afiosbefore the play was staged in Spain.

%L Francisco Rico disagrees with the commonly hel@bthatLa casa de Bernarda Alba
is the third play in this trilogy, believing instkéhat the third play was never written. In Volume
seven of hidistoria y critica de la literatura espafiolze says: “La vocacion de Lorca por la
tragedia en su mas puro sentido clasico se plasBadas de sangrEl933) yYerma(1934).

No llegé a escribir la tragedia —posiblemendéesangre no tiene vozjae cerraria esta trilogia
[...]” (7: 543) Despite Francisco Rico’s exclusiohLa casa de Bernarda Aldaom the
trilogy, it is most frequently included with thehetr two plays and the three are thought to share

many common characteristics.
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previous plays. As a result, the premier®otlas de sangreith actress Josefina de Artigas and
co-director Eduardo Marquina was only moderateticessful. Part of Lorca’s reform of the
Spanish stage included his dedication to discipleedemanded constant rehearsal and near
perfection from his performers (Walsh 56). Thisswat the situation he encountered in the first
staging ofBodas de sangreSanchez Trigueros describes the difficulties Lawaountered in
the direction and acting of the play:
According to Francisco Garcia Lorca’s testimony, ploet personally directed the
actors, who were used to a very different typeneatre: struggling against them,
without them really approaching his objectivesitiCs mentioned the difficult
co-existence of literary values with emotivenessiage, the relationship
between the tones of the set and the dramatic emofithe text, and the anti-

realism of the stage discourse that showed “an Wisdathat did not speak

Andalusian.”22 (15)
The conflicts with the actors and the lack of usstemding of Lorca’s vision of the play proved
that it had been unwise to use a company otherNagarita Xirgu’s. Xirgu was far more
accustomed to Lorca’s theatrical style and artigBon. Despite the relative lack of success of
the play’s first staging, it was presented freqlyeafter its tenure in Madrid. Subsequent
representations were staged by Lorca himself, ipoltlatin America and in Spain.
Although the struggles between the actors anditieetdr caused problems in the play’s

original representation, other interpretations wagge successful. The play was presented 180

22 The final quote here can be found on page 75 mrid/Francisca Vilches y Dru
Dougherty. Los estrenos teatrales de Federico Garcia Lorc2Q1945) Madrid: Tabapress,

1992.
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times in Argentina but success in Spain evadedtit iis second premiere there on November
22,1935 in the Principal Palace of Barcelonathis representation, the role of the mother was
played by Margarita Xirgu. Rivas Cherif functionasithe co-director. Working with two artists
committed to the avant-garde, Lorca brought hiewiso the stage and the play was a
resounding success. The eventual triumpBarfas de sangreecured Lorca’s place among the
great playwrights of the century.

The original inspiration for this play came fronaligy, but it was Lorca’s interpretation
that made it into a powerful tragedy. In 1928, @der that would come to be knowneds
crimen de Nijarwas published in newspapers throughout Spaimo#an in Nijar escaped
from her wedding with a cousin, whom she claimettuty love. That same day, the cousin was
shot four times by a masked assassin who, it waestdavealed, was the brother of the spurned
groom. Allen Josephs and Juan Caballero explanllwrca wove his play out of pieces of the
real event while adding much more: “Como todo qdista, Lorca siempre eleva la realidad—
aunqgue jamas se inspira en un principio fueralde-el esferas poéticas y miticas no perceptible
en esa realidad a primera vista” (31). Lorca wds t take a very real event and add his own
twists to make the story more compelling and poeigeen with Lorca’s distinct version of the
story, it would have been realist drama had Loaachosen to add surrealist elements to bring
the avant-garde to his work.

Another element that includes both realism and &ardistinct vision is the choice of
characters in the play. Lorca’s other plays ipooate characters with individual, often
symbolic, names. In contrast, with one exceptiba,characters @odas de sangrare named
with the specific purpose of evading individualiti¢ach of the characters is archetypal,

contributing to Lorca’s use of Andalusia as a miosm of Spain. The actions of the characters,
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with the exception of the Novia and Leonardo’s waddescape, are typical for the role they fill
in society. The spectators had doubtless seee typss of people in their daily lives. Thus, the
audience was able not just to identify the indialdy but to identify with them. The use of
archetypal characters was doubly useful for Lorta@éater. Only one person was necessary to
achieve identification with a large group of peop&milarly, only one character was necessary
to critiqgue a large group of people. By presentnglatively small group of people in a village
in Southern Spain, Lorca was able to critique tht@ety of Spanish society.
By using a historical event and archetypal chara@s protagonists BBodas de sangre
Lorca showed that he understood the audience amddissire for something familiar.
Reception theory as developed by Hans Robert gmains why an insight into the audience
and their preconceived notions and understandirtigeofenre is necessary to achieving the
desired effect on the audience. Lorca’s understgnaf Spanish society allowed him to
manipulate what Jauss termed the horizon of expectaAs Jauss explains:
The analysis of the literary experience of the ezaoids the threatening pitfalls
of psychology if it describes the reception anditiilience of a work, within the
objectifiable system of expectations that arisemfeach work in the historical
moment of its appearance, from a pre-understarafititge genre, from the form
and themes of already familiar work, and from thbpasition between poetic and
practical language. (22)
Lorca knew what his spectators expected and wastatwomprehend their motivations and the
historical events that had informed their underditagy of the world. He created characters
formed by the same experiences. By creating iddals to whom the spectators could easily

relate, Lorca was able to assure that the audiende empathize with them, and thus,
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experience similar emotions to that each chara€Ete¥n when Lorca pushed the horizon of
expectation and allowed his protagonists to stepide of the socially acceptable, the audience’s
identification with those characters assured rettmgnof the circumstances that motivated the
fall from grace and acceptance of its outcomes.

The creation of characters that were relatable @lswed Lorca to subvert social norms.
Spectators were able to relate to figures on thgesbecause they watched those characters
follow through the same rituals that they had feka. These rituals formed, as Judith Butler
suggests, their identities (XV). They saw peopk tvere like themselves, their friends, and
their neighbors. Lorca had lived in a bourgeoiarsgh society and knew how to use their
experiences, their horizon of expectation, to nthken feel his desired emotions toward the
figures he created and their actions. When a apaempathizes with a character it becomes
hard to condemn that figure when and if he or sfesdomething considered unacceptable.
Empathy with the Novia would make spectators |lgheetheater questioning the role of women
in their society without Lorca having to overtlyestion that role during the play.

Lorca also showed knowledge of his audience irdaggn of the set. He was intimately
aware of his country’s customs and that allowed tuiroreate a set that reflected those traditions.
Through set design and clothing he was able tcatdithe time period and the social class that
he wanted without the necessity of the charactguaming them. The artists the he employed
for set design and costuming were people thatustetd, not only to know Spanish customs (or
Latin American, for the presentationsBddas de Sangia Argentina) but to also share his
avant-garde artistic vision. Lorca was conscidufi@ explicit and metaphorical meanings of
each prop on the stage and each costume worn lohénacters. He used staging and costuming

to further the meaning of his plays.
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By using a real event as the basis for his playcéalid not risk alienating his

audiencez.3 The basic premise of the play was based in yealithe had left the play as a

stylistic recreation of a real event, however, laonould have betrayed the avant-garde goals of
progress and revolution in the theater. Concep&igente del Castillo Ocafia notes: “Federico
cuenta con la complicidad del espectador que cstatejuello que sucede en el escenario con el
relato o la palabra de los que procede, que élgoedocer pero que tiene delante habilmente
incluidos en un abanico o juego de posibilidadesjue le permite percibir todo lo que presenta
el texto lorquiano de ruptura y diferencia en lanera de interpretar la realidad” (241). The
spectator had to be able to see something in Lotbaater that differentiated it from reality and
traditional theater. In order to stay true tornission as a member of the avant-garde, Lorca had
to include something more in the drama. He chosedorporate surrealist elements into the
play. In addition to the traditional, archetypbbcacters that comprise the majority of the cast,
Lorca also gave roles to the moon and death. 8wdmng these surrealist characters the
playwright was able to push the horizon of expémtatut still create a drama that would not
alienate the spectators.

While the surrealist elements of Lorca’s theaterenmportant to the advancement of
theater, the realist aspects provided ample @ttiadf societal norms, such as the subservient
role of women in society. Women were the focuhisftheatrical creation. As José Alberich
notes: “Del mundo predominantemente masculino dessia, Garcia Lorca pasa a otro mundo,

primordialmente femenino, en su teatro, dando asi@eacion artistica un doble angulo

23 Allen Josephs and Juan Caballero mention that teame known as “El crimen de
Nijar” was, during more than a week, present insgapers not only in Andalusia, but Madrid

as well. It was not merely a regional story.

73



humano, que se resuelve en insospechada riquenfuyngidad” (9). His three most studied
plays,Bodas de sangr&ermaandLa casa de Bernarda Alball feature strong female

protagonists, and showcase the female role in mafpanish society, while showing that even

formidable women are dominated by mzénThis recognition of male dominance shows how
Lorca was attuned to the gender divisions enfolielis society. Even during the Second
Republic, sex was still the primary factor in detaring the possibilities for a woman. Julianne
Burton notes: “These plays present a vision of veleate anthropologists now call the sex-

gender system of southern Spanish society” (28§)using southern Spain as the setting for his

drama Lorca created a small-scale model of theakapparatus of Spa|2n5. This is the

apparatus identified by Gayle Rubin that was usddanslate sex into gender. The women in
this play are faced with a social code that deteesifor their sex a gender identity as wives and
mothers. By viewing the trilogy as a whole, it bees evident that defying this identity (as in
Bodas de sangrendLa casa de Bernarda Alpaor devoting life to adhering to it (as Yrerma,

could only end in tragedy for women. Lorca cowdd ghat his society offered no good options

24 Robert Lima suggests that (particularly basechertotal lack of male characters in
Bernarda Alba the dominance of female characters in Lorca®s jpddys suggests that the
playwright was moving toward the abandonment oétostexual male characters in his theater.
The article is as follows: Lima, Robert. “MissimgAction: Invisible males ia casa de
Bernarda Alba’ Bucknell Reviewd5 (2001) N. pag. Literature Online. Web. 5eJ@2009.

2> By focusing on social customs in these plays amitiing political tendencies, Lorca
was able to use Andalusia as a microcosm of Spgawery part of the country could identify
with the social traditions which meant that theigue of those traditions could be applied

country-wide.
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for women and that a governmental change to rerttetysituation did not result in a social
change.
Lorca’s life was influenced by many elements thed Bn effect on his writing. Julianne
Burton explains:
His experiences abroad and the circumstances at Bensitized him to the social
realities of the Spain of his day: an archaic, lyjical, and crippling morality; a
hierarchical, even tyrannical family structure;rerte social stratification and
exploitation of the humbler sectors; and a soaaldsl code which privileged
men at the expense of women’s autonomy, partidpatind self-realization. His
perception of these social ills, combined with oghersonal factors, such as his
mother’s repeated protests against the senselets wfaSpanish womanhood and
his own perception of women as the transmittersutitire, led him to present the
female experience as the core of the three tragdgievrote toward the end of his
life (160).
Lorca’s sexual orientation was taboo in his couatrg he was unable to express his frustration
at his inability to live his lifestyle openly ondtstage. Instead, he explored the plight of women
and he focused on those women that experiencslighitly more socially acceptable, a similar
ostracism to that which he experienced. Sandra&Rtin explains it thus: “[...] Lorca describe
a la mujer no para defenderla, sino para escrigii@® encontrarse y conocerse, a si mismo. La
articulacion del deseo, a través de la mujer, te ah espacio en donde puede explorar el secreto
y el misterio y la intensidad de su propia sexwaaljcho enunciada” (77). Lorca’s own situation
sensitized him to the plight of women in his sociefs Maria Cristina Mabrey explains: “[...]

Lorca sabia muy bien que la situacién de la mugpeecaria, social y sexualmente, y por esta
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causa su feminidad sufria grandes reglamentacioneséndole posible expresar abiertamente
sus necesidades” (43). Lorca’s inability to @gsrhis needs was reflected in his female
protagonists.

When the sex of the women of Lorca’s generation agaied to the current social
apparatus, the result was one gender identity.ahatsubservient wife. The womenBodas de
sangrewere on the margin of marriage, defying the gemdientity established for all women.
Outside the confines of a marital relationship eoavent, society had no way to define women.

This resulted in extensive pressure to marry, ague acutely felt by the Novia Bodas de

sangre26 Marriage was a crucial, gender-defining rituaBjoain, andodas de sangngresents

a great variety of marital situations to examifiéere is a traditional married couple (Leonardo
and La Mujer de Leonardo), two widows (La Madre aadsuegra), each of which lives with
one of their children, a single man who becomesged and married (El Novio), a single
woman who becomes engaged, married, and widowedldk&), and a widower (El Padre de
La Novia) who lives with his daughter. The impoxta of the social rite of marriage is evident
in the play due to the names of the charactergh @kception to Leonardo, each of the main
characters is identified by their part of, or relatto, the married couple, the bride, or the groom
Burton suggests that this lack of individual nansesn indication of their subordination to

specific social roles (160-61). Only Leonardo stept of the specific social role into which his

?® The Novia experienced a dual life much like tHatarca. Lorca’s dual life was, on
the public side, a successful playwright, and @ghvate side, a lack of happy personal
relationships. The Novia’s public face is thabaroman marrying appropriately, and her

private side is that of a tortured woman not alldw@ marry the man she passionately loves.
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society forces him and avoids repeating the mistakdais fatherz.7 This effort to differentiate
himself from the rest of his family and defy so@ald marital norms is what sets Leonardo apart
from the remainder of the cast. It is also whathmpted Lorca to give him, and only him, an
individual name.

The multiple marital situations in this drama makideal for the study of women on the
margin of marriage. The first example of this tggevoman inBodas de sangris the Madre.
The Madre was widowed long before the events opthg. She describes her late husband as
the perfect spouse. Hers is the only marriagesbams to have been happy. The happiness of
that union, however, cannot be proved; it is oeljembered by the Madre. Terrence
MacMullan notes: “The trouble is that the Madrenarried not to a man, but to a memory.
Ironically, the one perfect spouseBodas de sangns unreal: at best extinct and at worst
notional” (62). The Madre would be happy to gidl married to her late husband. Her position
on the margin of marriage is neither a comfortatwechosen situation. She believes that each
woman should marry one man and no more. Shehetlson: “Miré a tu padre, y cuando lo
mataron miré a la pared de enfrente. Una mujeucdmombre, y ya estd” (96). When her
husband dies, the Madre dedicates herself to Imettlse only man left in her life.

The relationship between the Madre and the Nowitrays the widowed woman as a
clear bearer of tradition. José Ortega observesdhein a society reluctant to change: “El

autoritarismo intransigente lo encarna el persodaj& Madre, defensora de la organizacion

2" When the Madre learns from the Vecina that thei&lbad a relationship with
Leonardo and that Leonardo is from the Félix farslig becomes very upset. The Vecina
questions: “Mujer, ¢qué culpa tiene Leonardo deRall tenia ocho afios cuando las

cuestiones” (99).
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social, del orden, que prohibe toda libre expresiétintiva que no esté dirigida a la produccion”
(69). The Madre defends the type of marriage shathad and expects that her son will maintain
the same values. In the absence of her husbasdeat responsibility to prepare her son for
marriage. Burton notes: “Woman’s only autonomy esrwhen the dominant male figure in her
life disappears. The bridegroom’s widowed mothearages his wedding, and since she tells
him how many gifts he can buy, it is clear thatfdmily finances are in her hands. In the
absence of her husband, it falls to her to mairtaitition and prepare her son for his new role”
(264). Although her son is mainly independentiuras to his mother to instruct him about the
ritual of marriage. The Madre, having completed thual herself, knows his role, and the role
of the Novia. It is the repetition of this ceremydhat forms the identity of both the bride and the
groom as they pass through it. The first indicatbthis is in the Madre’s questioning of the
Novia in the formalization of the marriage plans:

MADRE: ¢ Tu sabes lo que es casarse, criatura?

NOVIA. Lo sé.

MADRE. Un hombre, unos hijos y una pared de deassde ancho para todo lo

demas. (112)
This exchange with the Novia suggests how marriegeed the identity of the Madre. Now, in
the absence of her husband the Madre teachestéosoto become the husband that the
ceremony will make him. Part of that instructiocludes a lesson on how to make it clear that
he is the dominant person in the relationship. &h&ses him: “Con tu mujer procura ser
cariioso, y si la notaras infatuada o arisca, haz#éecaricia que le produzca un poco de dafio, un
abrazo fuerte, un mordisco y luego un beso suguee ella no pueda disgustarse, pero que

sienta que tu eres el macho, el amo, el que mafgibaprendi de tu padre. Y como no lo tienes,
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tengo que ser yo la que te enserie estas fortalElZz8). These conversations prove that not
only is the Madre the bearer of tradition, she s¢éaanch supporter of the patriarchal system that
subordinates women to men.

In addition to the Madre, the Suegra can alscelea s1s passing on traditional, patriarchal
values. She lives with her daughter (La Mujer éenardo) and her son-in-law (Leonardo). In
her relationship with Leonardo, she shows deferém&em because he is a man. When
Leonardo enters and his horse seems to have catkdrben the end of the world, she questions
who has been riding it so hard. Upon hearingithaas Leonardo, she apologizes, noting that
the horse is his. She stays out of the tense agtabetween her daughter and son-in-law but
when her daughter continues to speak to Leonareo after he has ordered her silence, the
Suegra steps in and tells her daughter to be gAi¢hough she never specifically admonishes
her daughter for her behavior toward her Leonattte Suegra has a clear sense of the
subordinate position of women in relation to med ahe urges her daughter to tend to her child,
instead of worrying about the whereabouts of hebhad.

La Mujer de Leonardo learns from her mother noy draw to submit to a man, but also
to tolerate an unhappy marriage. When she urgesdrdo to ride with her to the church instead
of going alone on his horse it results in anotligument. Finally, she comments: “No sé lo que
pasa. Pero pienso y no quiero pensar. Una cosdasyga estoy despachada. Pero tengo un
hijo. Y otro que viene. Vamos andando. El misimo tuvo mi madre. Pero de aqui no me
muevo” (129). Although she claims not to know wisatappening, her own situation is one that
is not new to the Mujer. She saw the same thipgpéaing to her mother. Her comment to

Leonardo is an indication of the role of repetitinrthe formation of identity.

79



The Muijer is not the only character that expemsnepetition; the Novia’s marriage to a
man whom she presumably does not love is anotk&rioe. When the Madre discusses with a
neighbor the local gossip about the family of heufe daughter-in-law, she hears that the
Novia's mother was attractive but not well like@ihe Vecina says: “A su madre la conoci.
Hermosa. Le relucia la cara como a un santo; @@nono me gusté nunca. No queria a su
marido” (99). This comment suggests that a wonengomarried to a man with whom she is

not in love makes her somehow distasteful to oflmmen. Nonetheless, the tradition of fathers

marrying their daughters to men who are appropriatet loved, continued for yea?ss. Itis a
reasonable to believe that the Madre, the Suegdathee Vecina were married in accordance
with the choices of their fathers, not of their iea The Novia is facing the same sort of loveless
marriage that her mother endured, despite herdffests to put aside her love for Leonardo and
be faithful to the Novio.

The repetition of unhappy marriage is a constaatie throughout the play. Lorca’s goal
was not to present a panorama of blissful marridggtsa more accurate version of the
unhappiness that social customs forced women tarendrhe view of marriage as the only
option for women led to pressure to marry. Theigathal dominant system led to matches
based on a father’s choice, not a daughter’s IGfee combination of these two elements led to
general unhappiness. The lack of happy marriageegts MacMullan to suggest that an

appropriate subtitle faBodas de sangr&ould beSix Misuses of Marriag€r0).

28 This does not suggest that a father would onlyryrizis daughter to a man that she did
not love. If she were to fall in love with a mahaowvas considered appropriate, her father

would likely approve the match.
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Lorca was very conscious of the role of repetifiohis society and how the repeating of

traditions frequently led women to share the saabe ds their motherzsg. The older generation
served as the bearers and propagators of traditrahges, including specific ideas about
appropriate behaviors within a marital relationshigoth the Mother and the Suegra reinforce
the repetition present in male/female relationstaditions. The repetition and ritual mentioned
by Butler are present throughout the play. Theapply marriage of the Suegra and of the
Novia’s mother, repeated by their daughters andvtbher’s advice on marriage given to the
Novio are repetitions that both result in unhapggi®r women. Ritual is also present in every
element of the wedding: the proposal, the ceremang,the songs. These repetitions and rituals
support Butler’s view of the role of ritual and egpion in the forging of gender identity.
Generations of repetition have clearly definedtthditions regarding the role of both women
and men in arranging and participating in a magiagach entered into married life with clear
understanding and expectations of what was expéotedman and a woman. As the repetition
of the rituals of marriage and of married life daned, both participants became more deeply set
in their roles. Married women followed in the fet#ps of their mothers and became subservient
wives. Because marriage was considered the ompisoppate goal for a woman, those traditions
defined her inevitable identity.

The Novia spends most of the play on the margimarfriage, going from engaged to

widowed in the course of one day. Her role inglay, extending even to her character’'s name,

29 |In La casa de Bernarda AlHzorca expresses this awareness through the voice of
Martirio commenting on the dishonored Adelaida:rPkas cosas se repiten. Y veo que todo es

una terrible repeticion. Y ella tiene el mismoosde su madre y de su abuela[...]

81



is based on her role in the impending marriager. fetare husband is not the man that she
passionately loves. She is, nonetheless, eageary mmim:

NOVIA. jVamonos pronto a la iglesia!

NOVIO. ¢ Tienes prisa?

NOVIA. Si. Estoy deseando ser tu mujer y quedasata& contigo, y no oir mas

voz que la tuya.

NOVIO. jEso quiero yo!

NOVIA. Y no ver mas que tus 0jos. Y que me abrazaan fuerte, que aunque

me llamara mi madre, que esta muerta, no me pudésaegar de ti. (127)
This exchange reinforces Scanlon’s comment on wéneruntary and enthusiastic entrance
into a situation that amounted to legal slaverpisTonversation with the Novio, however, is
not based on any aspirations of marriage to a rharises not love, but on the desire to belong

to someone other than Leonardo. She will attempevote herself to her new husband in order

to overcome her passion for Leonafg’c?o.
The desire to marry the Novio as soon as possaBlexpressed by the Novia, stands in
stark contrast to the conversation that she haa kabnardo minutes before:
NOVIA. Pero yo tengo orgullo. Por eso me casom&encerraré con mi
marido, a quien tengo que querer por encima de todo
LEONARDO. El orgullo no te servira de nad8e acerca).

NOVIA. iNo te acerques!

%0 Falling back to traditional marriage expectatiomsivoid an inappropriate love seems
to support the patriarchal system, and the Novatesmpting to do just that. She wants to be

able to devote herself to the Novio, but her ovetwting passion for Leonardo is too strong.
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LEONARDO. Callar y quemarse es el castigo masdgaue nos podemos
echar encima. ¢De qué me sirvié a mi el orgubno mirarte y dejarte
despierta noches y noches? jDe nada! Sirviégararme fuego encimal
Porque ta crees que el tiempo cura y que las patagan, y no es verdad, no es
verdad. jCuando las cosas llegan a los centrbsyaguien las arranque!
NOVIA. (temblando).No puedo oirte. No puedo oir tu voz. Es comoesi m
bebiera una botella de anis y me durmiera en ulchade rosas. Y me arrastra,
y sé que me ahogo, pero voy detras. (119-20)
The Novia’s love for Leonardo is an overpoweringoéion that she has tried to forget, while her
love for the Novio exists only because she seas dompulsory. Generations of repetition of the
ritual of matrimony have made marriage to a patngpproved man both obligatory and
inevitable. By marrying the Novio, the Novia ipeating what her mother is said to have done,
that is, marrying a man that she does not love.

The involvement of multiple generations in thisyptaakes it ideal for the study of
Butler’s theories on repetition. The understandihgarriage exists for the Novio and Novia
because it was passed on by their parents. Tlee géheration educates their offspring about
the roles of the bride and groom in the nuptial$ subsequent relationship. The role of
repetition in an identity-forming milestone is rigirced by the Madre and the Padre, who pass
on what they learned from their own parents. Repetinforms the ritual of marriage, and
marriage dictates a woman’s identity. Love ispentt of the equation. By depicting a
recurrence of loveless marriages, Lorca castsitepein a negative light.

Because she did not have the right to choose toyrfa love, the Novia also illustrates

Rubin’s theory. The right of a man to choose titere husband of his daughter illustrates what
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Rubin says about men having rights over women:lthg as men have rights in women which
women do not have in themselves, the phallus aswes the meaning of the difference between
‘exchanger’ and ‘exchanged,’ gift and giver” (13@lthough the man that she marries will
determine the course of her life and her idensihg is not allowed to choose that man. She does
not have as many rights over her future as heefatbes. The Novia has no power to overrule
her father’s choice. The simple fact that hemsaa gives him the phallus and thus gives her
father all of the power. The Novia must acceptfadrer’s choice, because although it has
negative consequences, attempting to refuse waniltave positive results, even her father did
not force the marriage. Accepting her father'sich@nds in a marriage to someone she does
not love. Attempting to refuse his choice stiledamot allow her to marry Leonardo and it
simultaneously makes her a social pariah, havitgddavo men and not married either.

The Novia’s marriage shows the two forces in dohfhentioned by Maria Rosa Cabo
Martinez: “[...] se debaten dos fuerzas en confliptr: un lado el peso de la tradicién y por
otro, las ansias de libertad” (9). For women inagal, freedom and independence were not
readily available. Women legally came of age arty-three. Despite being legal adults, the
law prevented them from leaving the house of tharents, unless approved, until they turned
twenty-five. Before that age, they could only ledke power of their fathers to submit to the
power of a husband. As Scanlon notes: “El arti¢8R&1 del cédigo civil] refleja muy
claramente la opinién general de que las chicagebéan abandonar el hogar paterno a no ser
para casarse, es decir, pasar de la tutela ded pddrdel marido. La ley desalentaba
efectivamente cualquier manifestacion de indeperidgror parte de la mujer” (125). The
independence to defy her father and achieve lidevty her father’s desires did not belong to

the Novia, as her twenty-second birthday is theafaiie wedding. She is still forced to live
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under the rule of her father. The law dictate$ ghaoman’s independence, liberty, is at the
discretion of her father. Thus the law, traditiand by extension the patriarchy, dictate that a
woman must marry the man that her father chooseseio Although the play never explicitly
states that the Novio is chosen by the Padre ®oNibvia, it is clear that she is marrying the
Novio because she was not permitted to marry LelmnaHer passion for Leonardo would not
be problematic if she were allowed to marry hinheTact that she marries the Novio, instead of
the man that she loves, shows that even love istnaig enough to overcome generations of
social conditioning. The desire for freedom is aakesire to be alone, but to be free to love who
and how she wants.

The Novia’s marriage to the Novio instead of tmhardo is due to the latter’s lower
socioeconomic class. This is never explicitlyetiatout the wealth of the families of the bridal
couple is mentioned in multiple situations. Whiea young girl relays that the Novio and the
Madre came to buy presents for the Novia, the Suegmments twice on financial situations.
The first time she says, of the Novio’s family: I&d tienen dinero” (105). Later in the same
conversation, she remarks on the wealth of bothligsnn the planned marriage: “Se van a
juntar dos buenos capitales” (105). The Suegraaeness of finances suggests that both
families are known as being wealthy.

It also becomes evident in the conversation betwleeMadre and the Padre that the
primary consideration in the match between the blawid Novia is financial. The first thing
discussed between the parents of the bride andrg(after small talk about the trip) is the crop
of esparto on the Padre’s land and how lucratie@ears. The discussion of the father’s land

leads to a further financial dialogue:
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PADRE. En mitiempo, ni esparto daba esta tieHa.sido necesario castigarla y
hasta llorarla, para que nos dé algo provechoso.
MADRE. Pero ahora da. No te quejes. No vengodirteenada.
PADRE. Tu eres mas rica que yo. Las vifias vatecapital. Cada pampano
una moneda de plata. (110)
This conversation establishes a level of compéttiletween the Novio and the Novia in the
eyes of their parents. From a monetary standptbiay, are well matched. This shows that the
marriage between the Novio and Novia is not a lmatch but a financial move leading to
disastrous results. MacMullan notes:
As the formulaic ritual of the betrothal scene utides, neither the Madre or the
Padre seriously questions the authenticity of thieildren’s mutual commitment.
[...]. Taking the bride and groom’s love for gran{edarge assumption) they
focus instead on marginal issues. Thus the Patyee materialistic, views the
wedding, above all, as an amalgamation of propdrty]. Less mercenary, the
Madre, for her part, sees only the eventual areégrandchildren (especially
girls) to keep her company. (64)
None of the reasons given for the marriage betwleemovio and Novia is love. The parents
approve of the match because it will provide sometiklesired for each of them. The
compatibility of their children is a much lessencern.
Both the comments made by the Suegra and the catiar between the Madre and the
Padre prove that both the Madre and the Novia doone a hegemonic social class. The high
social class that these women belong to gives ttextain renown in their society. As shown in

the Novia’s inability to marry Leonardo, this sdatass also affects the group of men that are
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considered acceptable suitors. The Madre’s strolegn her family and in the life of her son
show that such women have both the ability to grilce their society and power that often goes
unrecognized. As is true almost everywhere, mosi@pwer, and the hegemonic social standing
of these women makes them a source of power ingbeiety.

Later in the conversation held between the Madckthe Padre, when the matter of the
desired marriage is reached, Lorca explicitly ezxpes the qualities that his society desired in
both men and women. The comments of the parersdage the marriage further prove that
the match between the Novio and Novia is basetheredn love nor even personal compatibility.
The parents discuss the qualities of their childvé&hout mentioning mutual affect, much less
love:

MADRE. Mi hijo tiene y puede.
PADRE. Mi hija también.
MADRE. Mi hijo es hermoso. No ha conocido mujéa honra mas limpia que
una sabana puesta al sol.
PADRE. Qué te digo de la mia. Hace las migas arés, cuando el lucero. No
habla nunca; suave como la lana, borda toda clberdados, y puede cortar una
maroma con los dientes. (111)
This conversation shows two very important poittis: strength of the Madre and the
traditionally desired characteristics of a man ardoman in twentieth-century Spanish society.

By being the one to speak about the charactegisfiber son and to arrange his marriage,
the Madre’s strength is displayed. She functichweall as any man would in this situation, and
her lengthy widowhood has made that capacity nacges®lthough she is acting in a role that

would normally be occupied by a man, the Madre kntve rite and ritual of marriage, and she
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understands fully what is expected in this procédse absence of her husband has not proved
her weak and helpless but shrewd and strong. &bdee description of his daughter stands in
contrast to the strong woman presented by the Matlishows the expected subservience of
women to men. In addition to possessing thattiadil sewing and cooking skills that are
expected of her sex, the Novia is considered natiewdor her silence. She knows not to
respond to her husband with insolence, but to adaspvord as law.

Despite the strength of the character that Loreates in the Novia, she does not receive
the phallus from her father. This power passes bgeto her husband, and would also pass to
their son, if they were to procreate. As notedRlogpin, the phallus, the site of male power,
cannot be conferred to women, only to men. Assaltgthe Novia cannot assume a dominant
role in her society, or in her relationship. Th&erthat her society assigns to the Novia is that o
a subordinate wife. When her sex is applied testh®al apparatus of twentieth-century Spain,
the result is an inescapable gender role as aamiflea mother who keeps the house clean and her
mouth shut.

The Novia’s expected subordination to her husksmvs what Guha proves about
subalternity being possible in an entire sex. harearly displays that the Novia is from the
elite social class. Her subordination is not duértancial class, caste or age, Guha’s other
categories. However, as Guha says, “The same aladement that was dominant in one area
[...] could be among the dominated in anoth&electedl4). She is subordinate to her father,
and plans to later be subordinate to her husbamct)\sbecause of her sex. This characteristic
is not unique to the Novia. Her society privilegadn at the expense of women’s autonomy.

Although the Madre is not subordinate to a huskartishe takes an active role in her

son’s life, her role of relative power is only allable due to the absence of her husband. Her
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husband passed the phallus to her son, not tolhéhe death of a husband, many rights
returned to women, they received ffaria potesta®over their children and they could own
property, but they were still not equal to men, #rely were still not men. Widowed women,
though taking the place at the head of the housela@re not the equivalent to the male head of
the family. Twentieth-century Spain fits into wigitverman refers to as the dominant fiction
that placed the man at the head of the family. &lgh widows were a very real part of society,
they did not fit into the ideal of the family thideir society used to determine female roles. Even
during the Second Republic, when men and women lege¢ equals, the submission of women
to men was socially mandated, if not legally. bcdid not have a way to rationalize the
position of widows because they did not have aifipenale individual to whom they could
submit. Widows had to be given certain rights, dedupying the vacated role as the head of the
household was not the same as possessing thegqhhlusymbol of male power. Spanish
society used the dominant fiction of the family l®da man to legitimize the dominance of men
and subordination of women. Widows did not fibithis paradigm, but to avoid total social
disruption, they were still forced to submit to tregtriarchal influence, and to propagate its
legitimacy to future generations.

Thus, although the Novia behaves in a patentlgceatable fashion, she is more

comprehensible than the Madre because she is folipsocially accepted rituanl. They are

not rituals in which she desires to participatdeast not with her male counterpart in

311f the Madre were to act in an unacceptable marsisiilar to the Novia, there would
be no specific recourse to deal with this behaberause the man to whom she owes submission

is no longer alive.
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matrimony. Nonetheless, she is initially followinge of the acceptable paths for women. Her
engagement is the transition from one acceptalbde ttat of seeking a suitable husband, to the
other, that of a married woman. Even as an urftdithife, society is able to categorize the
Novia, because she is married. There is a marhtomshe owes her submission. Through the
marriage ceremony the Novia accepted the Novieasisband, and thus acknowledged his
power over her. The Novio is contractually owesl\ife’s loyalty and fidelity. The fact that

she abandons her husband to be with someone edsendbdelegitimize his claim. Her escape

with Leonardo has a corresponding action thatgsired of the Novi03.2 Her society has
specific roles that a wife is expected to fill, aidhilarly explicit consequences for failure to
fulfill the duties required by that role.

Despite their initial difference in marital (arttls societal) status, both the Novia and the
Madre are on the margin of marriage, and both avdeged. Both women are part of the elite
social class, a point that Lorca emphasizes throuigtihe play. Their financial standing allows
them to exert a certain amount of influence inrtBeciety. They are known as wealthy and this
affords them certain social status within their coumity. This wealth also allows them to live
as widows without the need to remarry out of ecaoracessity.

The Mujer de Leonardo stands in contrast towefemale protagonists, despite their
many similarities. She is also on the margin ofmage. She becomes widowed at the same
time that the Novia loses her husband. Her saunatiowever, is markedly different from that of

the Novia and the Madre. The Mujer de Leonardsdud have the hegemonic social class to

32 The action that corresponds to the Novia’s eséapet only recognized by the Novio
but by everyone present at the wedding. Even thdr®] who abhors knives and anything that is

able to “cortar el cuerpo de un hombre,” pressesttife into her son’s hand.
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offset her marginality. Her lack of financial measombined with her sex makes her
marginalized financially and socially. Unlike thealre and the Novia, she is a truly subaltern
figure. By including her, and developing her cloéeg Lorca highlights the power, however
incomplete, of the wealthy women in the play.

Although the wealth of the Madre and the Noviacptathem in a more powerful
situation than other females in the play, theystitenot completely hegemonic figures. Their
society requires that they be subordinate to nfdns subordination, though not obviously

portrayed in the Madre’s life, is evident in thstituctions she passes on to her son about how to

dominate, to train, his Wif%? Subordination is evident in the Novia’s life thgh her inability
to marry the man that she loves and her expectesksuience to her future husband. Their
society not only expects, but reinforces this systiec subordination of women.

Because of their simultaneous hegemonic sociak@ad societal subordination, both the
Madre and the Novia exist in marginality in hegemohorca emphasizes their social class and
their marginalization throughout the play withowedly mentioning either. There are clear
indications of socioeconomic position, such aheregotiation of the marriage. The evidence
of marginalization, though not explicitly statesl also present. Lorca counted on his
contemporary audience to be aware of the role ohein society. The Novia’s inability to
marry Leonardo is the clearest indication of fenglbordination. Although both women
experience marginality in hegemony, Lorca chodedas on the Novia to prove his point. She
is too financially powerful to marry the man thhedoves, but simultaneously too weak to

override social convention. Despite her wealth anglagement to a suitable husband that cares

% This is one of many examples of the way in whidmen themselves propagate the

appropriateness of male domination of women.
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for her, Lorca places the Novia in a situation vehgne simply cannot win. Instead of offsetting
one another, her marginality and hegemony comlumpegvent her from fulfilling her desires.
Because the audience has long been led to idemtifythe Novia, they are also drawn to
empathize with her untenable position and recogthieesocial norms that caused it.

Although the Novia’s dissatisfaction with her gnods visible in the play, it is not
Lorca’s point of greatest significance. Instea@miphasizing the Novia’s dissatisfaction in her
inability to choose her husband and in the mantibatather has chosen for her, Lorca chose
instead to foreground her forced denial of her Ingrpassion for Leonardo. He believed that
his audience would be moved by the passion ancedatspn of the Novia. He also counted on
the audience’s horizon of expectation to assuretkiey would understand the reason that
prevented the Novia from marrying the man thatdbarly loved. By giving her all of the
trappings that her privileged background entailextca also ensured that his bourgeois audience
would identify with her. This ability to createcharacter that resembles the spectator highlights
W. B. Worthen and Eli Rozik’s differentiation betarea close reading and a performance.
Lorca utilized the ability to physically show hisdience a character that could belong to their
society in order to heighten their level of ideicition and empathy.

As a result of Lorca’s portrayal more of passiloart dissatisfaction, the play reveals
much more subversive aims than its surface seemslittate. On the surface it is a play based
on a real event, which portrays the crime of Nijaa stylized version. This relationship to a
highly-publicized factual incident gave the audiemacframe of reference to understand the play.
Lorca was known as an avant-garde artist, butdnéircued popularity of other playwrights such
as Benavente did not encourage an audience tddomkore than a dramatized rendering of that

actual occurrence. The horizon of expectation elearly established both by popular
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playwrights and by Lorca’s limited previous successhe stage. Lorca pushed the limits of the
spectators’ preconceived notions in such a sukdletivat his audience was likely to leave the
theater perplexed by the sympathy they felt foromman who had acted in such a reproachable
manner.

Lorca shows knowledge of the power of characteistiag in marginality in hegemony
as a tool of subversion by the manner in whichigamizes the play. To the spectator, the

scenes flow naturally; the major characters am@dhiced, either directly or indirectly in their

family groups during the first scenes and themtipgure of families begingf1 Upon further
consideration, it appears peculiar that althoughNbvia is mentioned multiple times in the first
scenes, she does not appear on stage until theagemegotiation.

By presenting the Novia for the first time asraficially secure bride-to-be in a
traditional pre-marriage ritual, Lorca ensures thataudience will identify with her. Butler
mentions the role of ritual and repetition in tbemiation of identity; Lorca proves their
usefulness in establishing audience identificatidhe play depicts the same rituals in which an
audience of the same social class would have yezly Iparticipated. The audience of Lorca’s
day would have been presented with a charactest@aied their mode of dress, their social
class, and many of their traditions. These comnies when united to the Novia’s first
appearance during an important ritual ensuredtbiegamembers of the audience would identify

with this character.

34 The Padre does not appear until the thirddroof the first act, but he also cannot be
considered a major character in the play. Thssgsificant because although he was
undoubtedly the primary influence in the Novia’'®de of a husband, by the time the action of

the play commences, he is preparing to transfecdhéol of his daughter to her husband.
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Strong identification with a character is much enpossible in a theatrical setting than in
a novel or other literary medium. Although it isgsible to identify with the protagonist in any
work, the theater has the advantage of not justrigig®n, but presentation. Novels and poetry
often include context to lead to identificationf e theater supplies that context in a physical
manner. The ability to visually and aurally recizgnelements of their own lives allowed the
audience to recognize commonalties between thairlmes and that of the protagonist, and thus
to identify with her. Even those who could notrtgy with the Novia would be able to
recognize someone of their own social class angagimze with her plight. Written art forms
require the imagination of the receiver to crehteiimage of the character. When physical
senses are invoked, such as in the theater, thesges are readily available and the effect on the
receiver much more profound level. With Lorca’sefal use of images and rituals, the spectator
could not help but identify with the characters.

Once the audience has been led to identify wigh\thvia, Lorca was able to use her
character as a tool of subversion. The audiencddaecognize their lives reflected in the
Novia. Foregrounding the passion for Leonardoexptessing it in such ardent and eloquent

terms made the audience that identified with thidggonist able to understand her desire for an

inappropriate maﬁ‘f5 Though Lorca’s audience could not formally congldnthey would

empathize with her decision to abandon her husbahds empathy with a wrongdoer would

% The effectiveness of the foregrounding of the jpesbetween Leonardo and the Novia
is heavily influenced by the delivery of the dialegby the actors. All actors and directors are
different, consequently all representations of i@ can give a different level of intensity t@th
relationship between Leonardo and the Novia. Nueless, Lorca’s dialogue does much on its

own to display the ardent nature of their desireofte another.

94



lead a spectator to question the societal rulgde¢ldao the unhappiness. Planting the impetus to
guestion deeply-held societal beliefs without dyagtiestioning them in the play is evidence of
Lorca’s talent.

Subversion is also achieved by the very fact thatglay is a tragedy. EXxisting in

marginality in hegemony means that the women atie fom elite and too marginalized to

choose the man they wish to ma?rGy.The protagonist’s happiness is unattainable s Ehi

highly subversive because it suggests that formavoto achieve true happiness, one of two
conditions must be met. She can either be puialtern, so that men of all classes are
acceptable mates, or she can be empowered to ctimospouse she desires. Both of these
conditions went against the very fabric of Lorcadgiety. The bourgeoisie should be the content
class because they have wealth and power. Wonzeridshot desire anyone but whom they are
told to marry by their fathers. In the 1920’s d880’s in Spain, this was how society worked.
To suggest that this could only lead to unhappimebghly subversive and to make it evident
without directly saying it is one of Lorca’s greathievements.

If this were simply viewed from the high classgamonic point of view, the subversion
would not be evident. If they merely concentratacsubaltern or marginalized figures, there
would not be subversion. It is the combinatiorthafse two elements, marginality in hegemony
that allows Lorca to question the social normsisfdociety and subvert them without stepping

outside the acceptable bounds of presentable draim@ugh the use of marginality in

3 Although the Novia is the clearest example of anan who is marrying due to
financial considerations over love, it is not otrye of her. All women in her society that were

financially hegemonic would be faced with many cenns before love in their quest to marry.
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hegemony he was able to critique his primarilyegditidience and their marginalizing tendencies,

all while presenting a play they would happily watc
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The Early Franco Dictatorship

Antonio Buero Vallejo’s La tejedora de suefios

Spain suffered through three years of violentl eiar that ended in a dictatorship that
did more than the war to cripple the spirit of doeintry. Strict censorship prevented artists from
expressing their frustration and disdain for theegament openly, but it did not stop them from
communicating their intended points to their audeenThe strict rules enforced by the
dictatorship forced artists to find a new way toeey their ideas. The result in the theater was
an innovative style that made frequent use of tet fo critique the present. Antonio Buero
Vallejo experimented with style and form, but hrarda during the dictatorship never failed to
leave the audience considering more than that winchbeen openly conveyed.

Buero Vallejo was born in Guadalajara in 1916. wiée, from an early age, very
interested in arts and literature. This artiséisdination was nurtured in the Escuela de Bellas
Artes de San Fernando in Madrid, where his famibved in 1934. Buero Vallejo’s life in
Spain encompassed many periods. He lived thrdugydéclaration of the Second Republic, the
outbreak of civil war, the installation of a diacieghip, a transition, and finally the development
of a democracy. For much of his literary cardee, éntire country of Spain was in a state of
repression. The freedom that was provided to veritethe generation before his was denied to
him and his cohorts. The repression enforced duhe decades of the dictatorship influenced
both Buero Vallejo and an entire generation of $gaartists.

Between the years of 1936 and 1939 the count8pain was in turmoil. The civil war
tore apart families, friendships, and the coungnaavhole. When the war ended, Spain’s
troubles were not at an end. What had been tamdes needed to be reunited. Historians

suggest that approximately 500,000 people diedrasudt of the civil war in Spain. The country
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needed to be rebuilt in many ways. In additioretauilding Spain’s population, it was necessary
to reconstruct many of its physical structures amdhaps most importantly, to reestablish its
national identity.

During the early years of the dictatorship of eiaoo Franco, financial troubles plagued
Spain. The financial reconstruction of his countys a priority for Franco, but so was the

continued happiness of the wealthy upper clas§eseach these ends, and to reestablish the

conquering of the lower classes, Franco chosebltehis country on the backs of the pgg)r.
He did this through the system of autarky. Thedwtimposed by the dictator, while protecting
the economic interests of the élite, simultaneonshrburdened and repressed the working class.
Mike Richards explains how the new economic systamgening the working class, was
expected to function:
The chosen strategy of autarky—in theory, indulstasion through the
exploitation of purely national resources—in pregtpromised a reconciliation of
several demands. It was seen as allowing for tndbigrowth without the need
for a structural reform which would damage existimgrests and coincided with
a desire to confirm the subjugation of the defeatedhe process, Spain’s social
élites would both support and participate in vasifmrms of repression. (174)
The intention to industrialize the country whilefacting the interests of the élite resulted in
slow progress. The shift to an industrialized ¢ouwas slow and painful and the burden was,

as a form of repression, borne disproportionatglyhle working class.

37 Although not all lower class individuals supported communist side of the war, and
vice versa, the nature of the Second Republic ntadere common for the lower classes to

support that side and for the upper classes toostifipe Falange.
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Another of the forms of repression involved inusttialization of Spain was the State’s
control of labor. This control made it possiblestdorce the compulsory re-application for jobs
by workers in industrial areas. Workers that wamnable to prove their allegiance to the new
government, or those that had proven ties to uniamdd be denied their old jobs and either be
in a state of forced unemployment or imprisonméelitius, those who had suffered a defeat in
the Civil War suffered a second defeat in the wiorke.

Defeat was a word that explained the times forymhaming the first years of the
dictatorship. As Richards explains: “Defeat defitiee reality of everyday life for much of the
population. Social control was based upon theidigion and manipulation of the most
fundamental necessities for survival: food and W¢180). There was official ration of food but
it was inadequate. There were “supplementarymatibut their availability was based on
political and behavioral considerations. Thedeaepations were unavailable to certain people
whose suffering was considered appropriate, su¢hnaidies of prisoners or exiled people.

In a time when basic human necessities were istogureand the voices of artists were
being censored, it is understandable that cultwifer®d. One of the cultures that was hit the
hardest by the politics of the new regime was fésnin Feminism had been on the rise prior to
the Civil War. The legal equality and suffrage\pded by the Republic had nurtured the
movement and given many women the opportunity togyate in the workforce and in
political arena. Though, as we have seen, thisléguranted by the law was not necessarily
practiced by the people, it at least afforded woehance to begin to make their voices heard.
Geraldine Scanlon explains what the nationalisiovicat the end of the Civil War meant for the

rights of women:
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La derrota de la Republica en 1939 destruyé todarasza de emancipacion para
la mujer en un futuro préximo. A pesar de susrdifeias politicas, los partidos
gue habian apoyado a la Republica habian incledasten sus programas el
principio de igualdad juridica. Aunque los prejagcde ningin modo habian
desaparecido, la mujer habia logrado un gradoapendencia econémica, legal
y sexual mayor que nunca. Si no habia conseguichpleta igualdad una
victoria republicana le hubiese dado por lo meaasplortunidad de seguir
luchando por ella. (320)
Any headway made toward equality between the sgxesg the Republic was destroyed with
the new laws of the dictatorship. Scanlon notka:rthujer de lanueva Espafia» iba a parecerse,
sorprendentemente, a la mujer de la vieja Espal@agegislacion del nuevo Estado hizo lo
posible por acentuar este parecido” (320). Worhahhad ventured into the public sphere
during the Republic were moved firmly back into tieene. Politics were again considered the
realm of men only. As Helen Graham explains: “Aft839 women were deprived of the very
legal political arena in which to mobilize. Theyutd not even reach the starting line” (114-15).
A firm goal under the new regime was to rebuild tiation, and this required, in the eyes
of the dictator, women to be in the home insteathefworkforce. This need to rebuild the
country prompts John London to comment that thegerat women lying on their backs was an:

“[...] apt image of the role Spanish women were chlipon to play in construction the New

State” (205)3.’8 Laws were established beginning in 1938 to eragrilarge families and make

% The image that London notes is during a 1941 gwticepresentation of the Seccién
Femenina. Hundreds of women lying on their backS@ming the imperial eagle, the national

emblem of Spain.
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it economically possible for these families to makels meet with only one income. A 1946 law
denied this subsidy to men with working wives. talaws in general during the Franco era
concentrated on removing women from the work fanee returning them to the home to rebuild
the population and educate the next generatiopahi@rds. Married women were either
strongly encouraged or compelled to leave theis.joBcanlon explains: “La mayor parte de la
normativa laboral contenia la estipulacién de @qgenhujeres abandonasen su trabajo al casarse.
El nuevo Estado no sélo se preocupaba de libdeamajer proletaria de la esclavitud de la
fabrica; también se preocupd de «liberar» a la magacada de un trabajo prestigioso y
lucrativo” (321). Regardless of her social clashycation, or job, a married Spanish woman was
expected to be in the home, not the workplaceEgtgella Casero explains: “Todos los partidos
e instituciones que derroco a la Republica y encarabgeneral Francisco Franco en la cuspide
del poder coincidian en un punto: ‘el lugar de lganesta en la casa™ (14).

Women did have one obligation outside of the hdeoméng the dictatorship, that of the
Seccién Femenin@g-eminine Section). Pilar Primo de Rivera, ttstesiof José Antonio Primo
de Rivera, the leader of the Falange, led thisroegéion. When the Falange was formed in
1933 women attempted to join but were not allow®@rias mujeres acudieron a inscribirse,
entre ellas Pilar Primo de Rivera, hermana de Aaggnio pero fueron rechazadas con el
argumento de ‘la violencia que rodearia al Movirtoeh . .]” (Casero 15) The Femenine
Section officially began in 1934. The early orgation was essentially the Falange for women,
but it worked to dedicate the efforts of womenf@niinine” pursuits that still helped the
Falangist movement.

After the war when the movement was strong theifi@e Section took on a new role in

society. Instead of assisting soldiers on thetflioes, the women of the Feminine Section
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began to educate and assist other women. Thigpgvas officially put in charge of the
formation of the women of Spain: “Con el fin de gs&r que la realidad social estuviera en
armonia con el concepto de mujer inherente a lsskegonfio la tarea de formar a las mujeres de
Espafia a la Seccion Femenina” (Scanlon 322).
Some women (mostly upper-class) voluntarily joitieel organization, but the goal of the
organization was not just to educate these woniérey wanted to educate all of the women of
Spain. This goal was supported by the governnaasnshown by Scanlon:
El propésito de la Seccién Femenina, sin embarg@ra meramente el de educar
a las muchachas y mujeres que habian ingresadotagamente en la
organizacion y aceptaban su programa; éstas adastiia élite cuya tarea era
adoctrinar al resto de la poblacién femenina. frasensiones de la Seccion
Femenina recibieron la sancion legal por parteededdo. El Decreto de 28 de
diciembre de 1939 hizo asignatura obligatoria paglas las muchachas espafnolas
la ciencia doméstica, confiando su ensefianza edei@ Femenina. La Orden
de 16 de octubre de 1941 unificé las asignaturgsdbaitulo general de Hogar,
gue era obligatoria en todas las escuelas primasasundarias tanto oficiales
como privadas. (326)

In addition to the teaching provided in schoolg, Beminine Section provided training to the

women who chose to work for this group in ordefulé@ll their requisite six months of social

service.

During the dictatorship, the Feminine Section welamental to the return of women to
domestic sphere. In their mission to discreditifesm and convince women to return to their

“mision natural en la vida” they had the supportief government and a general campaign of
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propaganda (Scanlon 329). The step backwards iments rights was evident in the pamphlets,
as they bore a clear resemblance to those of éhegus century: “Los libros y folletos relativos
al papel de la mujer publicados durante los afiasetiia y cincuenta con [sic] casi
indistinguibles de los del siglo XIX. Todos logjas mitos cobraron nueva vida y fueron objeto
de una manoseada retorica” (Scanlon 329). Thevald became once again the only way for
women during the dictatorship.

In addition to repressing the lower class and wgrtiege Franco government also
repressed artistic voices nationwide with the imp@atation of censorship. The censoring of all
media, publications, and presentations was antefeeway to make sure that the country was
only exposed to what the dictator considered apmatgp Franco was very committed to this
form of control over his people and although itsngiency changed throughout the years of the

dictatorship, fluctuating between extremely staiot slightly lax, censorship was never fully

relaxed or eIiminateacf) Such was Franco’s dedication that if censors wageble to make a
determination on some work, he himself would prenvieto determine its acceptability.
Regardless of the many changes in what was all@yaltists of all types had to be aware of the
current policies in order to avoiding mentioningrahibited topic. A theme that was allowable
at one point during the dictatorship could resulinmprisonment in subsequent years. The result

was a radical shift in the art of twentieth-centGpain.

39 For a full an accurate account of all of the clemniiat censorship underwent during
the Franco years, see Javier Tussel’'s accountah$jprring the dictatorship. The citation is as
follows: Tussel, JavierSpain: From Dictatorship to Democracy 1939 to thedent Trans.

Rosemary Clark. Malden: Blackwell. 2007.
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One of the art forms hardest hit by the Franctatiheship was theater. With the
outbreak of civil war, the end of the Republic, dhd installation of Francisco Franco’s
dictatorship in 1939, the production of theateSpain took something of a hiatus. There were
some plays written during the civil war, but thegres mostly propaganda. The lack of new
plays, however, does not mean that theatrical ptasens ceased. Presentations of popular
plays continued and were well-attended, particylerkhe post-war period:

A lo largo del siglo se habia producido cierta digmion del espectador popular

gue caracterizé durante mucho tiempo al teatrpagte por la constante

elevacion de precios, y también por la competeme#el cine habia creado,

sobre todo desde el establecimiento del sonoroo ¢3® no quiere decir que la

gente no acudiera a las taquillas, ni mucho mehbsiquiera durante la Guerra

Civil los niveles de afluencia disminuyeron, y machenos en la posguerra,

periodo en el que el teatro se constituyd en urloglieigares de evasion

preferidos. (César Oliva 2604)
One of the aspects that complicated the produciorew theater was the imposition of
censorship. Beginning in 1936, any play that wattem would have to pass through the
censors. Censors had the power to do much manehtbld back texts: “The censors did not just
cut and suppress texts; they rewrote texts, adoegkts, issued their own texts” (Labanyi 207).
The performing arts, such as theater, suffered ldazdnsorship. Scripts were censored, as were
performances: “In the performing arts, local detegattended dress rehearsals and first nights,
making later spot checks. Their reports took autkeesponse into account when deciding what
was risky” (Labanyi 210). Plays could be held apyears before being allowed to premier and

even then the audiences’ reactions to the perfotesoould give the censors sufficient reason to
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revoke the play’s approval and ban it from the st@gmetimes prohibiting print editions as
well.

Censorship severely limited the ability of authansl playwrights to critique the modern
government as well as comment upon the war thatdwehtly devastated their country. Any
direct mention of the civil war or of censorshipsy@ohibited. Also forbidden were any critical
remarks about the dictatorship and any statembatstiggested that Spain was not the “one,
great and free” country that Franco promised. Tighoa strict managing of published material
and performances and through a total control ofiikdia, the dictatorship was able to present a
vision of a united Spain that had overcome theifad of the early twentieth century and was
returning to the glorious country it had been ia fast.

The old ways that Franco endorsed were evidemiainy arts; they remained popular in
theater at the beginning of the dictatorship. Cestép complicated every aspect of theatrical
production, and the rising popularity of cinemayexsally since the advent of movies with
sound, was lessening the audiences. Accordingstmeey in 1952, Jacinto Benavente was still
the preferred playwright of the time. The samesyishowed that one of the main priorities for
the bettering of the floundering Spanish theates ingrovement of subjects.

The avant-garde movement that had begun to floumi$Spain in the early 1930’s could
not continue in the dictatorship. Lorca’s assadsm in 1936 was a blow to the movement, as
he had produced avant-garde works and supportaddkiement. Franco’s repression of all
that was considered revolutionary, even in the artsle the continuation of the movement
impossible. The traditional and comfortable pla8enavente’s generation were venerated by

the new regime, pushing the style of realism to enodvriters.
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Beginning in the 1940’s a new generation of weat@mong which Antonio Buero
Vallejo (1916-2000), Alfonso Sastre and Lauro Olstend out, began to write realist drama.
Instead of using the theater as a means of meigthadting the people, as earlier generations
had done, these playwrights began to use it asdaumeo reflect the social reality of the time.
This type of drama was a much an ethics as drarsigtie, as explained by Javier Huerta Calvo:

A partir de los afios cuarenta, como respuestacantexto historico de depresiéon
econdémica y social, se replantea la necesidad @@aitica de caracter realista
opuesta a un teatro de evasion que se debatid@ntgéneros comicos y liricos y
la alta comedia de ambiente burgués. Al igualejuesto de las artes, la escena
manifiesta una necesidad de acercamiento a lalagladiocial inmediata, dando
entrada a personajes y tematicas desconocidos difiaa de la Guerra Civil.
Esta vocacion realista, origen del realismo deecsirhbdlico de Buero Vallejo o
el costumbrismo social de la generacion postegiarluciond durante los afios
sesenta hacia posturas mas complejas. Fue entamtesa creciente diversidad
de posturas, cuando el realismo empezé a desvelarse una posicién ética
antes que formal, una actitud de desenmascaranyi@®onuncia social, pero que,
sin embargo, en si misma no llegaba a definir wédiga concreta. (2648-49)
Though the realists may not have had a definedgsp¢hey did begin to change the face of
Spanish drama. The arrival in Spain of the theat@&ertolt Brecht in the 1960’s gave further
impulse to this type of theater which began to ggeater popularity, in part due to the
increasing popularity and success of the dram#@stdnio Buero Vallejo.
Buero Vallejo was one of the most productive drastsin postwar Spain. In all, he

wrote over twenty-five plays during his career.s ihiemes are consistent and serious but his
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technique has been a source of constant experitreamtaddis theatrical styles range from more
traditional plays to those that directly addresthaudiencel] tragaluz 1967), and others that
involve the technique of immersion where the auckegxperiences what the characters
experience, such as blindness or deafriesdd ardiente oscurida(ll946) ancEl suefio de la
razon(1970)). Gwynne Edwards explains how Buero Valtzjgated a new type of theater that
was not just Spanish but European: “[. . .] Buerdl&jo has fashioned a post-war theatre that
has restored to the Spanish stage a note of trieeiseess and dignity and simultaneously
invested it with a truly European dimension” (172).

Unlike many of the playwrights of his day, Bueraldjo confronted his audience with
the moral and social problems that were faced by #ociety. He did not use theater as a form
of evasion of reality. As much as society wasmapartant topic for him, however, the ultimate
issue was not societal problems but hmopledealt with them. Humans were his primary
subject of interest: “The here and now of the ditaerection consistently opens out to reveal that
Buero’s real concern is man himself, in relatiothbio his social problems and his ultimate
destiny. The issues of his plays are, in shooséfthat have preoccupied truly serious dramatists
throughout the ages” (Edwards 173).

The play that will be our primary subject of concdoes not deal with man and his
ultimate destiny, but a woman, and her destinylL drtiejedora de suei@$952) Buero Vallejo
takes up the myth of Ulysses. The use of Hellamyths was popular during this era, as a
method of critiquing modern society without mentranit directly. Buero Vallejo himself
explained why such myths were still very relevanhis modern spectators:

Seria innecesario hablar aqui de la plena justificaque puede asistirle a un

dramaturgo de hoy para escribir obras basadassenitos helénicos, si no fuese
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porque muchas personas suelen entender que, cuarsdor pone en escena
gentes vestida con otros trajes que los nuesteog,élto la espalda a los
problemas de su tiempo. Pero nadie puede, aungekagdejar de tratar de los
problemas de su tiempo; y, desde luego, no fuenégatencion. Sila expresé a
través del mito de Penélope en lugar de escrilliiskaria de cualquier mujer de
nuestros dias que tenga al marido en un frentedate ] fue porque ese mito

ejemplariza a tales historias con una intensidaddm@da por los siglos, y porque

las seguira representando en el futuro mejor qakguiera de ellag'.0 (Buero
Vallejo 75)
Buero Vallejo used the myth to portray the presgnemploying the past. He provides another
version of this myth, presenting another possibfir what may have occurred. By doing this
he proves that what Aristotle said about poets @misoholds true for playwrights. As Elizabeth
Rogers explains:
In La tejedora de suefio®t only has Buero offered a reinterpretationhef t
myth, but also he has exposed to us another plaugdlity. Aristotle has stated
that the poet should depict not what has happeuaedtibat might have happened
according to probability and necessity. By shdtims dramatic focus, Buero
brings a new view to the Ulysses myth. (Archetyp48)
The particular new view presented by Buero VallsjBenelope’s side of the myth of Ulysses.

She is presented in this work, while not the faithfife that the myth describes, as still a decent

“? This edition ofLa tejedora de suefids only used here. All other citationslaf

tejedora de suefiaome from the Iglesias Feijoo edition.
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woman, in contrast to a less than heroic husbawdile describing the general tendency to

demy‘[hify41 heroes in postwar myths, Maria Francisca Vilchgdagns:
Los autores presentan asi la cara oculta de lasibsy sentimientos de los
personajes, aquello que no ha sido impreso endstridta, pero que pudo o debid
ocurrir en la realidad, aquello que pone de relleggaices humanas de los
héroes, sus valores positivos y negativos, enitigfinsu Humanidad asumida.
De esta manera, Penélope no aparece como unafraljesumisa, sino como un
ser abandonado en plena juventud. Ulises se at@ée un hombre cansado,
egoista, cruel y ambicioso. (84-85)

Just as those whom the government proclaimed aemmderoes, the heroes of old could be

shown to not merit their heroic status.

The use of myths or historical dramas was alsoveepful tool to critique government
and society without the open criticism that woudd be approved by the censors. It is for this
reason that reception theory is paramount in utaedgng the theater of the Franco dictatorship.
Playwrights knew that the people that comprised theended Spanish audience had passed
through the civil war, but not necessarily on tame side. Regardless of affiliations to red or

blue, the collective psyche of Spain held the soatke war that tore the country in two.

1 Although the word “demythify” does not exist iretEnglish language, the closest
translation of “desmitificar” is demystify, whiclods not adequately relate the idea of the
destruction of a myth. Thus, | have chosen heres&a word which does not technically exist in
the English language, but has been used by othieorsunotably Phyllis Zatlin in reference to

Anillos para una damawho also find “demystify” to be inadequate.
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Censorship prevented playwrights from directly naming the war in their works, but the civil
war was so much a part of the lives of the audi¢ghaemention of any conflict between
conservative and liberal or right and left, anysblaf the colors red and blue, and any mention of
a war would evoke the memories that the playwrsghight to foreground in the spectators’
minds.

The stage was ideal for commenting on the civil arad the dictatorship without directly

mentioning either one. Costumes could show opgostors. Actors could enter the stage

from opposite sides, one from the right and theotiom the Ieftéj'2 Ancient wars, both
mythical and real could be mentioned. All of thésghniques allowed playwrights to present
the conflict without fear of censorship. lla tejedora de sueiidee mention of the Trojan War,

although clearly unrelated to the political foundas of the Spanish civil war, was sufficient to

43
lead the spectator to be alert to parallels betvieenvars, the characters, and the aftermath.

“21n Buero Vallejo’sHistoria de una escaleravo actors enter into a disagreement that
argues progress from both a liberal and consemaibint of view. This argument, that
originally explicitly argued from the right and tgfoints of view, was edited by the censors. To
keep his intentions clear, Buero Vallejo addedestdigections that called for the actors
portraying Fernando and Urbano to enter from ogpasdes of the stage, the conservative
Urbano from the right and the liberal Fernando frtbwa left. The set of this drama did not allow
such entrances, but made the implications of thgwariight clear to any who read the play in
print form.

3 Although playwrights could consciously use thesghnhiques to evoke specific

memories in the audience, they had to tread difiee Spot checks were made by the censors

110



The use of well-known myths simplified the creataf parallels by the exploitation of
what Jauss calls the” horizon of expectation.” Pphesentation of a myth and of characters
whose general attributes were known to the audiensared a specific horizon of expectation in
the spectators. That horizon of expectation ctedd the audience to a comparison with
previous and current social/governmental situatidbgero Vallejo’'s most celebrated example
of this is the playl suefio de la raz6n.This play presents a version of the life of Franoi
Goya. Fernando thé"7the king of Spain during Goya’'s life, is presehie such a way as to
make the parallels between the despotic king amdulrent dictator clear to the spectator. Such
parallels would have been clear to the censors bigdhey could not condemn the play for
criticizing the dictatorship without admitting thiatanco’s regime was like that of a despotic
tyrant. The other manner in which Buero Vallejesthe clearly defined horizon of expectation
is to tear down heroes. Because his audience vesdg familiar with the myth of Ulysses,
Buero Vallejo did not have to first establish adgure and then destroy that character. By
using a clearly established mythical figure, theypiright could compare him to a well-known
war hero (Franco) and then concentrate on his gooiat without having to deviate from that
focus to frame the character of her husband.

Although certain attention is given to Ulyssesopider to show him as less than the hero
portrayed by the myth, Penélope is, without a dotliat protagonist of the play. In order to
show a very different heroine than that of theitradal myth, it was necessary for Buero
Vallejo to devote his artistic development to hiearacter almost exclusively. This Penélope, so

different from that of Homer, resulted in criticisshthe play by some at its premiere. Critics

during the length of the performance, and if thdi@uoce’s reaction to the parallels drawn was

too strong, future performances of the play coddtopped.
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from the publication¥aandABCreproached Buero Vallejo for having deviated saimiiom

Homer’s Penelope. The traditional wife of the hemas surely, in the eyes of modern society (or

at least the society that the dictatorship wadtifngjto create), a more appropriate Wéhé'e.

Homer’s Penelope lives for her husband and his h@solride Lamartin-Lens notes: Part of the
reason that Ulysses can «have it all» is the ingpbmole that Penelope plays in his life. The
Homeric heroine was a woman whose unquestionajpédtjoto her husband and kingdom could
only be equaled by her intelligence and astuteatdsceiving her pretentious suitors” (31).
Although Buero Vallejo’s Penélope is still intekigt and astute with regard to her suitors, she is
more loyal to her dreams than self-sacrificing.isTiotion defies the image of a woman’s proper
role in Franco’s society.

In addition to the criticism that the play recal\a its premiere, some positive reviews
were received. Although the occasional critic gévave reviews, it is regarded by those who
study Buero Vallejo as inferior to his greatest kgor Although it shows neither his greatest level
of social or historical realism, nor the heighthf stylistic experimentation, it does display with
clarity his thoughts about what he called “la mejotad del género humano.” Because of his
attention to a female protagonist and queen assmpeand not just the wife of a herolia
tejedora de suefidBduero Vallejo presented an ideal work for the gtafimarginality in
hegemony.

Penélope showcases strength and power throudmptdy, even though she cannot, as

Maria Jesus Franco Duran notes, take control ofifegi67). She manages her kingdom and her

“ 1t is important to remember that the dictatorstompletely controlled the press and
thus reviews were likely to present a conservatimat of view, whether or not the review truly

supported that perspective.
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servants while maintaining her suitors, if not eiyi at bay, at least at a respectable distance.
She accepts the death of her husband and hadaoiffes challenge of ruling over Ithaca without
a king by her side. She has found what she treyrds and shows the patience and cleverness
to continue to deceive her suitors until that cesan be fulfilled. Although she wants a man,
and is not reluctant to remarry, if she is ablentrry Anfino, she proves throughout the play that
she does not need a man. She is fully able to teycherself.

Penélope is not just a strong woman, but a wealti®yas well. Although it is true that
due to her maneuvering her kingdom is near ruia,isistill a valuable perspective spouse. Any
suitor that she chooses to marry would be eleviat¢ioe status of king. Her twenty-year delay
and the destruction of her kingdom’s wealth havenbsufficient to cause most of her suitors to
abandon their pursuit of her. Nonetheless, fiveossiremain. For four of those suitors, the
prospect of having the title of king is more imp@ort to them than the financial status of their
land. The humble position of the fifth suitor, Axd, would gain the most by a marriage to the
gueen, yet he is the only suitor that is not segkamk or riches.

Penélope clearly understands that it is not hdrhbr ability make a man a wealthy
monarch that draws her suitors to her. In theygggars of her husband’s absence, her beauty
would have also been a draw, but twenty years pageed since her husband left and she is no
longer a young and beautiful queen. Because stierstands the motivations of her suitors, she
also knows how best to rid herself of them. Heapan is patience. By simply biding her time,
weaving by day and unweaving by night she is ablese some suitors to their impatience.
Also, the longer suitors remain, the more the asseher kingdom are drained to provide for

them. If she continues to be patient, her kingaaleventually fall to rack and ruin and will
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not be worth possessing, even to a suitor who e@esnostly rank, not fortune. It is this virtue of
patience that makes Buero Vallejo’s Penélope messtmble her Homeric namesake.

Penélope’s strength, riches, astuteness, anchpatgve her power over her suitors. She
is able to force them to either wait for her to matimem the new king of an increasingly less
impressive kingdom, or abandon their hope of bengrher husband. The project that she has
set herself to weave, the burial shroud for Lagrteso appropriate a work for a woman and for
such a noble cause that her prolonged and contweasing cannot be questioned. Her wisdom
is also visible in the choice of Laertes. The utadeng of such a task for someone less noble,
no matter how gender-appropriate the task of wepyvimould be insufficient to cause the delay
Penélope needs to achieve her goals. She usasth&gness to keep from making a decision,
waiting for the last of her suitors to give up deave Ithaca.

Although her astute mind and her patience givepberer over her suitors, Penélope
recognizes that they are the only powers that aseahd that her strength is insufficient to
protect the suitor she wants if she chooses hifthoAgh each suitor claims he would leave
peacefully if Penélope were to choose anothersabpects that they would not give up so
easily. These final suitors have waited decadekdg and thus are not likely to step away
without a fight. When they pressure her to makle@sion, she proves her theories correct:

LEOCRITO. Debes elegir.

PENELOPE. ¢Ahora?

ANTINOO. Si. Ahora.

(Penélope se adelanta mirandolos. Su expresion icamlta desesperacion se
une un cierto gesto de intriga.

PENELOPE. ¢Y qué haran los rechazados?
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ANTINOO. Marcharse. Galleando) Si, por ejemplo, me eliges a mi. . .
PISANDRO. ¢Eh? Poco a poco.
LEOCRITO. jGuarda tu lengual!
PENELOPE. I(enta). Estoy pensando que si; que, tal vez, te eteagiti,
Antinoo. ANTINOO se esponja, petulante. Los demas pretetedi@aguzan los
oidos y se acercan.Pero, jmiralos! Ya los conoces: nada buenmdisas
caras. No estoy segura de que. . . te perdomaiseleccion. l(os pretendientes
se miran y se agrupan instintivamente, dejando &IADO aislado frente a
PENELOPE) Acaso te matarian. (169)
The initial desperation of Penélope proves thatkstoavs that her power over the suitors is
tenuous. The response of the suitors to a poss#tdetion on her part proves that she is right in
waiting for all of them to leave before choosingfidn as her husband.

Penélope’s power over her suitors is fragile,Hmrtpower in other matters is far more
absolute. She does not require the presence ¢iuseand to run Ithaca. She is consulted by the
servants on all of the issues of importance ang doéneed to solicit male input to make
decisions regarding her kingdom. She exerts tatadrol over her slaves and all of the servants
of the household. In the absence of her husb&redhas assumed control. The twenty years of
his absence have given her ample time to develophe competent, capable queen that Buero
Vallejo portrays.

Although the absence of Ulises has forced Penédtogevelop into a leader, Buero
Vallejo also makes it clear that she has long tiiéber own destiny. The management of
Ithaca is only a more visible means of identifylrey strength. A conversation that she holds

with Anfino proves that she was a formidable worhafore she became the wife of the
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renowned hero, and that Ulises owes some of hisesgdo her. The debt that Ulises owes to his
wife is revealed when the suitors look for an otijecway for Penélope to choose a new
husband.

When her suitors decide to choose her second hdsbhdhe same way that her first was
chosen, Ulises’ bow is to be the deciding toolléfeco, eager to prove that no suitor can fill
the role of his father, thinks the use of the bawezacellent way to discourage his mother’s
election of another man: “jEl arco de mi padrelo ppodréis con él, nadie puede tenderlo! jEl
solo es fuerte como un roble entero! (171) Despélémaco’s insistence on the bow as a proof
of his father’s strength, there is a trick to dnagvthe bow. Penélope knows it and tries to show
to Anfino. In the process, she reveals how thelt became known to Ulises. She says to
Anfino: “Este arco se tiende de un modo especialimé&o hay que tirar suave, y luego... el
envite. Pero la mano debe ponerse aqui, algo b#s del centro..., y ademas... iOh, no lo
recuerdo! Yo misma se lo dije a Ulises para queyarase con él, y lo he olvidado.
iEnvejezco!” (176)

By admitting that it was not the strength of Usidmut her own knowledge that led to the
victory of Ulises and the subsequent marriage, Beréhows her unwillingness to submit to
destiny. Itis in this, perhaps, that she difi@isst from Homer’s Penelope. She does not rely on
the gods and fate to determine the course of feer Buero Vallejo’s Penélope chose Ulises as
the man she wanted and did what was necessaryi@vadhat outcome. She does the same
with Anfino. This revelation proves that Penélagpgieatest strength is not her wealth or title,
but her willingness to create her own destiny.

Despite all of her strengths, Penélope is a woraad, her sex determines her

possibilities. She cannot choose the mate thatvsimés and move on with her life. Although
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the choice of her husband presumably belongs talmereality of the situation prohibits her
from choosing Anfino. Her only possibilities foctaeving her goals include delaying her
decision by doing work that is considered apprdpriar her sex. Gender-appropriate tasks
must serve to meet her goals, because her sexndbalow her to achieve them in a different
fashion.

Penélope’s sex makes weaving necessary; and daigimg provides a compelling
example of repetition. Penélope’s predominantigtithe focus of her life takes place at the
loom. Every day she labors over the same secfittredburial shroud, creating and destroying.
Penélopes life contains multiple levels of repetiti Not only does she dedicate herself the same
activity every day, she repeats the very sameigctiay after day, night after night. Just as
Homer’s Penelope is known for weaving by day andeaving by night, Buero Vallejo’s
Penélope does the same with her days and nights si&nds twenty years working over the
same section of her loom.

This repetition and ritual of weaving and unwegwvimeates the protagonists identity.
Penélope the weaver, not the queen, not the higgaistive widow, not Telémaco’s mother,
informs the title of the play. Her continual prese at the loom is a necessity to fulfill her
dreams, but the fact remains that weaving is nobhly option. By choosing to weave and bide
her time, Penélope displays her true identity. |gvéorms work appropriate to her sex, but
more importantly she embodies patience and virilWeaving and unweaving prove these
characteristics to be core of Penélope’s idenitiioosing to weave and unweave instead of
choosing a new husband reveals something more.

Penélope’s daily and nightly work reveals that stiing more lies beneath the identity

that Penélope shows openly. She has long accteatkath of her husband. Even when she
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asks Euriclea if Ulises will return, she sadly stmker head no, even before hearing the
nursemaid’s reply (142). Penélope believes hebdns dead, so choosing an appropriate suitor
and marrying would be an easy decision. Nonethetdge chooses a harder and lengthier course
with the potential to lead to eventual happineBenélope does not weave her dreams; she
weaves because she has dreams. Her repetitiomywhich she will not break to take a new
husband, shows a woman with the unfailing detertidndo create her own identity. That
identity is not that of a weaver, a queen, a henofg, or a mother. She creates the identity of a
woman who loves and is loved, and an individual \whbesesses the immense strength required
to make her dreams a reality.

Despite the strength of Penélope, emphasized byoBwallejo throughout the play, she
is a woman and her power is incomplete. Bueroéy@llioes not concentrate on the role of
women in ancient Greece, but limits Penélope’sipdsies to those allowable to women in his
own, modern society. She is not weak, but nohésas formidable as a man. The societal role
of women, as promoted by the Franco dictatorshgs based on what Kaja Silverman calls the
dominant fiction. This dominant fiction relies tre fundamental unit of the family and the
legitimacy of the male subject as the head of #imeilfy. Strong women such as Penélope that
survive and thrive without their husbands defyittea of the dominant fiction and the
importance of the male subject as the head ofahmly. Although Franco’s society did not have
a defined role for this type of women, it did hawées that applied to all women.

Penélope’s role has certain responsibilities shatis called upon to uphold, even in the
apparent death of her husband. Although Buerdrieakto change the figure of Penelope to that
of a more capable, independent woman, some oh#ezurity in the ability of women is still

evident in her character. Just as she still ughtbld figure of her heroic husband, she also
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continues to espouse various patriarchal codesigiBpestill acts and reacts according to

certain patriarchal codes of behavior that dividéitees according to sex” (“Myth”, Lamartina-
Lens 32). These actions and reactions are thé médRenélope’s sex when applied to the social
apparatus of her society. The society in whichlsteel allowed two gender roles for women:
those of a submissive wife and mother. Becauséssimeable to submit to an absent husband,
she cannot fulfill those roles. However, becahgesbcial apparatus does not allow for someone
of her sex to rule over a family, her attemptsve bn her own terms and rule her own life must
necessarily end in failure. She is unable to attigeek out what she wants and must passively
wait for men to make her desires possible.

The patriarchal codes that govern the actions néPge have an impact on more than
just her. As Rubin explains, the absence of P@e&dusband does not mean that the phallus
transfers to her. Her sex makes it impossibléé&rto possess the phallus. Her son, however,
having received the phallus from his father, beghimself to have power over his mother by
virtue of his sex alone. Throughout the play, Bu¢allejo makes a point of showing Telémaco
as unworthy of that power. During the test wite bow, when Telémaco claims to be regulating
the challenge, Penélope proves that he does nethewespect. Ella dice: “Tu no puedes
regular nada. Tu eres un nifio” (184). In othements, Anfino has to defend him from the
other suitors. Telémaco provokes all of the ssijtorcluding Anfino, and at one point, the two
are fighting with swords on the patio. Althoughfiwo has stepped up to defend Telémaco

against the others, and, for his love of Penélgserto desire to kill her son, Telémaco calls him

45 : , .
a coward.  In the struggle between Anfino and Telémacoatiher suitors support the boy, but

> Although Anfino is, in fact, backing away from tfight with Telémaco, he is not a

coward. When Ulises returns and begins to killghigors, Anfino is the only one who does not
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only because if he were to win it would eliminatemf the suitors. In general, Telémaco is
presented as a child, angry and petulant becaadather is not there to be head of the
household and he is unable to control the circunecgts that allow men to compete over his
mother.

Although his mother is more powerful than him doeank and age, Telémaco’s sex

legitimizes his claim to authority in modern so;ziéiS He is less powerful than his mother’s
suitors, but he feels himself stronger than any a@mBecause he possesses the phallus, he
believes that the decision of whom his mother midlrry must ultimately be approved by him.
He takes for granted that he has the power toldvggdotential husbands and to veto his
mother’s decision if he feels it necessary. Fdéiaco, the power to “give away the bride”
belongs to him. This also illustrates Rubin’s p@hbout men having rights in women that
women do not have in themselves. Penélope istatigent and capable woman, but her sex
prevents her from choosing one man without the@grof another. Ulises was approved by
her father to enter into the challenge to win hed now her son seeks to perform the same
approval process that was undertaken by his gridretfdecades earlier.

Although he is younger and less powerful than Reelassuming the phallus allows
Telémaco to at least attempt to take control ofindgher’s life. Until the return of his father, he
must fill the role as the male head of the famitis assumed authority is most evident when, at

one moment, while raging at Anfino he says: “¢ Caaneces te he dicho que no quiero que me

flee, proving that it is respect and love for Pepél not cowardice that makes him run from a
fight with Telémaco.
% As mentioned, modern society here does not inelitat society of ancient Greece, but

that of Spain during the dictatorship.
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defiendas? Sé lo que pretendes con eso. jPpmmtgue antes daria mi madre a cualquiera de
estos bandidos que a ti!” (132-33) As much agmeko despises all of his mother’s suitors and
is confident that is father is still alive, he cmless Anfino the most unacceptable of the potential
husbands to the queen of Ithaca. By assuminghthags the right to control whom his mother
marries, Telémaco proves that he has assumed #tlesh

Telélmaco’s dismissal of Anfino as a potential fargihfor his mother is not based on
Anfino’s merit as a man, but on his social cladsfino, unlike the other suitors, is not wealthy.
He is a vassal of Ulises. Ulises and Anfino'siéatwere close friends, and although society
allowed a friendship between two people of veryincs social classes, a marriage between two
people of such disparate social standings wasanstidered an acceptable practice. In addition
to proving that he has assumed the phallus, Telématatement to Anfino attests that for
Penélope to marry someone who is not of an eghaily class is unacceptable.

Penélope possesses many strengths, but thererie secial norms that she is not able
to disregard. She is able to manage her servadts\gen exercise certain control over the
behavior of her suitors. Just as the women duheglictatorship, however, she is not able to
completely disregard the role constraints placeshugomen. Rogers explains:

Yet it is this official version of History (withstcapital H) which sets the
standards of behavior and thus becomes the basieddefinition in society, as
much in the past as in the present. Through toad#nd repetition it determines
what is expected of a woman: what limits are plamethe woman in assuming
the role; how the roles are determined by politieabnomic, and social motives;
and to what extent a woman may deviate from thigiasd role. (“Constraints”

311)
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Penélope is strong, but society has standardshaiviie for her sex, and she cannot depart from
those entirely. Franco made it clear that a wobedanged in the home, submitting to the will
of her husband.

Penélope had to submit to more than the rolevadrman in society, she also had to fulfill
the role of the wife of Ulises, the hero. ElizdbBogers explains what is expected of the wife of
a hero and what will come of trying to leave traer

The role of the wife of a hero comprises total loyaespect, purity, and high
morality, obedience, undaunting support, admiratsamvice, passivity, and the
security ofhis honor anchisimage as a loving husband, a responsible father, a
a heroic warrior and just ruler. Should the wit# adjust her personal needs to
this role, and should she refuse to lose her delftity in assuming this role, she
condemns herself to a futile struggle for selfifinfent. (“Constraints” 312)
Penélope must, above all, be faithful. The sedfifiaing, unswerving, loyalty and commitment,
however, are not required of her husband. Homdlysses spends ample time with Nausicaa in

Phaeacia, and although the myth does not implyraateelationship between the two, it is also

apparent that Ulysses does not suffer in his tmteer kingdomﬂf7 The burden of upholding the
image of the hero rests on his wife, weighing dé&emélope with double yoke. She must bear
the weight of her sex and of her husband'’s stafine spectator is led to see this difficulty for
Penélope, because she is portrayed as less thaicatyt‘EnLa tejedora de suefidduero

humaniza a Penélope, la esposa fiel del poemarimmér’a no es una figura mitica, sino una

7 Although Homer does not imply that Ulysses andsizaa engage in a sexual
relationship, Antonio Gala’s version of the mytRog qué corres, Ulise§2974) presents the

two as lovers from the moment that Ulises stagtgestiore from his wrecked ship.
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mujer de muchas y variadas dimensiones, que inglayggtos defectos humanos” (Harris 250).
By presenting a humanized heroine, Buero Vallefmanages identification with Penélope and
outrage at what is expected of her but not recgtext by her husband.
The identification with Penélope is troublesome;duse her perspective is not the only
one presented in the work. Carolyn Harris explains
La estructura dramatica de la pieza hace que etesgor se identifique con el
punto de vista masculino dominante, que se corssigi@rversal. Pero a la vez se
identifica con Penélope y su lucha personal pooimep sus [sic] propia vision y
sus suefios de un mundo mejor. El espectador, Beméope misma, se
identifica en contra de si mismo porque se ve alligcomo ella a aceptar la
perspectiva masculina de los eventos. (250)
By showing two points of view and encouraging al ddentification in his spectators, Buero
Vallejo is able to show the difficulties experieddgy women in his modern society. The
dictatorship raised generations of women to acteptiominant, masculine perspective. When
the deeply ingrained masculine point of view wagligd by women to their own goals and
dreams, the resulting cognitive dissonance badlittieir aspirations. This made the realization
of their dreams nearly impossible.
When the dominant male perspective that creagesdbial apparatus is applied to
Penélope, the end result is her inability to findifment due to her sex. A grown man would

not have to stand for suitors in his home, slowlining his kingdom by abusing his
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hospitality.48 As a woman, Penélope has no choice. Her sexsitatemarginal to the desires
and needs of men. Society assigns her a lessgemurmequal to a man, even when she is required
to fill her absent husband’s role as the head @hibusehold. As Kaja Silverman notes: “[...]
our ‘dominant fiction’ or ideological ‘reality’ salits our faith above all else in the unity of the
family, and the adequacy of the male subject” (18he absence of that male subject forces
Penélope to defy the dominant fiction, without pineper tools. Harris notes: “Los personajes
femeninos de Buero se han visto limitados por pepgue les impone la sociedad” (247). The
society that Franco designed during the dictatpritrniced women to the margin to be
subordinate to men and to serve the needs of theadbefore their own. Ranajit Guha identifies

gender as one of the groups that can experiencaiti@dination that he defines as

subalternityA.'9 Penélope’s sex, and the gender role societyrassigher because of it, makes
her a subaltern figure.

Due to her hegemonic social class and her maigatain due to sex, Penélope exists in
marginality in hegemony. This state of being pregsédier from achieving her dreams of a
relationship with Anfino. For her, marginalityasdouble-edged sword. Her high social class
makes her too powerful to marry a servant suchrdsé. This power, however, is insufficient.

Her power comes from her social class, not socittleaves her unable to overcome societal

“8 Note that this is only true ofgrownman, as Telémaco, as previously mentioned, is
unable to rid his home of his mother’s suitorsised, however, has no trouble killing all of them
upon his return home.

9 Guha uses the word gender in his description@stibaltern. Following gender theory
and the differing definitions of sex and gendewatuld be more appropriate to signal that people

are subordinated due to sex, not gender.
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prejudice and marry a man of a lower class. Hetemce in marginality in hegemony makes
her simultaneously form part of the elite and trergmalized without fully belonging to either
group. If she were merely marginalized, a marri@g&nfino would not be problematic because
they would be equals. Conversely, if she wereaafitly powerful to live by her own rules and
desires, she would be free to marry any man tretiskired. Penélope straddles the two
situations, too powerful to marry a weak man, awweak to overcome the societal rules
established by men.

Her position of marginality in hegemony prevengm@ope from achieving happiness,
but also is the impetus to her final rebellion agaher society’s restrictions. For her, the
wrongs of society take physical form in her husbaRather than lash out at the social codes
that prevent her from marrying Anfino, she rageslaes. When Ulises returns and makes his
presence known to the suitors, they run, awarehthdtas the right and the will to kill them.
Initially, Penélope is glad of his return, encoungghim to kill the suitors and urging him on
once he begins. However, once he kills Anfino, as@ result, Penélope’s dreams of love, she
finds the strength to let loose her anger at a thatr as society decrees, has the right to be:there

PENELOPE. Callate! Ahora debo hablar yo. [si ti me hubieses ofrecido
con sencillez y valor tus canas ennoblecidas gguérra y los azares, jtal vez!
Yo habria reaccionado a tiempo. Hubieras sid@sampde todo, el hombre de
corazon con quien toda mujer suefia. . . El Uksesquien yo sofié ahi, los
primeros afios. . . jY no este astuto patan, hij@d¢temeroso que se me

presenta como un viejo ruin para acabar de desteuioda ilusién posible! (202)

Ulises’ return and subsequent assassination ohardestroys Penélope’s chance for happiness.

Her anger at Ulises is not the warm welcome tHahg-absent husband may have expected, but
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nor is it rebellious. It is that anger, howevégttfuels her next reply in the conversation with
her husband. Instead of accepting her husbandegunching to the role of his subservient wife,

as her sex would demand, she ridicules their ngeria

Yo habria vuelto a encontrar en ti, de golpe, ahli@ de mis suefios. Pero, jqué!
Ta no lo eras; no podias serlo, ni aun admirdndooneu astucia, ni aun
barriéndome el palacio de pretendientes. Y erdsitiblamente, quien ha
perdido la partida. [...] Y ahora te queda tu mué&ra los ojos de todos; pero
teniéndome no tienes ya nada, ¢ me oyes? jNadg! Ina apariencia; una
risible. . . cascara de matrimonio te queda. y®§ el culpable! Tu, por no
hablar a tiempo, por no haber sido valiente nufi@adetesto. (203)
Rather than remain with a wife who despises hingddlinvents a pilgrimage that will take him
from home. Penélope bids him to go, openly defyiaggender role.

Penélope refuses to return to the role of a falitfid subservient wife, and by allowing
her to continue in a role that society deems inayppate, Buero Vallejo refashions Homer’s
ideal woman into source of subversion. In Fran&pain, a woman whose husband returned
from the war should be elated to be able to resuen@ppropriate place in the home. With the
male returned as the head of the household, thigyfaould again be the place of balance that
the dominant fiction requires. The choice to befa to Ulises only in appearance allows
Penélope to triumph over the role society assigns fhis win, however, is empty because it
does not grant her happiness. Penélope’s inabilifnd happiness in the presence or absence
of her husband showcases the difficult positiowlnch society placed women. At every turn, a

woman’s attempt at happiness is thwarted by memaudience that had been led to identify
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with Penélope would not leave the theater questgpnihy Penélope refused Ulises, but why she
was denied Anfino.

The subversion in Buero Vallejo’s work is much mopvert than that of Lorca’s works.
Buero Vallejo did not have the advantage that Lalideof a society that was allowed to question
gender and societal roles. Censorship preventedtaluring the dictatorship from being too
openly subversive. Playwrights had to walk a fine in order to criticize covertly. Open
condemnation of the dictatorship or mention of didden theme could have negative
consequences beyond a banned performance. Foedsian, although clearly a more feminist
version of the traditional myth of Ulyssés tejedora de suefias not openly subversive. This
does not mean, however, that it lacks subversion.

The interplay of three major points creates theeha the subversive characteiLaf
tejedora de suefioghe deviation from the traditional myth, and th&es of Penélope and
Ulises. The traditional myth presented the sanagatdters as the play, but in a very different
manner. Homer’s version presented the daring ddvenof a hero and mentioned the
cunningness of a wife that awaited him. No corsitien is given to Penélope’s years of
solitude, other than to praise her for her faithégs to her absent husband. By presenting the
female point of view, Buero Vallejo changes thererfocus of the myth. He shows that there
is more to enduring the twenty-year absence ofsbdmd than merely faithfully awaiting his
return while deceiving some dedicated suitors. fitesentation of Ulises’ journeys and exploits
is missing entirely, and the focus is shifted te #iosence and its effects on his home. Buero
Vallejo omits everything before Ulises’ return hgmempletely deemphasizing the heroic
escapades. By showing what might have happensoha¢ while Ulises was away, and by

suggesting an alternative for what precipitatedsksond absence, Buero Vallejo deviates from
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the Homeric myth and underscores that what isticadilly held to be true is only one version of
the story. This variation on the well-known mytitiqued the dictatorship by bringing to light
that the government’s official version of eventsitbea many other (more likely) possibilities.

The second point of subversion is the charact®eo€lope, who subverts the traditional
role of women assigned by the dictatorship. Tlatlorship moved women firmly back into the
home and under the rule of either fathers or hushaiVomen were presented as weak, and in
need of the protection of men. During Franco’smeg women were not allowed to leave the
home of their fathers without permission until thegned twenty-five, despite coming of age at
twenty-three. Marriage was the primary reasoratmndoning the paternal home before the age
of twenty-five. In the event of her husband’s teatwoman was not expected to continue
without a spouse; she was expected to remarryroBiégllejo’s Penélope, having accepted the
death of her husband, had to deny her suitorsvently years. This directly contradicts the
goals that the dictatorship set for her sex. Twifih the model of the ideal woman, she should
have chosen a suitor, married, and produced maldremh. Instead, she chose to remain alone
as a single mother and queen of Ithaca.

In addition to presenting a humanized versiorhefwife of the hero, Buero Vallejo
shows Penélope as a competent, intelligent, andgtvoman. Although it is clear that her life
would be easier without suitors monitoring her guaopve, she does not need a man to solve her

problems. The wife of a mythical hero existed diolyhim. Penélope is not just the wife of a

hero, but a strong woman that is capable of surgiwithout her husban‘réﬁ The system of

society denies her many privileges, but she mansuumbly around the impediments designed

*0 Although Penélope allows the kingdom to fall intin, it is not because she is

incapable of managing it, but because it is thg amans available to her to reach her goal.
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by a culture that favors men. She uses what saiéoiwed as a means to achieve what she
desires. The cognitive dissonance that Penélage feward her aspirations is felt by the
audience when evaluating her attempts to achievgdads. Throughout the play women are
criticized as weak and vain. Euriclea describessthves as “débiles mujeres” who are unable to
resist the suitors (198). Ulises’ opinion of womer®ven more telling, and more indicative of
the esteem in which modern society held women. iRdimg Penélope that it was Helen of Troy
who caused the war, Ulises says: “Fue Helena, ujarmUn ser loco, frivolo, peligroso...como
ti. Como td, que la has envidiado, y que te hdicddo a sonar y tejer estérilmente ahi dentro,
en vez de cuidar de los ganados y las vifias; er Weconvertirte en la fiel esposa que aguarda
el regreso del marido y que aumenta durante suneiasias riquezas de los dos” (197). In this
statement, Ulises conveys a commonly held ideacoh&n, but when he continues to berate
Penélope, he also begins to lose the faith of tidégeace. The spectators cannot support a man
who expects his wife to do the work of a man inahsence of her husband. Penélope did what
her sex allowed her to do and was prevented fromgdmoore. Ulises expects that she serve him
as a subservient wife when he is present, buttatgosshe manages his kingdom to increase his
wealth in his absence. Essentially, he wants tfferdnt wives. This unfair desire from Ulises
drives the spectators to identify even more withéfgpe. When her desires are thwarted, an
audience that has been lead to identify with hed,\aith her struggles, is indignant on her
behalf. Even though she openly defies what soeepects of a woman, the spectators want her
to triumph in her unconventional role.

The character of Ulises is the third point of sefision, but it is, in itself, not subversive.
Indeed, Ulises olfa tejedora de suefakeviates very little from Ulysses of Homer’'s mytHe

returns home from a twenty-year absence, disghiseself initially, kills the suitors that have
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been abusing the hospitality required of his wiid aervants, and briefly returns to ruling his
household. The moment in which Buero Vallejo bsdfre play, however, is very important
when considering the character of Ulises. Theamaldeeds and heroic adventures of Ulises are
not shown. The spectator finds him as Penélops, dfter an absence of twenty years, without
an explanation of his whereabouts, with an insigfittrust of his wife (as he returns disguised),
and totally lacking in gratitude for what Penéldyaes suffered on his behalf for the last twenty
years.

When Ulises makes his presence known, he is getwed as a hero, but as a man who
disappeared for twenty years and abandoned a ywifiedo an intensely difficult situation.
Penélope sees all of the facets of his characa¢mtbuld be considered advantageous for a man
as defects. Instead of commending his prudeneecalls it cowardice. Instead of noting his
use of logic rather than emotion, she calls himmaZquino razonador” (202). The admirable
hero returns under less than estimable conditlmusfeels within his rights to complain about
the state of his kingdom. Between the criticisthB@nélope and his evident cruelty where
compassion would have been more appropriate, Ubses his right to the respect of the
spectators.

For Buero Vallejo, the character of Ulises is tiatt of a hero, but of a tool for critiquing
modern heroes. The figure of a well-known war Heas powerful connotations, particularly at
a time when images of the Spanish civil war weitefsgsh in the minds of spectators. The
playwright counted upon the audience’s knowledghefmyth of Ulysses, as well as their
experiences with heroes and war to achieve hisesglwe goals. Upon examining the
demythification of the traditional hero the resita to modern society and government becomes

evident. The “one, great, and free” Spain thahEogpromised was built on the idea that Spain
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had been a great empire and could return to thgrelaness by returning to the former desires
for heroic characteristics. Buero Vallejo, through use of a Penélope that exposed her heroic
husband as a coward, shows that the time-honore@fef old did not merit their heroic status.
This suggested that perhaps the same was truesd that the dictator was imposing as modern
heroes.

By critiquing a traditional hero and showing himlte less than heroic and by
humanizing his wife and her plight, Buero Vallejangs to the lights of the stage several of the
drastic faults of his society. He does so coveitlyrder to avoid having his play censored, but
uses the horizon of expectation of the audien@ssore that the intended parallels will be
drawn. By presenting the masculine point of vieezavoided alienating spectators that lived
and thrived in a male-dominated society. He alsdarhis audience empathize with Penélope,
making them feel the pain of a strong woman inmapassible position. Although the
dominance of men and the impossibility of happifes®enélope keep the play from pushing
excessively against a repressive government, @staksolid step to the vindication of the woman

on the margin of marriage.
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The Late Franco Dictatorship

Antonio Gala’s Anillos para una dama
The Franco dictatorship was unique in many waighough it endured for nearly four
decades, the ideologies that prevailed shiftedipleltimes. Although the laws remained
primarily static during this time, the degree toieththey were enforced changed with
frequency. The less stringent monitoring of thesoes during the late years of the dictatorship
allowed artists a greater freedom to explore thettm&iswere considered taboo during the first
decades of Franco’s regime. Artists like Anton@ml@used this greater freedom to great
advantage to challenge their nation’s notions affrywomen, traditions, and its new openness
to all things American. Throughnillos para una damaGala explores the myth of El Cid and
its relations to modern-day Spain.
Gala, playwright, poet, essayist, and novelist, la@® on October 2, 1936, just months

after the beginning of the Spanish civil war. Hist publication wa€sl enemigo intiman 1959
and his first playl.os verdes campos del Edgmemiered in 1963. He was educated under the
Franco regime and the works of his first decadgsubfications were subject, as all production
during the dictatorship, to censorship. The steshglthat governed his writing, however, were
not as strict as those faced by such authors aoB{&lejo earlier in the dictatorship. Gala
wrote during the period known gardofranquismaand did not face many of the restrictions that
the dictatorship enforced in the early years. Nigainson explains:

In most respects, the increasingly prosperous amdlstic Spain of the 1960s

and 1970s was a far cry from the impoverished, lgroanformist society of the

two decades earlier. Moreover, regime ideologyy Bbaped to an important

degree by the modernizing lexicon of ‘developmemid become so diffuse that
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the dictatorial elites were no longer effectivelglded together by a Francoist
orthodoxy. Another sign of the times was thatréq@ession had become much
more selective and, in many respects, more leni@ht.
The more relaxed governmental policies alloweddased freedom to artists and people in
general.

The governmental shifts during this period areangnt to the study of theater, because
they dramatically affected censorship and the pdgsas for artist. Historians use consistent
dates to refer to the period @frdofranquismobut different dates to refer to transition. Thartst
date oftardofranquismas considered as 1969, the year in which Francmdated Juan Carlos
Borbon as his successor. The beginning of thesitian is also uniformly regarded as beginning
with the end otardofranquismand the death of Franco. It is the end of thesiteon, however,
that is debated. Many consider the transitionaieehended with the signing of the new
constitution in 1978. Some, however, believe 8din was in transition until it joined the
European Union in 1986. The different dates ateohoritical importance. It is the effect that
the laws of a particular period had on artists #ratsignificant for the purpose of this study.

Late Francoism merits its own discussion becabtifieecextensive change that the regime
underwent over the course of nearly forty years. TAwnson mentions: “[...] the Franco
dictatorship was not a static construction casbincrete, but one that evolved between its
foundation in the 1930s and its fall in the 197(®). Edward Malefakis further explains: “The
durability of the Franco dictatorship is historigagxceptional, especially within the context of
Europe but also within that of the world in itsiegtty. A second and even more important

characteristic of the regime is that it changedcally over the course of its long career”
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(249).51 This evolution is responsible for the great diggamong historians in their
classification of Franco’s government. It cannetchassified as strictly fascist, although it began
that way. In fact, the association of Francoisrthiascism was so strong that it was not until
the 1960'’s that alternative visions of the dictabgp began to emerge. The most popular of
these is that of Juan Linz, who describes the Framtatorship as an authoritarian regime:
According to Linz:
Authoritarian regimes are political systems withited, not responsible,
pluralism: without elaborate and guiding ideologyt(with distinctive
mentalities); without intensive or extensive pckii mobilization (except at some
points in their development); and in which a lea@eroccasionally a small
group) exercises power within formally ill-definéahits but actually quite
predictable ones. (297)
Linz’s description of authoritarian regimes fitethranco dictatorship well and is widely
accepted by historians. Nonetheless, other s&olatably sociologists and political scientists
criticize Linz’s contentions for allowing the ditteship a certain democratic legitimacy that it

did not deserve and for focusing too heavily ontjwsl to the detriment of social and class

Notes
°1 Malefakis notes that the many changes of the Fraiatatorship are unusual. He cites
the Salazar regime in Europe and Castro’s dictatpis Cuba as examples of similarly durable
dictatorships, but comments that neither experi@msar as much evolution as the Franco
dictatorship. He states: “[...] the correlation beeém longevity and innovation is not so

straightforward, and at times may not exist at @#9).
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issues. The wide range of views on the dictatprinds credibility to the idea that the regime
was not constant, but in flux throughout its desade

One of the most important aspects that differemdidhe early years of the dictatorship
from the final decade and a half is the economgtwBen 1959 and 1974, Spain experienced
what is known as the “Economic Miracle.” Duringeie years, Japan was the only developed
country that underwent greater economic growthis plkriod followed one of moderate
economic growth as Spain left the autarky. As Tawnsxplains: “At the outset of the 1950s the
Spanish economy began to crawl out from the prioteist shell of the autarkic regime that had
characterized — and inhibited — it ever since 1939). It took nine years for the Spanish
economy to recuperate and to begin a period ofgrasperity. This recovery was the final step
from Spain in becoming an industrialized countfypwnson explains: “In short, Spain took a
mere 15 years to make the leap from a largely egrdrased economy to an industrial one” (12).
As an industrial country, Spain was more able mig@pate in the world market and a country
that had spent recent decades closed off frometsteof the world began to welcome outside
money and people.

There were three main components that made Spastseconomic growth possible:
foreign investment, emigration, and tourism. Thweeifign investment came primarily from
Western Europe and the United States. Spain ligstefrom a geographical proximity to the
flourishing economies of Western Europe. Its anthmunist government placed it on the side
of the United States in the Cold War. Massiveifpréenvestment came from both of these areas.
Western Europe also suffered from a huge labortagey which resulted in Spanish emigration
to these countries for the employment that wasilseadailable. Between 1960 and 1972, 1.5

million Spanish workers emigrated abroad. Theresdlt of the emigration was a lowering of
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the domestic unemployment rate in Spain and aoxrdf money that covered fifty percent of

the foreign debt. Finally, tourism resulted in naty foreign, but domestic investment in Spain.

It became one of the most powerful forces of chandke country. Sasha Pack explains:
Few cases illustrate the potency of tourism asra faf international relations
better than the experience of Franco’s Spain. orcslly shunned by all but the
most intrepid travelers, Spain became a major Hiydostwar European leisure,
absorbing a massive current of vacationers in baafreseaside pleasures and an
escape from staid routine. The consequences finSyere at once economic,
cultural, and political. (47)

The timely coincidence of these three elementgidorinvestment, emigration, and tourism,

created the pillars that supported economic growifis increase in foreign interest, however,

was not limited to the economy.

Spain’s contact, through tourism and emigratioit) Whe progressive countries of
Western Europe and the United States had a profeffect on the nation’s political
circumstances. Shortly after the end of World \Waiourism was not seen as desirable by the
dictatorship. As Pack explains:

Foreign tourism apparently fitted nowhere in thisgnco’s] agenda.
Accommodating it would require relatively more opgmrders and would
compromise the regime’s control over the intermal@xchange value of the
Spanish currency, a requirement of its chosen tndlipolicy. Tourists were

recognized, moreover, to be an uncomfortably libgvaial force. (52)
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Despite the regime’s worries, however, Spain ggpeed a boom of tourism beginning in 1949

and accelerating through the 1950s and 15’%0§he economic boon that tourism supplied for
Spain resulted in the relaxation of many laws amlities, to accommodate tourists. The goal of
this was to make Spain seem more liberal and pdtial Over time, this practice

unintentionally led to Spain actually becoming mitseral and pluralistic. The worry that
tourists were a liberalizing social force turned mube unfounded. It was the adjustments made
by the government in order to appear more legitnaatd less backward in the eyes of those
tourists that resulted in more liberal practices.

In addition to the more liberal policies that résd in an effort to promote tourism, and
the general reformation undertaken by the governimethe 1960s, the contact between
Spaniards and the outside world also encouragegstiqning of their governmental system.
Despite the more liberal policies brought abouth®ypolicies created for tourism, Spain was, in
many ways, still politically backward into the 1$70Tom Buchanan explains:

Indeed, it was precisely in the early 1970s thmpalitical terms, the gulf
between Franco’s Spain and democratic Western Eurepame unbridgeable.
For, just as the short-lived and largely cosmetfonms of the mid-1960s were
being abandoned in Spain, elsewhere in Westernpeute student and working
class unrest of the later 1960s precipitated a smnyificant tranche of political

and social reforms. (88)

2 The trade and military alliance beginning with fEcto de Madrid” in 1953 cemented
a friendly relationship between Spain and the Uh&éates and began a period of U.S. tourism in

Spain and Spanish interest in all things relatethédUnited States.
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These political and social reforms went againstdieals of the regime. This was especially true
because in Western Europe in the early 1970s there many social reforms relating to divorce,
birth control, and abortion. In a government tatlosely allied itself with the Catholic

Church, such reforms could not be considered.

In other ways, however, the Franco regime chamggealtly to accommodate the outside
world and to prove itself more modern. The steem to show Spain as a modernized country
had a destabilizing effect on the dictatorship.prine example of this is the1966 Press Law that
unintentionally relaxed the stranglehold that thgime attempted to retain on Spanish culture.
Elisa Chulia explains the law as follows:

The 1966 Press Law, which is recorded in the hystbiFranco’s regime as the
most far-reaching liberalizing measure, gave angttmoost to the audience logic
to the detriment of the logic of orthodoxy. It éared actions focused on winning
audiences, either as consumers of information ateftainment or as
sympathizers and supports of the opposition td-thacoist political system. Its
erosive effect on the legitimacy of the regime @admpact as a driving force of
political and cultural development in Spanish sgcig beyond question. (174)
For a government that based so much of its legdynwa orthodoxy, this law was a dramatic
change. It encouraged progress in order to shatthle country had advanced. This provided a
more liberal climate for cultural producers oftgibes and supported non-traditional works.
Chulia explains: “In the 1960s the political cuétwof the regime showed a clear predilection for
publications, programmes, films and plays whichregped the idea that Spain had modernized
unrecognizably and offered a relatively unhampeeetertaining life for anyone who strove for

progress, although not without the risk of losingrfan values such as social solidarity” (173).
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The Franco regime had based much of its identity glorified imperial past, and this law took
a solid step away from the past to a more liberatade.

While the severity of censorship diminished, allogvartists more liberties, the situation
of women remained severely restricted. The Frahctatorship changed and evolved greatly
over its tenure but its position on the role of veantemained much the same from start to finish.
The Seccion femeningemained charged with educating women for theppr roles in the
home. The functions of a wife and mother werenfioich of the dictatorship, thought to be the
only appropriate tasks for women. Women who putsreeducation outside of that necessary
for being a good housewife found that benefitdhat €ducation were matched with serious
drawbacks. Geraldine Scanlon explains: “Aunquecerdo que la mujer profesional podria
desarrollar una confianza en si misma, una indegyeria de criterio y una capacidad para tomar
decisiones, estas cosas se lograban al preciodeaiar a sus posibilidades matrimoniales [...]”
(338). The average man raised under the Frantatoliship had a clear view of what to expect
from a proper woman, and did not want a wife wiabrabt rely on him. Independence and an
ability to think for herself were not desirable chaeristics in the eyes of potential husbands.

Some slight revisions of the female role were agaieshed, not out of a desire to liberate
women, but out of economic necessity. Scanlonm6tas fuentes de redefinicién del papel de
la mujer en la sociedad espafiola no se encuentranigalmente in la ideologia del Movimiento
para la Liberacién de la Mujer, sino en la situa@@ondmica de Espafa” (342). The economic
crisis in which Spain found itself at the end af t950s led to an economic plan that involved
increasing the workforce. Because it was nearlyassible for more men to be involved in labor
(those who could work were already working), théyaption was to recruit women. The

increase of women in the workforce also createde\gender appropriate” jobs for women
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working in daycare to care for the children of wiagkmothers. Spain’s image of a working
woman was no longer that of a woman forced to gpgte in the workforce due to economic
necessity, but that of a woman recruited to hditd her country’s economy. Scanlon
explains why this change of image is so surprising:
La caracteristica mas sorprendente del cambiotdadicespecto al papel de la
mujer ha sido la sancion legal de la nocion deugentrabajadora por un régimen
gue desde sus comienzos ha estado dedicado aatdilzela mujer del trabajo. El
peor aspecto de este sacrificio de la pureza idewd@n aras de la conveniencia
econdémica es que, en su preocupacion por mantaadgachada hipdcrita de
consistencia, el Estado ha dado una seudolibeftadhajer que le permite
explotar su potencial econémico al mismo tiempolgueega toda libertad real y
preserva de este modo la base fundamental deldEstafdmilia. (344)
Thus, although women were allowed to form parhefworkforce, it only gave the appearance
of bettering their situation while keeping them axdinate in the role of a mother.
Some reforms, though small, helped to genuinefyrave the situation of women. In
April of 1958 various articles of theddigo Civilwere changed. Women were given slightly
more control of financial matters, as onerous faianobligations taken on by the husband
required the consent of the wife. Women were atldwo be tutors, though married women
needed the consent of their husbands. Women wssrallowed to be a witness in wills. Most
significantly, this change in law allowed widowedmven to retain thpatria potesta®ver their
children, even if they remarried. These small ess®ons on the part of the law, though
beneficial to women, were far from liberating.tdok the end of the dictatorship for women to

again be able to advance meaningfully.
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Theater advanced, durimgrdofranquismopnly as much as was allowed by censorship.
Even after Spain began to have increased cont#ctowiside world, the theatrical styles that
had gained great popularity in the rest of Europeawot incorporated into Spanish theater. For
example, when Bertolt Brecht's works and theori@sed entrance into Spain in the early
1960s, they were poorly understood by most of theatry and only performed by independent
troupes in independent theaters. César Oliva nitesobstante, los actores que
experimentaban algunas de las teorias antes medesflas de Brecht y Stanislavski], a la hora
de la verdad, es decir, cuando se enfrentabanrctexto convencional, poco podian aportar de
novedad. Solo en el seno de los teatros indepatiedise pudieron conversar las esencias de la
nuevas ideas sobre interpretacion [...] (2623). &ltth the modern styles and works were
present in major cities, they were unable to, fangnyears, gain sufficient appreciation to move
into major theaters and to have their techniqueptd by Spanish playwrights.

During the last decades of the Franco dictator8tepe was a significant change in the

popular style and in the preferred theatrical emvinent. Realism joined tlemedia de

evasionas a popular style of productigﬁ. The most important playwrights of the realist
generation were Buero Vallejo, Sastre, and Olmeali®m was accompanied in the theaters of
Spain, later, bytéatro nuevdby playwrights such as Francisco Nieva and Feldonakrrabal.

The new theater gained some popularity, particuléwt of Nieva, but many authors also
encountered significant resistance to the charagjetiieir style embodied. In the theatrical
environment, independent and university theatecaine popular venues because they offered

representations of newer, more thought-provokiegtier. Thus, the theater of the last decades

>3 This type of theater was poetic with a style thas humoristic, sentimental, fantastic,

or trivial. It was not exempt, however, to certgnace, ingenuity and literary quality.
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of Francoism was torn between adherence to théitnadupported by the regime during its first
decades and the tendency toward innovation tha¢ ¢anie 1960s.
The 1966 Press Law provided the definitive inspubr one of the greatest steps toward
progress in the theater. The preference giventtinat made it seem as though the “new”
Francoism was indistinguishable from the regiméefpast allowed playwrights to take more
chances with their art and to explore more modeemes. This opportunity to question more
than previous censorship had allowed was accomgdryi@n increase in spectators due in great
part to the rising popularity of independent theatliva explains:
Una nueva manera de concebir, hacer y vender Ipsc&Egulos escénicos,
procedente de ese teatro independiente, harial@dsilentrada de aire fresco
tanto en produccién como en exhibicion. De semnaeticulo de consumo, buena
parte del teatro espafiol pasd a simbolizar el nemkaun pais que queria salir
del régimen de Franco. Los ultimos diez afios dBitdadura supusieron un
espectacular ascenso del nimero de espectadoeesngontraban en los nuevos
montajes los mensajes que permitia una censuravemands amenazada por
aires aperturistas. Fue un momento de desarrgbénéico en el que nuevos
directores, actores y escendgrafos, junto a lag@sitquisieron hacer lo que no se
veia en los escenarios convencionales. (2605)

Theater became another destabilizing force indbedecade of Franco’s dictatorship. It became

a venue both for questioning the current regime fandmnagining a world free of the dictator’s

repression.

One author who took full advantage of his art atestabilizing force is Antonio Gala.

Gala, though popular, does not receive as muchicaritattention as many of his
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contemporariegf1 The reason for this slight is not explicitly st@f it is possible that Gala’s
relative lack of subversive theater makes him &issulating to critics. Gala also participates in
many artistic outlets in addition to theater, mgkimm less unique to the stage. Perhaps the
most important element in the formation of criticg@inion of him is the role that Gala plays in
Spanish society. He is a flamboyant and irrevecetebrity whose image does not encourage
being classified as a serious man. Martha Halsely Rhyllis Zatlin provide a description of
Gala and his work that sums up the way that hehatheater are considered:
The Andalusian Gala, who enjoys celebrity statusSSpain, does not consider
himself a playwrighper se he has written and appeared in television sehias.a
regular weekly newspaper column, and is also alistand poet. His fame as a
dramatist dates from the triumphant premiére in318bhis first playLos verdes
campos del Edén (The Green Fields of BdeRollowing the relative failure of
other productions in the 1960s, Gala has had adtmgg of box office hits. His
theatre generally blends sparkling surface humoith \&n underlying tragic
reality and tends to function metaphorically. Hi®tagonists typically seek a
paradise of political and personal freedom. Thhgnepion the cause of the
disempowered: women, Jews, homosexuals. Almostrisvly Gala’s idealists

are doomed to failure [...] (75).

> Throughout works that give a panoramic view oftpmsil war theater, Gala receives
very little mention (such as a paragraph) whildhatg like Francisco Nieva receive pages of
commentary and playwrights such as Antonio Buerltejtareceive entire chapters dedicated to

their works.
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What Halsey and Zatlin fail to mention is that Gathieves substantial acclaim and success in

all of the genres in which he applies his consikibr:aalent?5
Anillos para una damaremiered to critical and audience acclaim in Nthdr the Teatro

Eslava on September 28, 1973. The moment was datigipated, because the play was

originally written years earlier and had been hgddoy the censors for two years. Gala explains

the situation with the censors:
Si alguien se tomase el trabajo de estudiar larldbda censura burocratica—no
hablo de otras, mas hondas y sutiles—descubrigagillos para una damé#ue
una pieza tratada de una forma especial. No leegdohibirse: sencillamente,
desaparecié. Carrero Blanco habia inventado deokecreo que ni siquiera a
través delBoletin Oficial—una especie de Junta Interministerial de Medios de
Comunicacion de Masas. Supongo que la inventGesollo, para decidir si se
retransmitiria un partido de futbol Rusia-Espafalgo por el estilo. Porque, por
desdicha, nadie puede imaginar, ni en el colmomenesmo, que el Teatro en
Espafia sea umass media Sin embargo, a esa extrafia Junta, por cesida de
censura habitual, llegAnillos. (El hecho de hablarse de anillos-collares-damas-
bodas de Oviedo-caudillos-muertes-cambios habiadupgido un verdadero

escalofrio en la Direccion General de Teatro, yolintde Santiago se lavaba las

> Los verdes campos del Edéas awarded the National Theatre Prize “Calderétade
Barca” in 1963. His poem “Enemigo intimo” receivlie Adonais Prize in 1959. His first

novel,El manuscrito carmesion the Planeta prize in 1990.
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manos). O sea, ya no se trataba de resolver estsenaba o no—era claro—,

sino de si se fusilaba o no a su autBropia 260-61)‘.56
Despite Gala’s fear of being shot, the play wasued from the oblivion into which it had
disappeared and was approved.

Such was the success Millos para una damathat it was performed nonstop from its
premiere in 1973 until November of 1976. Parthe popularity of the play was due to Gala’s
understanding of the audience and appropriate g of the horizon of expectation. Buero
Vallejo used the myth of Ulysses because he wagredsof audience understanding of the
original myth. By using the myth of El Cid, Galaaganteed that a Spanish audience would be
familiar with the characters and the situation gwatrounded them. An audience raised in Spain,
especially those raised during the Franco era wiichfied the heroes of the past, would have
assuredly been acquainted with antar de mio Cid Thus the use of the story of the national
hero was a firmly understood point of departure.

The use of El Cid, because it held clear expemtatior the spectators, was a dangerous
choice on the part of Gala, and it also displayedsubstantial relaxation of censorship that took

place in late Francoism. El Cid is known, evenpepple outside of the country, as Spain’s

. 57 . . , - .
national hero.” In a time when national heroes were being gledifoy the regime and modern
heroes were less deserving of their status, tangsine image of the man who is a hero and a

legend to an entire country could easily ensurdalere of a drama. The fact thahillos para

°% Gala adds that through the help of Aldolfo Suétiez play later was returned to “la
censura ordinaria” and was eventually allowed
" n the U.S.A., the knowledge of the national hisrtargely due to the 1961 movi

Cid starring Charlton Heston and Sophia Loren.
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una damawas allowed to be presented, despite its humaoizand demythification of a hero,
shows that the standards of censorship were nstrias as in earlier decades. The fact that the
audience appreciated the play instead of condemnfngits critique of El Cid is a testament to
Gala’s understanding of his audience. He pushedhthizon of expectation, but not so far as to
alienate his spectators.

A key asset to Gala’s drama is that he did notritewhe myth, rather expanded on it to
consider what might have occurred after the deathehero. This allows the hero’s image to
remain largely as it is remembered by the audieda®mena does not portray her late husband as
undeserving of praise; she simply describes a inaihis more human than legend. In the play
she states: “El Cid era el apice de Espafia: esé i@ mejor que nadie. Y lo quise. Los demas
quisisteis el bla-bla-bla y el yelmo, y la coragal poderio, y el gesto. Yo quise sus ronquidos,
su asma de ultima hora, su cansancio y su mieda37)(2 Gala does not put in doubt the
legend; he confirms that after the legend dies,stone, life must still continue. He does not
qguestion the heroism of El Cid; he casts doubthenappropriateness of the way in which his
widow is treated. He critiques how Jimena is ngteeson unto herself, but the widow of the
hero. He leads the audience to examine a situéti@nmight have happened centuries earlier
and compare it to a situation that had occurredane recent history.

The use of a myth to shed light on a modern sibnas a common theatrical device, but
instead of using Jimena to illuminate the role afdern widows in general, Gala focused his
critique on one particular womanAnillos para una damagremiered five years after the
marriage of Jacquelyn Kennedy to Aristotle Onas&lala admitted that the widow’s remarriage
and the considerable criticism that she receivethfthe Spanish people as a result inspired the

play. The audience would have been familiar whik $tory of the former first lady and many,
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outraged at her remarriage, would have clearly fe# criticism intended by Gala. By

comparing a modern famous widow to a historicaldasmwidow Gala allowed the audience to
see that nearly five hundred years had been iggerifi to increase society’s understanding
towards the wife of the hero.

To further his comparison between past and pre§&alg employs both in the wardrobe
and the language used by the cast. He instruet$otlowing: “Vestuario: El vestuario, que al
principio es de época, aunque no muy marcado, lwagmodernizandose. Pero no se debe
hacer rabiosamente. Que suceda como con el len@spe hoy, lo entendemos, pero tiene no
sé qué aroma ajeno al lenguaje estrictamente de(20%). He begins with dress appropriate to
the timeframe of the drama to assure the propercagsn with the myth. Once his audience
has achieved an understanding of the characteis, iBadernizes the dress to establish the
relevance to the present. Even if done with sttlthis change of dress is a more overt
connection to the present than what is seen inr qilags of the time. In Brechtian style, Gala
ensured that his audience members were unableséah@mselves into the past to the detriment
of understanding the connection to the present.

Gala often employs historical themes, not to deepwlerstanding of the past, but to shed
light on the present and the future. In fact, benatimes manipulates the facts surrounding

mythical or historical figures to make the pasuaiion more similar to the present, in order to

further his plot or make his metaphor easier toetusﬁands.S The change in the myth of El Cid

8 Another example of the manipulation of a mythnigiis 1974 work¢, Por qué corres,
Ulises?. Gala makes Ulysses’ relationship with Naussica akfkxam the first moment that

Ulysses arrives in her country. Homer’s originattimdoes not suggest a sexual relationship
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orchestrated by Gala is necessary to make his matapore comprehensible to his audience.

Minaya, the love interest of Jimena, serves a wfferole inAnillos para una dam#han that of

historical record or the account @antar de mio Cidr’.9 In the drama, Minaya and Jimena have
a long-established cordial relationship, but itlso clear that Jimena has entertained romantic
feelings toward her late husband’s second-in-conthfi@nyears. Minaya also proclaims that he
was in love with Jimena from the first time thatdaswv her: “Cualquier destino, por extraiio que
sea, se define en un solo momento: el momento ereljhombre sabe para siempre quién es.
Yo, entonces, en aquella mafiana [de la boda dédey imena], supe que no iba a ser nunca
jamas otra cosa que el fiel enamorado de Jimena2Q).(2 Neither history nor the stylized
account of the life of El Cid suggest a possibkeaation between the two. Gala attributes a
different role to Minaya, one that he did not plédyt this serves multiple purposes. First,
Minaya is a character that would be familiar to @aish audience. Many of the spectators
would have read th€antar de mio Cidand this would eliminate the need to fully devetbp
character. The audience’s familiarity with Minayeuld also ensure that the character was
understood to be a faithful, trustworthy man. ming Jimena to nurture dreams of marriage to
an unworthy man would destroy Gala’s metaphor.

The myth of El Cid was also useful to Gala tosthate more than the situation of

Jacqueline Kennedy. It was also used as a cauyigtatement to the people of his country.

between the two at any point. Itis necessary,@van for the assassination attempt and the
fight with Penelope over the infidelity of her hasldl that are essential to Gala’s plot.

%9 Minaya in the play is Alvar Fafiez who was a Cistihobleman and military leader,
but who was transformed ®antar de mio Cidnto Alvar Fafiez Minaya, trusted nephew of El

Cid.
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WhenAnillos para una damg@remiered, and during the years in which it wasidpevritten by
Gala, it was clear that Franco’s death would naglbe delayed. The dictator suffered from
Parkinson’s, and during the last years of hisHifefailing health made it evident to anyone who
saw him that his condition was severe and hisdgan would not continue for much longer.
Gala saw his country on the brink of a great changte understood the peril involved for
everyone and the ability of the country to falbirhaos if Spain chose to treat the dictatorship as
though it had not impacted their country. Throtigh figure of Jimena, Gala attempted to show
that seeking to leave the past behind, while nganee in itself, can have deleterious effects.

Jimena was used as an analogy for Jacqueline Kgnbetlalso for Spain. Hazel Cazorla
notes: “Aunque este drama se justifica plenamemtel sentido artistico como obra de andlisis
pasional y sentimental (el sentimiento amoroso ydsion de mandar), creemos que Gala
insinla algo mas para los que quieran verlo: ualgi&smo entre la vida de Jimena y el destino
de Espariia (13). Her desire to break free of &%t @nd live for her own happiness parallels the
desires of a country about to see the end of atdichip. Even in the absence of the man who
ruled her life, after his death, Jimena cannotigrios impact. Franco was to Spain what El Cid
was to Jimena. Just as Jimena did not choosedEaEher husband, Franco was not voted into
power by his countrymen. Both Jimena and Spaintbailibmit to the power of one unchosen
man. Their desire to live differently after theatte of that man seems reasonable, but can also
prove dangerous. In both cases, the decisionstima¢ after the death of the powerful man have
far-reaching effects. For that reason, Jimenaotsatliowed to fulfill her dreams, and Gala
suggests that Spain may fall victim to the samélera.

Despite Jimena’s failure to achieve what she abgevishes for, Gala still has hope for

Spain. He does not condemn the desires of thewyidmt instead signals the difficulties
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inherent in achieving those wishes. Similarly, danot denounce the Spanish people for
wanting something new. Cazorla notes: “La obrargolna vitalidad contemporénea si la
consideramos como una alegoria de la Espafia agtigalintenta sacudir los mitos que la
mantienen atada e inmavil, reclamando una libafftaedccion para buscar la verdad intima de su

ser, para conocerse y darse a conocer de una kezipmpre” (13). Jimena’s hopes are Spain’s

hopes, and the audience feels those needs asyaasitible charactgrq

The character of Jimena is one of Gala’s most ctimgecharacters because of her
strength and conviction in the face of adversi8he does not take life for granted and knows
that it is a struggle. She also recognizes thatlifie that one desires will not come without
effort. She says to Minaya: “La vida hay que gknavinaya... Como una fortaleza” (220).
She is willing to win the life that she wants, altigh she has to face both the king and the bishop
in order to achieve her desires.

Jimena knows exactly what she wants and she daekesdate when she informs the
king and the bishop of her desires. King Alfonsisunderstands Jimena at first, believing her
desire to wed is based on an attempt to strendtieeposition of Valencia, which is threatened
by Mazdali. To make certain that Alfonso underdtaher completely, she informs him of his
error and clearly states exactly what she wants tds entendido mal, Alfonso, como siempre.
Esta vez Jimena no esta en venta... Yo no quier@rrmoaspor politica. Quiero casarme, pero

por amor. Lo que te pido es que otorgues mi mané| la acepta, a Minaya Alvar Hafez”

% During this time period, the primary audiencetia theater was still of a high social
class. They had survived the Franco dictatorsthilp far less sacrifice than those of the lower
classes. Thus, leading these audience membeesit@ é different Spain was a great

accomplishment for Gala.
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(230). To further clarify, she adds a moment latérsi no la aceptara [mi mano] me da igual.
En todo caso, quiero casarme con Minaya” (230).this moment Jimena is not preoccupied
with the forces amassed outside of Valencia, nahis experiencing guilt at the thought of
replacing the hero, her husband, El Cid, in orddimd her own happiness.

Although Jimena is certain of what she wants, shearginalized due to her sex and
cannot simply follow through with the necessarya to achieve happiness; she must first
receive permission from a king and a bishop. Ralg through without permission, however,
as Hazel Cazorla explains, is exactly what she svdAislada, encadenada por la fuerza
invisible de la tradicién, busca desesperadamergalida en éste su Unico intento rebelde de
establecer su identidad como mujer, como persbmayi digna de escoger su propio camino”
(14). Although the bishop and king approve initiaf her idea of marriage as a means of
fortifying her position, the revelation that shents&ato marry for love results in a firm denial.
Above all, the myth of El Cid, of which she formpart, must remain intact. Alfonso explains
to Jimena:

El pueblo y sus pastores piensan que el Cid estingble. Y quieren que lo
sea... Como viuda desconsolada, por motivos histrie tolerarian contraer
nuevas nupcias. Pero como mujer enamorada déarnbre, no. Para ellos el
Cid es insustituible hasta en brazos de JimendD¢g un héroe, hasta la
intimidad debe estar limpia. Y el lugar del Cidn@zeador nadie debe ocuparlo.
Ni en la cama... Enla cama menos que en otross(24.0)
In addition to being controlled by the king and thehop, the widow is controlled by the legacy
of her dead husband. As Cazorla explains: “El @igly vivo recuerdo, es el héroe ‘insustituible’

para todos menos para Jimena. Es el hombre caert mito que sostiene con sus suefos a
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todo el pueblo” (14). After being forced to maaynan that she did not love, Jimena finds
herself unable to wed a man she loves. Even aaathot kill her husband’s importance among
the people.

Jimena, as a woman, and as the niece of King Atiphas been subjugated to men her
entire life. She was only fourteen when she wasrgto El Cid as his bride. She asks her uncle
why he arranged her marriage to a man that hen@lytbanished:

JIMENA. ¢Por gqué, entonces, me casaste con él?

ALFONSO. Raz6n de Estado, hija. En la familiao®themos hecho cosas muy

raras por razones de Estado; prefiero no acordarm@anvenia tocar el lado

snobdel Cid [...] (228)
As the wife of El Cid, she was compelled to actiway befitting a hero’s wife. Those duties
are described by Elizabeth Rogers: “The role of whie of a hero comprises total loyalty,
respect, purity and high morality, obedience, umdiag support, admiration, service, passivity,
and security ohis honor andhis image as a loving father, and a heroic warrior pustl ruler”
("Constraints” 312). Even after fulfilling the mlof the wife of the hero, and meeting the needs
of her husband during his life, she is not freedhtsydeath. In addition to being subject to the
decisions of the king and the bishop, she is stibgethe legend of which she forms an integral
part.

Jimena is part of the myth of El Cid, having beeamt f the life of the man that has
become a myth. Because she was the supportive nafethe hero, however, she also has the
ability to destroy the myth. To an extent, shesdtbeat by humanizing El Cid and presenting a
man who got tired, who felt fear and sadness, ama smored. The power to totally destroy the

myth by remarrying is not in her hands. Her sequnes that she seek permission from men to
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marry, despite her position of relative strengtld aower. Tradition dictates that marriage, at
least for those of her social class, is not meatvetarranged based on love, but on the wishes of

an elder male relative (as Jimena’s first marriagefor a politically advantageous position.

Jimena’s daughter Mar% explains why love is not is not requisite for niage in those of her
class: “Las mujeres de mi clase tienen otro quehaegr que enamorarse. Enamorarse es cosa
de criados, el consuelo de la gente menuda... El mme@s necesario para nada importante.
Mantener una casa, un nombre, un reino, tener rgdém... Todo eso puede hacerse sin amor.
Incluso te diria que sin amor se hace mas facileie(13). Love is not considered a
prerequisite for marriage in the hegemonic clasgeed, it is often seen as an obstacle to
achieving higher goals.

Judith Butler explains the role of repetition artdal in the formation of identity: “[...]
performativity is not a singular act, but a repetitand a ritual, which achieves its effects
through its naturalization in the context of a bodiyderstood, in part, as a culturally sustained
temporal duration” (XV). Although the repetitiondritual that form Jimena’s identity are not
as clear as those which form the identity of Buéatlejo’s Penélope, they are present and made
evident by Gala through the discussion of matrimohke repetition is evident through the ritual
in Gala’s work. Every aspect of Jimena’'s possdgleond marriage is an echo of her first
marriage to El Cid. The kind of man that she ile @b marry, the approval which she must
achieve in order to marry, and the denial of hesirds are all similar in Jimena’s desire to wed a

second time, as they were present in her firstiager Gala also adds another level of

®LIn Gala’s version of the myth, Maria is one ofl’s two daughters, married to

Ramon Berenguer, the count of Barcelona.
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repetition, that of modern widows (and women inegaf) that must endure the same process as
Jimena in order to wed.

The first repetition is that of the type of manttisaconsidered as an eligible husband for
Jimena. Because of Jimena’s elite social classeaduchess of Valencia and the niece of the
king, she must marry a man that is considered gp@te to her class. It is partially for this
reason that King Alfonso concludes that she wamtadrry a king. The thought that Jimena
would marry for love, regardless of class seemsnneivable to someone like Alfonso. Jimena
also admits that such a marriage is unusual: “leessqras se enamoran de las estrellas, pero se
suelen casar con los pastores” (226). Thus,etcarsd marriage is to happen for Jimena, it must
happen for the proper motivations. It must be &m#o a man of high social class.

A second level of repetition in Jimena’s potentrarriage is the role of King Alfonso in
the consent of the spouse and the arrangementahé#mriage. This process of approval by a
male relative is as much a part of the ritual ofnlage as the ceremony itself. Society in general
did not have a role for an unmarried woman, andcatrerage widow felt pressure to remarry. In
order to again become a “woman” in the eyes ofsoerety, a widowed woman had to remarry
after an acceptable period of mourning. In orderdd this properly, she had to seek the

permission of a male relative. Although widowedmem possessed more rights than married

. . 6 . .
women, they were still subject to male authorﬁylt was King Alfonso that originally arranged

the marriage between El Cid and Jimena. She hadvwem met her future husband, as Minaya

%2 Widowed women consistently had more rights tharriegwomen, though the
specific nature of those rights changed throughlmeitentury. The most important and debated
point was that of thpatria potestashat widowed women had over their children. Otingints

included ownership of property and the ability éove as witnesses in legal documents.
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notes: “TU bajabas la escalera de los condes ded®él dia de tu boda. No sabias ni quien era
Rodrigo, aun no lo conocias” (220). It is the saman, the man that married her as a child to
someone she did not know for “razones de estath@f’ Jimena has to approach to have her
second marriage approved.

The third level of repetition with the theme of imiage is the lack of importance afforded
to Jimena’s desires. When her first marriage agecijiJimena was a child of only fourteen. She
did not want to marry Rodrigo; she had never evehmm. He was chosen for her by the king
and her desire, or lack thereof, was not a concdfler wish to marry Minaya is also not a
concern to those who have the power to approvee@nsgewedding. It is allowable, in the eyes
of the king and the bishop, who have the powerppr@ave a second wedding, for Jimena to
remarry. This wedding, however, must be for themesaeasons as her first marriage, the
“razones de estado” mentioned by the king. Alfospecifically identifies the circumstances
under which Jimena’s desires would be consider€dahdo tu el otro dia hablaste de volver a
casarte, yo no me opuse. TU eres muy libre daliddai vida..., siempre que se trate de una
decision sabia y meditada. Un matrimonio oportusraen ventajoso, con alguien fuerte, que
pueda resolver la situacion en que nos encontramobln. matrimonio cauto, razonado y
politico” (239). Essentially, Jimena is free tocdie for herself, given that she chooses to
proceed in a manner of which the King approvesr a$pirations play no role in an allowable
marriage.

The final level of repetition that Gala illuminatthrough the theme of marriage is that all
women must, even in the 1970s, go through the samoeess that Jimena had to endure. The
culture that Franco imposed on his people, evahermore liberal years toward the end of his

dictatorship, was very conservative. Rules reg@rdnarriage and matrimonial relationships
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during the Franco years were almost identical twséhfrom the eighteenth century. Women
existed as a man’s helpmate and little more. Shadcdo very little without male approval,
severely limiting her abilities to attain her goatsatrimonial or otherwise.

By specifically identifying her desired husband dr&d reason for wanting the marriage,
Jimena breaks from the repetition that has creh&rddentity. Previously, she abided by the
decisions made for her by others, never breakiogfher assigned role. By taking the steps
necessary to have a marriage to Minaya approvedissbroactive for the first time. She cannot
wait for the king to choose another husband for Hene knows that the men who manage her
life would never conceive of such a marriage withioeing forced to confront her desire. When
she first broaches the subject of wishing to magsin, it is clear from the reaction of the king
that he had not considered the idea. His furtlkaction to the specific mention of Minaya
makes it evident that the king would never havesmered a match between the hero’s wife and
his most loyal comrade. This obliviousness on phd of the king forces Jimena to take an
active role in determining her future. She chodseaso longer be a passive pawn that receives
the orders of the king and follows through as eigubc By breaking from the repetition that
previously determined her identity, she createsew dimena who does what is necessary to
achieve her own fulfillment.

Although she is able to break the repetition thaated her identity, Jimena is not able to
avoid the necessary rituals, and this preventsfioen fulfilling her desires. If all that was
necessary for her to marry the man she loves wasasisent of that future spouse, she and
Minaya would have been able marry one another @s as they openly recognized their love for
one another. Instead of moving from their recagnibf mutual love directly to a marriage and

subsequent wedded bliss, Jimena and Minaya musvacbonsent from the king and bishop in
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order for marriage to become a possibility. Tippraval is denied, not because Minaya is an
unacceptable man, but because he is an unaccepgpldeement for El Cid.

When Jimena’s sex is applied to the social appsyats presented by Gayle Rubin, it
should result in her gender role. In her socidtgwever, Jimena’'s sex is not her most
identifying feature. The way that her society vselner is made evident in the manner in which
the bishop Jer6nimo responds to learning that skbkes to marry. He reacts with a gesture of
horror and voices his shock: “iSi es la viuda del'Q229). In her society Jimena is not merely
a woman, she is the widow of the national heroe &dud to fight to be referred to as Jimena by
the king instead of “la del marido envidiado” (266)

As a result of her atypical marriage, the sociglaaptus can use her sex to determine her
gender role, but that gender role cannot be thg fackor that determines her responsibilities in
her society. She is obligated to society to uptlbllimage of her departed husband and that
society is obligated to treat her with the reveeenwed to the widow of a hero.  As Rogers
notes: “They [Penélope and Jimena] are victims ofla and society’s obligation to that role,
and ultimately both are psychologically and ematibndestroyed” (“Constraints” 316). Jimena
must protect the image of her departed husbanchust hold a place of much higher importance
than that of the happiness of one woman. As lsghe is seen as the widow of the hero,
society has a frame of reference to understandchecept Jimena. If she departs from that role to
achieve personal fulfillment, she loses the obiayathat her society ascribed to her.

The importance granted to Jimena by her societysfeom two important facets of her
life: her relationship to the king and her marriageEl Cid. As the niece of the king she is not
given the importance of royalty, but power and ees@re awarded to her as a courtesy to the

monarch. She is able to seek a personal audiertbetive king and the bishop because her
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personal life is important to the king, as welltasthe entire country. Her relationship to the
king also allows Jimena to address him with mucheniceedom than a common citizen, a right
which she exercises to its limits. The nationahding of her late husband is not why Jimena
has to seek the approval of the king to remarryishibe relative that would have to approve her
marriage, even if her previous husband had noqudati importance to the country. Jimena and
her society recognize her position in the royalifgnThis relationship entails obligations from
both sides. Society must give Jimena the respgetidhe niece of their king and Jimena must
comport herself with the dignity and propriety reegd for the same role. This also means that
Jimena must marry into the class appropriate foresme of the upper nobility.

Jimena’s marriage to El Cid was deemed appropbgt¢he king and gave her status
among the people of her country; her marriage mateonal hero was of greater significance in
establishing her as a figure important to the pmogNot only was Jimena more visible as the
wife of El Cid, she became part of the myth thasweeated around his life. Although she was
aware of the real man that was elevated to mytlpegportions, she was unable to maintain her
status as a real woman once she became part ¢ifehiswWhen her husband died, instead of
ending the myth that surrounded Jimena, the myth glarified to encourage those continuing
the Reconquest. After the death El Cid, havingngible link to the dead hero served to animate
the troops. Jimena serves as that link. Fromwimelow of the tower, she calls out to the
soldiers, rousing them to fight with her husbaniti ls¢side them:

iA cabalgar! jEn nombre de Dios y de Santiagobr8dabieca, el caballo que
fue de Almotamid, aun cabalga Mio Cid Rodrigo entweotros. Cabe el arzon,
en cruz, lleva sus dos espadas: Tizona, que la@amy Bucar, y Colada, que la

gandé a Ramon el catalan. Ya se acercan los manosaphuerta. jAdelante!
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Mejor serd matarlos antes de que se lleven nupatro Mesnadas de Ruy Diaz,
salid de la ciudad por las Torres de Cuarte. Quee@or os proteja. Yo me
guedo implorando la victoria... jAdelante! jAdeldn@22)
It is not Jimena who spurs the soldiers to actiowt,the memory of her husband. With the hold
on Valencia slipping each day, the man who once avgseat leader in battle becomes a battle
cry. Only Jimena, the hero’s widow and part of tingh, is able to use the memory of El Cid to
the desired effect.

With El Cid dead, Jimena became the live figureruptnich the myth could rest. She
did not return to being Jimena again when her mslsded. She turned into the widow of the
hero. Her identity was still inextricably assoetwith the myth of her husband and that link
was necessary to her country. She maintained enaral served as proof that Spain’s champion
had been real. As a wife of the national herogdias status in the country was elevated-- as his
widow, she became indispensable.

It is her importance after the death of her husithatitruly separates Jimena from other
widows. Society had no place for widows, as theyla not be identified by their relationship to
a man, but Jimena was still defined by her formarrrage. Because the myth of her husband
lived on, the importance of Jimena also survivé&dremarriage, however, would separate her
from that myth, destroying not only the myth, bigocaher continued importance in society. A

marriage to Minaya would define her in terms of hew husband, and, in so doing, would end

society’s only link to the dead he?g. Thus, in a society that defines women by their

%3 Although El Cid also had daughters, both are radrffor a second time) and are

defined by their relationships to their husbands,lay their link to their dead father.
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relationship to men, Jimena stands apart from thers because it is her continued status as a
widow that brings her honor and defines her ingpes of the people.

Jimena’s relationship to the king, her marriag&taCid, and her role in sustaining the
myth of her late husband (if not maintaining hislcdhon Valencia) all contribute to her
importance in her country. As a woman, she ackiareincredible level of power within her
society. She is truly a member of the hegemoraisstl She is the duchess of Valencia, the niece
of a king, and the living representation of a mytat sustained an entire country. She is strong
in the face of adversity, and is willing to do wihecessary to realize her desires.

Despite her strength and power, Jimena is stilloman. Her society, like the society
enforced by Franco, made even the most powerfuvarhen subject to the will of men. As
Ranajit Guha defines subalternity, subordination b@ due to sex, allowing Jimena to be
subaltern due alone to the fact that she is a won&ire is the niece of a king, but she is also
subordinate to the king. She is the living repnéstgon of a myth, but she is still subordinate,
even after his death, to the man who was the faiodaf that myth. The king has exercised
control over Jimena for her entire life. El Cidntrolled Jimena’s life for decades and her

subordination to him must continue in order for thgth to remain intact. Jimena is powerful,

64
but her sex makes her subaltern.
The power that Jimena is allowed to exercise mdiersposition of marginality in

hegemony more acutely felt. As one of the most gyl women in the country, she is still

® It is important to note the Guha also points bat someone who is subaltern can also
be dominant: “The same class or element that wasra@gmt in one area [...] could be among the
dominated in anotherSelectedi4). Jimena is dominant with regard to her scstiaus, but

dominated due to her sex.
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insufficiently powerful to decide the course of togvn life. Her hegemonic background and her
link to a king and national hero make her desiedsviant to that king. The same upbringing and
relationships prevent her from entering into a mge with Minaya. She describes herself to
Maria saying: “Yo siempre me he encontrado per@ideaesa Historia grande. Me ha sobrado
Historia por todos lados... El muerto era mayor..2§21 This “History” is not hers, but that of
the king, and more so that of her husband. Nofegtbgshe is overcome by it and it controls her
life. As Minaya explains: “Hay cosas que la viudi Cid no puede hacer, Jimena. Menos aun
gue la esposa del Cid” (221). Jimena is more imapbto society after the death of her husband,
but his death also limits her in new ways. Evemgpsin Jimena’s life leads her to greater
hegemony but also to a greater marginality. Hereased power is never sufficient to overcome
her increased subordination, which is why the pdagls not in a marriage, but in Jimena
returning to the convent to live out her days &shéro’s widow.

Because Jimena’s desires are ultimately deniedrentero’s image remains paramount,
this play may, on the surface, appear less sulweetBan other works studied here. This is not
the case. There are multiple levels of subvergidhe play. Some of the levels are apparent in
the very subject matter of the play. Others, dug¢hto continued need to adhere to the rules
enforced by the censors, are less evident.

The use of the myth of El Cid is not unique to Galaork, but his deconstruction of the
myth makesAnillos para una damalistinctive. Isabel Torres comments on this anctvdihe
considers the inherent difficulty and danger inadestructing a national myth:

Despite the various adaptations and distortionshef central legend, every
version of the tale turns upon the indefatigableisen of the male protagonist. In

the echo chamber of official history, the patriaiclqualities of this medieval
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Christian warrior have resounded for centuries. Thposing, larger than life
figure of El Cid has been systematically constrd@ad reconstructed in diverse
literary genres; but until Antonio Gala wrote higyAnillos para una dama,
Spain’s most pliable and yet most static nationalohseemed to exist on a
mythical plane which defied deconstruction. (77)
The unprecedented attack on the myth is an exeeglyosubversive step for Gala. In order to
avoid alienating his audience by excessively critigy a national hero, Gala keeps his assault
indirect. He uses the character of Jimena to denact the hero’s image instead of using an
open critique.

A second point of subversion in Gala’'s versionthé myth is the long-standing
acknowledgement of Minaya’s love for Jimena. Aes ttusted nephew and confidant of El Cid,
Minaya was often entrusted with the care of JimeNdhat is seen in the legend as Minaya
taking on the task of escorting Jimena as a fav&l tCid is transformed by Gala into the image
of two people inappropriately attracted to one hanttravelling together, unaccompanied, on
multiple occasions. Although Gala is careful tave Jimena’s character untarnished by the idea
that something improper happened on those jourdeysloes make it clear that El Cid was not
foremost in the mind of either traveler. Insteddswostaining the idea of a painful separation
between husband and wife, he transforms the absenttejourneys where Jimena and Minaya
became increasingly aware of their love for onetla@ro This further deconstructs the image of
the hero by allowing his wife to exist for somethireyond his image and his importance.

A final step in the deconstruction of the heradhie suggestion that, not only did Jimena

love her husband’s most trusted soldier, she didave her husband. While Maria elevates her
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father in a manner appropriate to his status inrtlyh, Minaya reveals Jimena’s feelings,
suggesting that the ardently loving wife of the myitas nothing but a false construction:

MINAYA. Tu estuviste siempre enamorada de tu pagn® es cierto?

MARIA. De alguna forma, si... ¢Qué mujer hubieraligo no estar enamorada

del Cid?

MINAYA. Quizéd la suya... (214)
By suggesting that Jimena never loved her husb@ath takes the final step in deconstructing
the identity of the hero. Jimena never openly eshbe sentiment suggested by Minaya, indeed,
she affirms that she loved her husband. Jimendisnation of love, however, is even more
destructive to the myth than the suggestion thatditi not love El Cid. She suggests that she
did not love the hero, she loved a man who wasimgtimore than a mortal human: “El Cid era
el apice de Espafia: eso lo sé yo mejor que nadil quise. Los demas quisisteis el bla-bla-
bla, y el yelmo, y la coraza, y el poderio, y edtge Yo quise sus ronquidos, su asma de ultima
hora, su cansancio y su miedo” (237). It is Jineehamanization of the myth that is most able
to destroy it.

Jimena is able to destroy the myth and, if heoredfto marry Minaya had met with
success, the myth of ElI Cid would have been, if mibérly extinguished, at the very least
significantly diminished. Jimena is unsuccesdfiolvever, and instead of acting on her love for
Minaya, she spends the remainder of her days onaent. Jimena’s dreams are destroyed and
the status quo is upheld, suggesting that Galastgpthe importance of upholding the myth.
Ending the drama is this fashion, however, is peshfie most subversive aspect of the play.
The audience has been led to identify with Jimemanderstand her desires, if not to completely

support them. Her inability to experience happinlessause society demands something else
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from her, rather than affirming the legitimacy bétsubjugation of women, leaves the audiences
guestioning what their society demands of womeorrek explains the effect that the play would
have had, at least on the female spectator:
| would suggest that few women in the audienceparSn 1973 would have been
able to sit impassively through this play withoaemg the need for a change in
their own circumstance; without identifying the wrdmplications of the love
scenes; without recognizing the need to forgeevegit and assertive future; and
without Jimena’s words to Maria ringing in theirgdTu vida es sélo tuya. Que
no te la destrocen. Nadie. Ni rey ni roqueCan una mujer sacrificada basta en
una familia” (211). In this speech at least theran eloquent harmonization of
purpose. (93)
Jimena may have sacrificed her own happiness éogtiod of her country, but she expresses her
desire that future generations do not have to shfe same fate. By leaving at least the female
members of the audience questioning the fact #ratucies have not changed the sacrificing role
of women, Gala motivates a questioning of societains and encourages women to seek the
necessary changes to realize their potential.

While Franco’s dictatorship endured, the changeessary for women to achieve their
dreams and fulfill their potential would not occuEven weakened, the dictator supported the
role of women in the home, as the helpmate of tar.nWith Franco’s death imminent,
however, the options for women could possibly lmnfga change. The governmental changes
made by Juan Carlos Borbon could not have beeaipatted, but the very idea of a new leader

opened up the possibilities of change. Althoughenof the female protagonists in the first three
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works studied achieved their goals, each one taakid step toward empowering women, so

that when their chance arrived, they would seize it
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The Democracy

Paloma Pedrero’s Locas de amar

As Spain entered the last quarter of the twentietitury, many important changes were
taking place. The new, democratic system alloweddoms of content and style that artists had
fought for during the Franco years. Women weregigqual rights and the necessary time and
support to begin to exercise their ability to bensthing more than housewives. Censorship was
abolished and the freedom of expression alloweddéar themes and less need for subtlety.
Spain quickly modernized, overcoming the backwartioms of Francoism and topics of the
theater did the same. Playwrights, in particulamen, began to explore the idea of female
solidarity and the role of women in traditional mage.

Paloma Pedrero (1957-) was born into a Spainvtatstill controlled by the dictator.
Franco’s regulations controlled the format of hdéu@ation and supported very specific views on
marriage and the role of women in society. The&alrof the democracy in 1978 changed the
possibilities for women and they began to breaé the previously masculine sphere of theater.
The democratic theater in the late twentieth cgnallowed women to question the roles that
they had been raised to accept and to suggest peovtanities for women.

At the end of the dictatorship times changed gyeaitd quickly for Spain. As the
dictatorial regime was replaced by a monarchy ithgtituted a democracy, the people were able
to adjust to having more rights. Censorship wasigtbed and a new constitution gave women
back the rights that they had lost under France.wAs the case during the Second Republic of
the 1930s, society did not adjust instantaneowstiie¢ provisions of the new constitution. The
extreme nature of some of the changes requiredgelsan viewpoints, actions, legal

enforcement, or even infrastructure. Because otitineterrupted nature of the new government,
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however, the people of Spain were able to takeitie to make the necessary modifications and
enjoy the freedoms provided by the democracy.
Not every aspect of life was drastically changedhgyinstallation of the democracy.
Some of the changes had already begun in the daiies pf the dictatorship. Policies on
censorship had begun adjusting with the liberajaffects of the 1966 Press Law. Many
conservative regulations were also relaxed dutegdte dictatorship to accommodate
encourage foreign tourists. Spain in the 1970sexéansively less repressed than it had been
decades earlier, but it still lagged behind mucEkwfope.
Although Spain had become less inhibited duringfitied years of Franco’s regime, it
still required extensive development to reach éwvell of modernization of other European
countries. This progress was achieved very quiakly with minimal cultural fallout. Rosa
Montero explains:
[...] the changes that have taken place in Spaihandst twenty years are
staggering. We have moved successfully, withoowddshed, from a dictatorship
to a democracy. With four official languages andhaety of regional cultures,
we have managed to free ourselves from totalitaugwithout breaking up the
nation-state. We have made the long journey fradeudevelopment to
development in a short space of time, without t@myncasualties. In twenty
years we have experienced in concentrated form fehather nations has been a
century of social change. [...] Spain has succegséukricated itself from
centuries of isolation and boarded the train ofdns (“Transition” 315)

After decades of stifling totalitarian rule, Sparas ready to advance to a level of cultural

modernity long embraced by other European countilée modernization in nearly every facet
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of life that Spain underwent in the space of appnately twenty years was staggering. Equally
important was the relative lack of resistance te thpid development.

The most easily quantifiable level of advancemectored in the Spanish government.
This progress transpired in four basic stages. fiffiechange shifted from a dictatorship to a
parliamentary democracy. The second step implezdethe new constitution, and with it, the
reform of statues and administrative codes of practThis stage confused the people because
for a time, new democratic laws were implementddrgerescinding the policies established
during the Francoist government. Thus, a persoitdagngage in an activity allowable under the
new laws and be prosecuted for it by old laws wete still in place. Montero cites the issue
with the Catalan theater group Els Joglars whogmtesl a satirical play in 1978 that was in
accordance with the new freedoms provided by timodeacy. The group was subsequently
tried for disrespect using a Francoist-era law @micted (“Transition” 316). The third stage
was generational: political parties and trade usioecame infused with younger blood as the
generation of younger people who had not partieghat the Civil War began to occupy higher
ranks. The final change was primarily econonficnew elite social class that was backed by
the more liberal Partido Socialista Obrero Esp8R8&IOE) government was created and brought
with it a social change as the last vestiges oh¢oa power structure were eradicated.

Governmental changes during this era also lediéoadions in other facets of Spanish
life. The end of governmental censorship allowadoihe of the greatest steps forward in
culture. Voices that had long been forced to speakdes to avoid having their works
prohibited (and possibly facing time in prison) e/@ermitted to freely speak their views.
Without fearing repercussions for their effortgjsts began to explore new styles and push the

limits that had been firmly imposed during the lasarly four decades. Although censorship
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had relaxed during the last years of the dictatprghe total freedom allowed during the
democracy created a completely different artidticasphere. One of the most daring, and
popular examples of unfettered artistic expresgdPedro Almodévar. His films openly
examine relationships and topics that were longicaned taboo. His international fame made
Almododvar a representative of the movida, the hefismmovement that began in Madrid and
celebrated the emergence of a new Spanish culiittre.popularity of Almodovar’s films and
other countercultural aspects of the movida shoesuatry that was prepared to step away from
the past and confront the future.

Another step forward taken by the new democratstesy was the return to the equality
of men and women that was established by the Repaiidl abolished by the dictatorship. As
was the case with the equality established in 1B2fh| equality did not immediately result in
women’s equal participation in society. Very fewmen who were raised under the Franco
dictatorship had the educational background of s&tlnecessary to work outside of the home.
In 2014, the democratic government will have suedias long as the dictatorship, allowing the
time for the necessary change of behavior and rateds allow women to explore and make use
of the opportunities allowed to them by the newstation.

In her article on the evolution of women rights,f\daTelo refers to a number of civil
codes that specifically affected the rights of wanae Spain transitioned from a dictatorship to a

democracy. These codes are summarized in thelialde:
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TABLE 1: New Codes and Their Effects on Spanish Wom

Code Effects on Women's Rights

Article 411 This article declares superior value¢ liberty, justice, equality, and
political pluralism. This is the first step towagdual rights for women.

Article 9.2 This article deals with the removalafifstacles for equality in order for tha

equality to be realized. This is important when oaesiders the difficulties
encountered during the first Republic with regar@c¢hieving equality in
action and not merely in word.

Article 14 This article specifically declares appa@hiards to be equal. Discrimination for
reasons of birth, race, sex, religion, opinionaoy other reason is
prohibited. This is where women are specificallgrged equal rights.

Article 18 In this article all Spaniards are grahtke rights to honor, personal and
family privacy, and on their own image. This isianportant first step in
removing the all-encompassing control that mandeat their wives and
daughters.

Article 27.1 This article guarantees rights to etiom. Although it does not specifically
address equal rights and equal education it is thed& women are
guaranteed the same education as men.

Article 32.1 This article grants equality with redao marriage. This is especially
important because women are now allowed to entemnarriage without thg
express approval of their fathers or other malaattes. This would have
prevented the problems that prevented the happofdke protagonists of
Bodas de sangré.a tejedora de suefipandAnillos para una dama

A\1”4

Article 35.1 This article guarantees the right trkvin the profession that one elects. It
also specifically prohibits discrimination due &xsThis is an important step
because the dictatorship had very clearly defilégsrappropriate for
women. These roles did not involve work outsideltbme. The ability to
work in the profession that they chose was incilgdiportant to the
achievement of equality and fulfillment for women.

As the many changes gave women a greater roleciatgpthe new Democratic policy regarding
education (Article 27.1) was a very important fsgtp in realizing a true equality between men
and women. As th8eccion Femeninaad taken an active role in much of the educatfon o
young girls and women during the dictatorship, fEsmaaised during that era had been taught

the necessary skills to become wives and moth&lthough these capabilities prepared a
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woman to fulfill the role that Franco’s governmestablished for her, it did not prepare her to
participate in the workforce. Boys and girls wedkicated separately until 1970 when it was
made legal for the two sexes to be educated togéibth in in schools and classrooms. Under

the democracy, coeducation became the norm, alpluarys and girls the same ability to

continue their schooling after high schggl.As college education became equally available to
women, they began to receive the same educatietsléweir male counterparts. Many began
pursuing higher levels of education. Montero comts¢he following with regard to the social
and cultural advances in Modern Spain: “In Spadatg there are more female than male
students at all levels of education, and they dtedg“Revolution” 381). Women also began to
branch out from traditional fields of study (nuigirthildhood education, and the humanities)
and concentrate their college studies in tradifigmaale fields such as architecture. Although
many fields and jobs were still considered prinyamilale or female, the equality of education
strongly encouraged a greater equality betweesdkes.

Feminism during the democracy in Spain is not agpka to describe as it was during the
Franco dictatorship and the early twentieth centdrye frequent interruptions in the growth of
feminism and its decimation under the Franco reqitmved for easily definable parameters
before the democracy. Under the new governmeatytbwth of feminism was, for the first
time, allowed to continue uninterrupted, flourisghin a number of areas. The possibilities for
women continue to increase as does their participat all areas of society. This is due in large
part to the first generations of women who weresadifree of the direct influence of Franco’s

government coming of age at the end of the century.

% Inés Alberdi notes that although coeducation \aasiorm in all newly created schools

beginning in 1970, many families still viewed ittlvskepticism (77).
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The adult women that began to enter the workfandbée 1980s made advances in two
major fields: media and literature. Outside of ¢tbatrol of the dictatorship, media in Spain had
its first real chance in decades to advance aedptore new ideas and viewpoints. Women
began to participate heavily in television, filndasther arts. For the first time, women were
participating as heavily in the arts as men, artti this movement feminism was strengthened
and female viewpoints became visible to a wideenck. Involvement in the arts, especially in
those relating to the media played an important ipaachieving the equality promised by the
new constitution.

The heightened female contribution to the artsreded to the theater because, like the
role of women, theater experienced great changg®inew democratic Spain. Art boomed
under the new government and theater was no ercepfilong with the many new female
novelists that emerged during this time, women bksgan to publish and perform drama. This
is important because, in more than any other fible writing of dramas (as can be seen in the
first two thirds of the century) was a masculinewgzation. Patricia O’Connor explains the lack
of female playwrights in Spain: “Prior to the twieth century, there were almost no women
dramatists in Spain. Even today, they constitidmall minority in Spanish theater. The
absence of women writers in theater, however, isinmue to Spain. The cultural imperatives
to be docile, domestic, and silent underlie thecggiwf women in professional dramaturgy, an
art that rewards aggressiveness and verbal vititid8i76). Although Spain is not the only
country with the cultural imperatives mentioned®Yonnor, it is a country that reinforced
social requirements with governmental mandates.dBocades, the dictatorship was responsible
for governmental policies that promoted and enfd@missive roles for women. This

prevented women from participating in fields thequired aggressiveness. The increased
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participation of women in theater pointed to a cldaange in the role women played not only in
the arts but in society as a whole.

During the last quarter of the twentieth centaing few women authors and playwrights
that had been producing work since as early a$968s were joined in success by a new

generation. Some of these famed playwrights ireléaa Diosdado, Lidia Falcon, Lourdes

Ortiz, Carmen Resino, Concha Romero, ltziar Pasemal, most notably, Paloma Pedrg?o.
The new generation brought the now flourishing teemf feminism into the theater to question
the roles of women and to examine female relatimsshThese playwrights, although including
male/female relationships, also stepped beyonddheentional topics to explore the
relationships that women form with each other efs, lovers, mothers, and daughters. Men
are not excluded from this type of theater, butehs a consciousness of the new opportunities
available to women, and the possibilities of meghihlives not organized around the needs of a
man. As a result, men are included, but are rext a8 necessary to the life of the competent,
self-aware, and content woman.

The increased participation of women is not thiy change that occurred in the field of
theater in the late decades of the twentieth cgntliheater lost popularity as television and
cinema increased in accessibility and quality. rEplaywrights with as much acclaim and
popularity as Pedrero encounter numerous obstactbs production of a play. The difficulties
encountered by Pedrero while bringingcas de amato the stage are similar to those faced by
many in the modern theater. In the 1997 publistezdion of the play, Pedrero included a

section which she entitled “En honor a la verdalth’'these pages preceding the play, Pedrero

% Some of these women were born even before thefethe civil war, but all of them

published works of considerable importance afterahd of the dictatorship.
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herself details the complications she faced, andehthat are encountered by all who participate
in theater.

Pedrero’s comments detail the trials of brindiegas de amato the stage and give the
reader an excellent understanding of the statlkeatér in late twentieth-century Spain. Unlike
critics, Pedrero does not attempt to compare mottheater to modern cinema or television. She

accepts that the two genres are not meant to cemptt one another. Thus, she addresses only

the challenges encountered by playwrights in tteetimentieth centur§5/.7 In the path to the
premiere olLocas de amarPedrero encountered a producer who had not heagidrk but who
wanted to cast the play himself, a director whapljmeared, difficulties in finding theater space,
and a shortage of willing male actors. What casd®n in these difficulties is the danger,
encountered by modern playwrights, of losing sifithe creative and artistic elements of a
drama in the trials of bringing it to the stage.

Theater does not and cannot compete with filnel@vision, but even as an art unto
itself, its quality is diminishing. Pedrero speakshe forces that can contaminate the work and
objectives of a playwright and create a reducediesae:

Nuestro teatro, las gentes del teatro de hoy estagmaminados de voces
extrafias a nuestro arte. No sé bien a qué se deth@ez a una suma de factores
desgraciados sobre los que habria que reflexiomalesnora. Pasan por mi

pensamiento algunas circunstancias historicasagtnmlismo actual, el auge de

®” Pedrero does not compare the staging of a pldyteliévision or film, but she does
mention the difficulty of finding male actors, cifj that most actors prefer television:
“Descubrimos, con pena, que la mayoria de los estoreferian la television; mas rentable,

popular y comoda” (11).
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la supertecnologia, el acoso de la informaciéterdencia al aislamiento
personal o familiar, la apatia hacia la politidajescreimiento en el otro, la
relacion patolégica con la television, el alejartietie los ritos espirituales...
Estas, entre otras tantas cosas, quizd mas casdratahecho que el teatro se
haya ido alejando del pueblo. O mejor dicho, dedjbo como publico. Se ha
perdido la vocacién de espectador, sin disminirirembargo, la de actor u otros
oficios de las tablas. Este fendmeno nos ha liezagn desequilibrio peligroso
para el propio teatro: Demasiados para el escenarams enfrente. Asi no se
produce el milagro del teatro. (12)
Theater requires an audience and modern theat@nicasintered difficulties with attracting it.
Drama no longer has what Pedrero calls the “gldhat it had in past generations. In her belief,
what needs to be done is a “profundo acto de sodtin order to recover the trust of the
audience (13).

Pedrero suggests that a variety of factors canteilo the modern problems faced by
theater and its retinue and patrons. Audienceswnadling and those who participate in the
miracle of theater are prevented from wholly inresthemselves in their art by being forced to
contend with the bureaucratic aspects of productPlaywrights are divorced from their work
by the need to become businesspeople, losing muehai drew them to theater. They are still
dedicated to their art, however, and are willingaarifice to see it brought to an audience.
Pedrero explains that she sacrificed a great desde this play brought to stage: “Poner en
escena este texto me costo6 salud, inocencia, dingesengafio” (9). Despite the many

obstacles faced in the creation and productiontb&atrical work, playwrights like Pedrero
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continue to labor at their art, working to recotles trust of the audience and the magic of the
theater.

Pedrero is considered to be the foremost femaieypight in modern Spain and her
works have gained significant recognition. Sheip@aated in the theater from a young age, and
in 1978 founded the theater group, Cachivache, evblee began her first professional work as
an actress and playwright. Her first plag, llamada de Laure(i1984) cemented her place as a
successful modern playwright. A number of her sastul plays consisted of only one act and
they were eventually published in a critical editloy Catedra with the nandeiego de noches:
nueve dramas en un actdany of these dramas (most notaBsguardo personandEl color
de agostphave been included in anthologies of modern Sbeliterature.

Although many of Pedrero’s dramas have receivedtanbal acclaim, some of the
works dearest to her heart have been poorly regeimeludingLocas de amar The “problems”
critics encountered with the play are some of itstmotable aspects and reveal why this work is
important in the present study. The two charasties criticized are the feminism and the
treatment of male characters in the play. Reggrthia negative reaction to the feminism in the
play, Pedrero remarks the following: “La visién delindo de una mujer, su universo intimo, el
protagonismo de sus conflictos, continua perecisdsic] algo sin valor, un asunto de
segunda categoria” (14). Although women are beagmmiore active in the theater, feminism on
stage is still not appreciated. This perhaps exphahy the depiction of the male characters of
Locas de amawas also poorly received. As Pedrero explains:

Tampoco parece agradarles mucho ver en escena é®uotrientes de hoy, con
sus problemas de calvicie o impotencia, sus deperemocionales, sus crisis

de identidad. Aunque todo ello sea tratado condmymernura, sin acritud ni
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dogmatismo. La mayoria de nustros [sic] hombregones siguen queriendo ver
en el espejo del escenario al varén mitificadospidebate entre los “grandes”
conflictos de la vida. Siempre desde el poderielss papel de protagonista
histérico. (14)
Portraying the modern man as human and fallible beaglisagreeable to the notably all male
critics that reviewed.ocas de amarbut it reveals the crisis of masculinity in maad&pain.
Kaja Silverman writes about male subjectivity aed teferences to the typical male role in
society elucidate why a male who is no longer th® land provider for his family makes the
audience uncomfortable. The joining of two oppgdigures, male and female, forms the
essential unit of the family and legitimizes masuty. According to Silverman, this image of
the family is critical to society’s definitions @ relationships and the legitimization of
masculinity: “[T]he dominant fiction presents thecgl formation with its most fundamental
image of unity, the family. The collectives of comnity, town, and nation have all traditionally
defined themselves through reference to that imé2y. The family, seen as a unified group,
headed by the male subject is considered essembalr reality: “[...] our ‘dominant fiction’ or
ideological ‘reality’ solicits our faith above alse in the unity of the family, and the adequacy
of the male subject” (Silverman 16).ocas de amarfrom the outset, presents a broken family
and an adulterous husband who has abandoned leismdfchild for a relationship with a model
barely older than his child. The fundamental tgailf society that defines itself through the
family has been defied. The modern man and womad teelearn to redefine themselves in
order to survive in a society that no longer densahdt their marriage can only end in the death

of one of its participants.
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The play begins when Eulalia has already been alvesttby her husband. Fearing for
her mother’s health, her daughter, Rocio contaptsyahologist to help her transition to single
life. Eulalia forms a relationship with Carlosripsychologist, unwittingly forming a love
triangle and sharing a man with her daughter. Al slowly recovers and discovers the
many wonderful possibilities that exist for her that she was denied throughout her marriage,
she finds that she can be something more thaneaand a mother. When Paco wishes to return
to her and Carlos wants to marry her, she choosésad to learn to live alone for the first time.

Though Pedrero is feminist and the feminist tonthefplay is unmistakable, Eulalia, the
protagonist, is clearly not in favor of her owndrhation from the enslaving yoke of marriage.
When her husband, Paco, leaves her for a modeltitsragency, rather than try to learn to live
her life without him, she chooses to starve hetsetfeath. She explains to her daughter: “Ya
me han matado el corazén y el alma. Ahora sonypué va a acabar con el cuerpo” (24). In
this same scene, the manner in which Eulalia fleeabandonment is juxtaposed with her
daughter Rocio’s interpretation of the situation:

EULALIA. La vida se acabé para mi. El canallatd@adre me asesino.
ROCIO. Pero, mama, no seas tan tragica. Papgémoasesinado, te ha dejado.
EULALIA. ¢Y qué es peor?
ROCIO. Pero si ahora es lo normal. Todo el mutgja a todo el mundo. Dicen
gue es hasta mas divertido, que asi se puede ecanackos hombres, muchas
formas de hacer el amor. (24)
For Eulalia, who was raised during the dictatorsthp prospect of having to orient her life
around something other than her husband makesdrdrtavdie. Her youth and education

prepared her to be a married housewife, not a déem search of new men to show her new

178



ways of making love. Rocio, raised primarily dgrithe democracy, sees divorce as normal and
unremarkable, and is able to see the opporturatiagable to her mother in the absence of her
father.

This initial interplay between mother and dauglstearly establishes the generational
differences between women raised under two vefgrdift systems of government. Eulalia is a
symbol for the dictatorship and Rocio for the deraog. In Eulalia’s life, the equal rights
granted by the government have little significan8&ke neither wants nor needs to work outside
the home. She has no desire for sexual freedomslandertainly does not wish for her husband
to consult her in all things. She wants to livéhaer husband and care for him and her
daughter. She was raised to be a wife and a mofftex government changed abruptly, but
society and its norms and roles cannot shift sokdyi Eulalia is a prime example of this
generation of people. She has been given righthdmichosen not to embrace all of the
possibilities that they entail. Her husband hamdobned her, however, forcing her not to
continue with her accustomed role, but to conftbetreality of a society that allows her
husband to divorce her.

Eulalia is forced to face the idea of divorce, bet financial status allows her to take the
time to attempt to starve herself to death instdachmediately seeking work in order to support
herself. Pedrero establishes her as living indeaésa en las afueras de Madrid” (23). Eulalia
also hints to the wealth of her husband when stees¢o the trials that the mistress of Paco will
have to suffer: “Ya, pues, ya vera ella, porquepaiar por el cielo con sus millones va a tener
gue arrastrarse mucho por la tierra con su perg@%.” Eulalia lives in marginality in

hegemony. Her marginality, however, unlike thatha previous protagonists studied in this
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dissertation, is self-imposed. Her governmentrhade her equal to her husband, but her

comfort zone denies that equality vehemeﬁ%y.

The initial refusal of Eulalia to accept the bg#leof her husband and move on with her
life proves her desire to remain subordinate tatagrchal system. In the absence of Paco,
however, it comes as no shock that she would quelkbw Carlos to fill that role in her life. He
allows her to be dominated by a man in the accustionway, but also inadvertently fulfills her
desire for revenge. Eulalia admits that she wemtse in order to force her estranged husband

to live with the weight of her death on his ba¢kaving a sexually fulfilling relationship with a

much younger man who professes to adore her ig@ailg effective revenggs.) The desertion
of Paco left a hole in Eulalia’s life, and Carlgsable to easily step into that void. Thus, while
conserving her hegemonic financial status, Eulghis, by subordinating herself to Carlos, to
renew her marginalized position.

When, as a psychologist, Carlos becomes involvéd Eulalia, he attempts to convince

his patient of the value of being an educated won#trthe behest of Carlos, Eulalia redisn

® The female protagonist that is willing to accepihdlandering husband because the
dictatorship educated her to serve him faithfullgardless of his proclivities is by no means
unique to Pedrero. One notable example is theactarof Sofia Montalvo in Carmen Martin
Gaite’s 1993 noveNubosidad variable She discovers her husband’s infidelity, but dods no
attempt to confront him, or the situation.

%9Although Eulalia may not see her relationship v@grlos as a means of achieving
revenge on her husband, this “therapy” with Carlas two effects on her relationship with her
husband. First, it proves the adage that livin isg¢he best revenge. Second, being content

and adored by one man (Carlos) makes her more lappéaanother (Paco).
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Quijoteand an unspecified work by Shakespeare. Carbsesgucation as an important tool for
Eulalia to rebuild her life in the absence of heslband. Eulalia’s desire to remain subordinate
to men renders this education useless for her.d8ég not need to be educated to find a new
man; indeed, she is told that men do not want acadd woman. She relates to Carlos a
conversation that she had with her friend Pilar:
EULALIA. Vino a visitarme mi amiga Pilar. Me enund muy bien, muy
delgada. Y le conté nuestro proyecto de que yetawna vida propia.
CARLOS. (Y qué? ¢Qué te dijo?
EULALIA. Le pareci6é una tonteria. Y me dijo que tpdavia podia conseguir
un hombre, que no tirara la toalla, que las intakdes y todas ésas luego no
encuentran un hombre que las soporte. (40)
Eulalia is not alone in her feeling that her wastelated to her marital status. Pilar represents
the same idea that rather than attempt to creldeat her own, Eulalia should seek a new
husband. Educated, modern women are seen as atiagde potential husbands.

Rocio, in her preparations for the future andentelationship with Carlos represents the

type of educated, modern woman that is seen byligaad Pilar as unappealin@. This
modern young woman is again used ably by Pedreaonssy of demonstrating the drastic
difference between the two generations of womere iS studying to become a doctor, an
ambitious goal for anyone. This clearly showsddality to embrace the rights and education

available to her as a modern woman. She is opbaripursuit of Carlos and unabashedly

® The love triangle between Eulalia, Rocio, and @ais not addressed here, but it is
considered to be one of the more unique and integeaspects of an otherwise unremarkable

work.
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sexual.71 Although she is not promiscuous, neither is shing to wait for marriage to
experience sexual fulfilment. She repeatedlyused Carlos and even does a striptease for him
one afternoon after her mother’s therapy sess&he is clear about her desire for him and does
what is necessary to attract his attention andsaréum. Her seduction is effective and,
apparently, fulfilling.

Rocio finds sexual and intellectual fulfillmentaligh her studies and her relationship
with Carlos; her mother has encountered a vergufft situation. When Carlos speaks of
letting a sensation fill her like an orgasm, steches the painful conclusion that in twenty years
of marriage, she has never experienced sexualyskad his is another form of marginalization
faced by Eulalia. She spent twenty years priontjzhe needs of her husband over her own.
Her admission to Rocio regarding the lack of pleasuthe marriage bed shows that she was
marginalized due to her sex in all aspects of heriage. Not only did the needs of her husband
come first, his pleasure was the only one thatachseved.

Eulalia mourns for a marriage that consistentlgiyad her needs and desires to the
margin in order to care for her husband as a witeikl. Her needs and desires are not the only
things denied, as she finds in early sessions @atthos. Eulalia also feels an intense rage that
she has never allowed herself to express. Canlosueages her to give that rage a physical
outlet by venting her frustrations and her angdreathusband by repeatedly hitting a photo of
Paco with a baseball bat. As Eulalia tries to fettause she feels weakness, he goads her by

saying how much energy Carlos has for his relatign&ith Moénica. As her fervor increases

"L Though Rocio openly pursues Carlos, this romasibédiden from her mother. Carlos
says that he fears Eulalia’s knowledge of the ielghip would interfere with her therapy

(although that is not the only reason that he daésvant to reveal the relationship).
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she nearly hits Carlos with the bat and in herflastmoments of energy she trembles as she

pursues Carlos with the bat saying: “Toma, canatédor, adultero, impotente, ciatico, obeso,

muermo, muermo, muermo...” (33. After this she gives up completely and embrabes t
photo of Paco. Then she cries and kisses it sayiago... Paquito...” (38). Eulalia clearly
feels rage, but also misses her husband terrildhe ability to express her anger toward her
husband does not change the fact that she hasizeddrer life around him for two decades and
does not know how to face life with herself at teater.

By chasing Carlos with a bat as she vents hertagard Paco, Eulalia is transferring her
emotions. This is not the only situation in whiehlalia transfers her emotions for Paco to
Carlos. The initial attraction that she feels tovaim, which Carlos calls love, he describes, in
conversation with Rocio, as transference:

CARLOS. [...] podria estar...enamorada de mi.

ROCIO. ¢Como? ¢Qué has dicho?

CARLOS. Es... es un enamoramiento irreal. Una feaascia. Rocio, ¢no me

digas que no sabes que todos los pacientes se emad®su psicélogo? (37)
In the emotional void left by the desertion of hesband, Eulalia shifts the feelings of love and
devotion that she is accustomed to feeling towarchinsband to Carlos. While their
relationship remains professional, Eulalia’s appaleve can be easily explained as

transference.

"2 Although Eulalia is pursuing Carlos with the bathas point, the words are for Paco,
not for Carlos. She is simply pursuing him becalsewants to direct her rage at something

alive, instead of the picture of her husband.

183



When the relationship between Eulalia and Cartaoines intimate, the idea of
transference is no longer a viable explanatiorEidalia’s feelings toward Carlos. Although
“terapia sexual” is the term that Carlos uses sxdbe the intimate relationship that he begins
with Eulalia, he realizes that it is something mitv@n therapy. Carlos is no longer filling the
role that Paco used to fill in Eulalia’s life. Has passed beyond that and is now providing her
with pleasure that was never given to her by hebhod in twenty years of marriage. He has
put forth the necessary effort to understand affdl fuer sexual desires. This intimate, and,
according to Rocio, very vocal sexual therapy ckaribe relationship between Carlos and
Eulalia, but also affects many people in diffenealys, creating many different kinds of tension.

First, the sexual relationship with Carlos changeklia’'s perceptions of relationships
between men and women. Although she still feedsned to have a man in her life, Eulalia
realizes that it is possible for women to enjoyphgsical aspect of the relationship. This also
leads to the conclusion that her relationship Witito, though she initially wanted to return to it,
was lacking. Paco was selfish, and Eulalia grésipdecause she becomes aware that
reciprocity is a possibility, raising her expeatas for a happy relationship and increasing her
displeasure with Paco.

The sexual therapy also creates an emotional attachbetween Carlos and Eulalia
which in turn creates greater tension between Butald Rocio, a strained relationship from the
beginning. When Carlos becomes sexually involvéd #ulalia, Rocio understandably feels
jealous. She and Carlos have been meeting attbraddEulalia’s therapy sessions. When she
faces the truth that she is sharing her lover Wwighmother, she calls her father to try to convince
him to return and end the possibility of her motiméerfering in her relationship. When Carlos

asks her why she called her father she explains] ffara que arregle la locura que se ha
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apoderado de esta casa” (68). Rocio does noabaré the happiness of her mother as long as it
affects her relationship with Carlos. She alsekithis relationship, preventing Eulalia from
ending her sexual therapy with Carlos for the saleer daughter. The continued secrecy that
Rocio and Carlos maintain, at the insistence ofdSaassures that Eulalia will remain blissfully
unaware that she is hurting her daughter. NoneskeRocio feels betrayed and deceived. She
says to Carlos: “Mi madre esta interfiriendo deradsien nuestra relacion” (68). She sees the
closeness of the relationship between Carlos anthbéher as an obstacle to her possible
happiness.

The tension created between Eulalia and Rocio tesigtthe strain in the relationship
between Carlos and Rocio. Rocio is content tavefler mother to believe she is a virgin, so she
agrees to the demands of Carlos to keep the ne#dtip secret from Eulalia. Carlos intended to
keep his therapy methods from Rocio, but she has lietening at the door during the sexual
therapy sessions and eventually realizes what éas bappening:

ROCIO. Al principio crei que ella gemia de pengue gritaba por los ejercicios

esos que hace...Eran sdélo sospechas pero...

CARLOS. ¢ Has estado espiandonos?

ROCIO. Pero ayer... jDios mio, ayer os lo pasabimisba! (68)
Upon discovering the methods of therapy that Cdrlssbeen using with her mother, Rocio
decides that the best way to deal with the sitaagdo reunite her parents so that Carlos is free
to be with her. She wants Carlos to convince atrelr to come home: “Habla con mi padre,
intenta convencerle para que vuelva. De esa mattieya/o podremos estar tranquilos,
confesarle a mi madre la verdad de nuestra relaioluso...casarnos” (69). In order to make

sure that Carlos follows her directive, she givies &n ultimatum. If he does not resolve his
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doubts about his relationship with Rocio (and hethar), she will reveal their affair to Eulalia.
She felt confident with Carlos before his sexual#ipy began, but now she fears being replaced
by her mother.

Rocio’s fears are valid because Carlos feels isectaare toward Eulalia, which creates
animosity toward Paco. The first encounter betwtbese two men was mostly cordial. The
second encounter is much less friendly. Paco axpthat he believes that Eulalia has no
capacity for sexual enjoyment and that she has exedorly. This enrages Carlos, who knows
the situation to be different. He defends Eulalia:

CARLOS. Que se equivoca.
PACO. ¢Cbémo? Entonces, ¢ por qué cree que meg fdidcaso piensa que no
conozco a Eulalia?
Carlos. No la conoce en absoluto. Y se fue daduporque es usted un
gilipollas. (70)
He refuses to take the comment back and he andeRaotually come to blows. Rocio
separates the two, but the discord is not resaweldcontinues to grow as the drama progresses.
Carlos not only has a conflict with Rocio and Rdmd with himself. He was against the

relationship with Rocio since the beginning, bulews himself to be routinely seduced by
her.73 He knows that he should not attempt to develsexaial relationship with Eulalia, but as
Rocio confirms, he and Eulalia clearly have an yaipbe sexual experience together. He knows
what he must do ethically, but he also finds hifngeable to overcome his desires. When

Eulalia faints during their session, he says to h@ué voy a hacer contigo? ¢Qué voy a hacer

73 By assuming the role of the aggressor in theati@hship, Rocio adds to her

hegemony, but by being forced to pursue Carlosceh&ibutes to her marginality.
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conmigo? Crei que era cierto” (67). Carlos hatized that he loves Eulalia, and that he wants
her to love him. This realization leaves him feglprotective of her, but confused. By
displaying a man who allows his emotions and sl to overrule his judgment, Pedrero calls
into question the legitimacy of male dominance.

All of these new tensions created in the sexuakihewith Carlos are brought to a head
with a single gunshot. Eulalia was already faifobe the conversation that Carlos had with
Rocio and the fight that he had with Paco. WHikedrgument with Paco is happening and
during the subsequent conversation between Rod&arnos, Eulalia takes out a gun and
begins to point it. Eventually, she points it at wedding photo and shoots at the image of
Paco. Immediately afterward she loses consciogsni@ile she is unconscious, she has a
revelation and comes to the realization that skeelsi¢o live, and that she has a mission in life.
She tells Rocio: “Vi un besugo al horno y un chintede ternera. Si, se movian, bailaban para
mi y me llamaban. Era como si quisieran transméiun mensaje. Algo asi como...come, vive,
todos tenemos una mision en la vida...” (75). Afités experience, Eulalia begins to eat again,
and to think about what she wants from life.

The revelation that Eulalia has while she is uncmns affects her relationship with the
three principal people in her life; Rocio, Carlasd Paco. All three of these people were
concerned when Eulalia lost consciousness, buvalégs later order has been restored to the
lives of all four major characters. Eulalia hagmeating long enough that, although not
completely recovered, she feels much restored.icRws returned to pressuring Carlos to reveal
their relationship to her mother, and Paco hagmetiito Moénica. Although they have returned
to their lives, happy that Eulalia is doing betteese three major players are unaware of her

revelation and its implications for their lives.
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It is not the decision of Eulalia to live that hthe greatest effect on the lives of the

people close to her, but the conclusions she reaghik regard to the idea of having a mission in

Iife.74 She realizes that she can offer more than thecesrthat she has provided in her decades
as a wife and a mother. She has the capacity sofething more than a wife and mother.
These are options that are now available to hemgpthat the democracy has provided. She
recognizes that changes will be difficult but unaeble. She is willing to make the necessary
effort to be something more in order to fulfill haission in life. By choosing to take the steps
necessary to make use of the opportunities grdatekde new constitution, Eulalia transitions
from a traditional, submissive wife to an ambitipliiserated woman. This allows her to

improve her relationship with her daughter, duthtr increased similarities in goals, and to
prove that a woman does not need a marriage toelbérself.

In order to move on with her life and become sometimore, Eulalia first has to make
definitive decisions about the three primary relaships in her life. Although she has reached a
conclusion with regard to her plans for herselg bBhas not yet revealed her decisions to the
people who will be most affected by them. Rociarl€s, and Paco all play important roles in
Eulalia’s life, and she is very important in thisnes as well. All of these relationships hang in
the balance. Carlos loves Eulalia but has notess#d his love because he needs to reveal his
relationship with Rocio and his lack of a degr&acio loves her mother, but fears revealing the
relationship that she has been having with CarReaco wants his faithful, subservient wife back,

and thinks that revealing Carlos will win his caustather than gather all of these people

4 Eulalia’s decision to live is not disruptive teethives of her family, indeed, it could be

argued as the first rational decision she makes Bfico leaves her.
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together and reveal her decisions, Eulalia heais thvelations and tells them of her own, one
by one.

Although both Carlos and Paco are waiting to spgedler, and it has already been made
clear that leaving the two of them alone togetkstuiits in violence, Eulalia heeds her daughter,
and attends to Rocio first. The fact that Euled&ves the two men alone in order to speak with
her daughter evidences the shift in her prioritiRecio does not need her in any vital sense, so it
is her role as a mother that makes Eulalia preitier daughter’s bid for attention. The
ensuing conversation between Eulalia and Roci&e$ylthe most revealing and honest
conversation that mother and daughter have shargeibirs. Rocio reveals that she has been
having sex with Carlos since the third time he céonsee Eulalia. She also admits that she was
not a virgin when she met him. Eulalia is not gapout this relationship with Carlos, but
instead with Rocio’s lack of confidence in her whinade her keep this a secret. When Eulalia
asks about love, Rocio turns the conversationadsteward a discussion of the sexual
performance of Carlos. When Eulalia protests fRagio reminds her that she wanted the truth:
“¢ No querias sinceridad? Pues vamos a ser sinchtaga es tarde para empezar” (88).

In this discussion of their relationship with treeree man, Eulalia and Rocio move
beyond their current conflict, and beyond the refeghip that they have shared for years. Now
in addition to being mother and daughter, theyb@@ming friends. They share closeness and a
level of honesty that is only possible between wamen. Although is it difficult for Eulalia to
discuss sexual relationships with her daughterssks it as necessary. She remarks to Rocio:
“Me cuesta, me cuesta hablar asi contigo. Pemegieazon, nunca es tarde para empezar a ser
amigas” (8). This conversation ends with Rocidé&ago her mother that she not give up her

relationship with either man for the sake of haunglder and the declaration that she wants her
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mother to be happy. Eulalia responds that shecleitify everything and, as a friend, tell Rocio

later about everything that happens. This reneavedimproved relationship with Rocio

highlights the common theme in Pedrero of the irtgoare of relationships between Wom7ér)n.
When two women are able to form close relationship$find solidarity with one another, the
need for a dominant male presence is nearly eradicdAVomen can be strong alone, and other
women can help them to maintain that strength.
The next step that Eulalia must take in revealiagdecisions is a conversation with

Paco. During the early days of her therapy withid3a Eulalia wanted nothing more than to
return to her previous life with Paco, or at thepeast, to have her vengeance upon him. Paco,
abandoned by Monica, returns to her and offerekactly what she wished for during those
early days. She can return to their marriage,bamdiliate him in the process. As Paco grovels
like a dog, begging for her to take him back, stadizes that her revelations have changed not
just her goals but much more:

EUALALIA. Esto es unaridiculez. iDios mio quéagedia! Ahora que tengo la

venganza en la palma de la mano me parece todgillipallez.

PACO. Eulalia, ¢ dices tacos?

EULALIA. Si Paco, digo tacos, escribo poemas,dbmas de teatro, como

sémola de trigo, y voy a estudiar una carrera usiizgia.

PACO. (Asustado)}No!

EULALIA. ¢Qué pasa? ¢ Te parece tan horrible?

"> The prioritizing of relationships between womemds unique to Pedrero. The
relationship between the two protagonists in CariMartin Gaite’sNubosidad Variableshows a

similar emphasis, drawing another parallel betw&ese two works.
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PACO. ¢Quién te ha metido todas esas ideas eéza?

EULALIA. No sonideas. Yo soy una nueva realidad.

PACO. Pero..., yo te quiero como antes. Te nexdsit]

EULALIA. jEso se acabd, Paco! Yo ahora opinosjetito.

PACO. jEh!

EULALIA. Si. Y disiento de ser un cero a la izeuga, un mueble sin voz.

Ahora tomo y doy. Tomo y doy. (82-83)
In this exchange with Paco, Eulalia accepts, amth @mnbraces the changes that she has
experienced. Paco’s reaction shows how distantélereality that is Eulalia is from the
woman that was his faithful wife. The submissivegncoist wife has gone, replaced by a
liberated woman of the democracy.

There are two very important points in this cose#ion. The first is Eulalia’s desire to

pursue a university educatigg. She recognizes that she was educated for thehatishe has
played thus far in her life and that to changedimlities she must also change her level of
education. In order to pursue this goal, she lkeagldd that, due to having worked for Paco for
twenty years, she deserves to have her half of in@nces. This will allow her to live
comfortably on her own as she learns to becomeavangman.

The second important point in this conversatioButalia’s discovery of her own voice.
For years Eulalia was no more than a reflectiothefneeds, desires, goals, and opinions of her
husband. She gave everything and expected nathregurn. She did not voice her needs or

desires and to voice her dissent would have betimnkable. Now that she has found her voice,

’® Although she does not mention a specific spegitibin in this conversation with Paco,

Eulalia earlier mentioned to Carlos that she wighegudy psychology.
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she voices her desires and her dissent. She safuge a reflection and a servant. Now she
gives voice to her need to give and take.

Eulalia’s choice to pursue a divorce from Pacoeag of taking him back leaves the
position of the man in Eulalia’s life open for Gasl This possibility of a life with Carlos is the
final thing that Eulalia must address in her seoiesonversations. Compared to the lengthy
discussion with Paco, this dialogue is brief, ashwod the necessary admissions have already
been made. The brevity can also be partially expthby the simple fact that Carlos
understands Eulalia’s character better than P@aolos does not doubt or question her
resolution.

With the fact that he is not an actual psychologistaled, and his relationship with
Rocio likewise acknowledged, Carlos has one mongissgion to make to Eulalia. He calls it a
request: “Quiero vivir contigo, Eulalia, te juroajlucharé sin tregua para dejar de ser un
desastre, serte fiel y hacerte feliz’ (92). Heutalia has the option to be with the type of man
that wants nothing more than her happiness. Carosls in all of the categories where Eulalia
found Paco lacking and lackluster. Eulalia, howghkas also changed and moved beyond a
desire for Carlos, so she answers him in the negdiNo, Carlos. Quiero vivir sola por primera
vez. Acabo de darme cuenta de que necesito empeziaar el mundo con mis propios 0jos.
[...] Ahora me toca continuar sola el viaje” (93)trddg in her resolution to be more
independent, Eulalia bids Carlos farewell. In¢bearse of one afternoon, she has heard
declarations of love from two men, and sent botthoSe men away in favor of a life lived on
her own terms. In so doing, she lays the founddbo a new type of life, more suited to new

roles that women are allowed to occupy.
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With the basis for her new life established, ormerman waits for Eulalia, her Iawy7e7r.
Instead of meeting with him to proceed with theassary steps toward her divorce, however,
Eulalia asks him to reschedule, choosing insteapbtimr a walk on the beautiful afternoon.
This should not be seen as an avoidance of pursi@ntuture. Eulalia no longer fears
separating herself from Paco. Instead, it is acédor Eulalia to enjoy the moment and to take
a little time to come to terms with the significaftanges that her life has undertaken in the
course of one afternoon.

Eulalia’s choice of companions on her walk is veignificant. Rather than walk alone
as a symbol of her new life, or with a man as alsylmof her old life, she chooses to walk with
her daughter. This afternoon of contending wiffialilt personal relationships begins and ends
with the solidifying of a relationship between metland daughter. The renewal and
strengthening of relationships between women isnancon theme used by modern playwrights
to acknowledge acceptance of the new democratioregt Both women have chosen to be with
one another instead of with a man, proving thay tieeve the ability to define themselves
without reference to men. In fact, they are ablbé relevant in and of themselves, without the
need to be something to someone. In a moderrpnetation of this idea, The Asian-Pacific
Resource & Research Centre for Women (ARROW) shbwé$ollowing message: “She’s

someone’s-sister/mother/daughter/wif8/omen can exist for themselves, and friendship w

other women can assist in making this possible.

" The character of the lawyer in this drama is ualstie is not of vital importance, and
the one occasion on which he is there to meet Rutlalia for reasons which the audience
understands, he is sent away until another daig. this lawyer, however, who provided Eulalia

with the gun that she used earlier in the playe fidason for this is never provided.
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The emphasis on relationships between women shuaws than just an acceptance of
democratic options offered to modern Spanish wonieis. also the sign of a shift of the
definition of women'’s roles in society. Gayle Ruloiffers an explanation of the social apparatus
and its role in the formation of gender identi§he defines the role of this apparatus as follows:
“[...] systematic social apparatus which takes updies as raw materials and fashions
domesticated women as products” (106). Eulalia fwemed by the social apparatus of the
Franco dictatorship. She was taught to be dooiledient, and subservient. However, when a
woman’s sex was subjected to the current, democsatial apparatus, a different sort of gender
identity was produced. The new gender role for wnmwas not based on men. A woman'’s
validity was not based on her relationship to a .méne dominant fiction mentioned by
Silverman, that all-important family structured and the man as the head of the household,
could not be the only basis that a woman usechtbHer role in society. In this new
environment of female empowerment, relationshigsa/éen women can be elevated in
importance to compare with or even supersede neatade relationships.

When women are allowed to form and determine thwin identities, and not forced to
look to relationships with men in order to defihemselves, they are able to see other women as
allies and not competition. While Eulalia is nbagng Paco’s attention with Rocio, she is able
to establish a more open and affectionate relatipnsith her daughter. Rocio is also better
able to form an honest and open relationship wathrhother when she does not see her as
competition for the love of Carlos. When the memr@moved from the mother/daughter
relationship, they find a closeness and honestyha impossible when they defined

themselves and each other based on their relatpsslith men.
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The manner in which the man-based society tha¢ddtsilalia forged her identity also
fits with Judith Butler’'s ideas on performativitshe provides a definition of performativity in
the preface to the 1999 edition of her boBknder Trouble

In the first instance, then, the performativitygeinder revolves around this
metalepsis, the way in which the anticipation afidgred essence produces that
which it posits as outside itself. Secondly, perfativity is not a singular act, but
a repetition and a ritual, which achieves its @ffe¢hrough its naturalization in the
context of a body, understood, in part, as a callysustained temporal duration
(XV).
For Butler, gender is produced by performativiBulalia lived and breathed the rituals and the
repetition that formed her identity as a servarttdnhusband. She repeated the rites in which all
women participated. She was courted, she marnddhe bore a child, just as generations of
women before her had done, and she did it in theesatualistic manner.

Although Rocio was raised under a governmentaésyshat afforded her options
beyond those that were possible for her motherithals that formed the gender identity of
Eulalia are still evident in the life of her daught Rocio is still looking for a man whom she
wishes to marry. She will likely repeat the samat of marriage that her mother participated
in decades before and she will also likely bearraigk a child. The difference between Eulalia
and Rocio is that the latter will be able to defieeself as more than a wife and mother. Her
studies will lead her to a career as a doctora governmental system that allows and even
encourages women to learn skills beyond those eedgerve their husbands and children,

women can also base part of their identity on wihey do with those skills. Instead of being
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titled sefora, which would identify her based onregationship to a man, she will be called
doctora, identifying her by her education and pssien.

Rocio will be a member of the first generation paBish women that is able to fully take
advantage of equality to men. She will forge amidy in the same way that men have done
throughout history. Although the rituals that fadhher mother’s identity will still be present in
her life, it is the social apparatus that will allthe admittance of ritual while preventing the
repetition mentioned by Butler. Similar to thetstaf the new democracy in Spain, Rocio does
not have to give up everything that was good abweibld traditions (those that formed her
mother’s life), but nor is she forced to repeat thihich was negative. Thus the democracy in
Spain did not signify a rupture, but an openingltow more than repetition.

The democratic system allowed women new optionisitlolid not guarantee that all
women would be able to use those options equalig.drama primarily focuses on the options
allowed to women and the difficulty or ease withiethwomen were able to make use of them.
Because of that, financial considerations receany \ittle mention. Because of her financial
situation, however, Eulalia is able to make thengfes she wishes to achieve in her life and
move onto the life that she desires. Althoughishilly thought to leave Paco all of his money,
she decides that she earned, through twenty yéaes\otude, what a divorce would normally
accord to her. Because Paco earns a very goay,daddf of the assets of the marriage will
allow Eulalia to live comfortably and pursue an eation instead of having to find employment
in order to support herself. Without her hegemauoicial class, a divorce for Eulalia would
mean the necessity of finding employment and, dueet relative lack of education, the need to
take a low-paying, menial job. The freedom thaiaka finds in her separation from her

husband would be unavailable to a woman of a losioggonomic class. This is not to imply
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that Eulalia will find it easy to begin her life @, but to point out that her social class makes
the transition less daunting than it would be famsone without her financial means.

By showing the difficulty Eulalia encounters in theparture from the life that she has
known, and the relative ease with which Rocio naiég her limitless options in her society,
Pedrero seems to lack, at least in this dramasuheersive aspect that has been integral to the
previous dramas studied. The basic elements afrdmaa are not even unique to Pedrero, as
pointed out by Iride Lamartina-Lens who compdresas de amato Camino de platd1990), a
similar play by Ana Diosdado: “[...] These plagsamine the full range of the women’s
progression from the initial stage of anger andiusion, to the second stage of resignation and
acceptance of their divorce—which is temporariteirupted by a failed attempt at
reconciliation with their prodigal husbands—to fimal stage of emotional stability and
economic self-reliance” (“Rage” 65). Howevkencas de amais a drama, and is thus not meant
to be read, but performed. It is this performaincehich the subversive nature of the work
becomes revealed.

The first element that must be examined to undedstéhyLocas de amais subversive
as a drama, not as a text, is W. B. Worthen’s exgtlan of the importance of not viewing drama
as literature. Worthen says: “It is not the tdwdttprescribes the meanings of the performance: it
is the construction of the text within the spec#paratus of the ceremony that creates
performative force. The performance is not a ictabf the text.” (1097) Drama is much more

than a text that is read to an audience. It ireduthe original words of the author, but also
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settings, costuming, actors and an abundance extdnial decisiong.8 All of these factors
change the way the message of a particular draneaesved. A director’s choices and the
delivery of the actors can dramatically changenti@aning of an entire drama.

Because the audience has an important role inrdeterg the meaning of the drama
based on its performance, the second theory that beuconsidered is reception theory. Hans
Robert Jauss proposes the theory of the horizexmdctation:

The analysis of the literary experience of thelezavoids the threatening pitfalls
of psychology if it describes the reception anditiilience of a work, within the
objectifiable system of expectations that arisemfeach work in the historical
moment of its appearance, from a pre-understarafititge genre, from the form
and themes of already familiar work, and from thbpasition between poetic and
practical language. (22)
Jauss deals with literature as a whole, and noharbut the system of expectations applies
perfectly to drama. Because each individual inathéience of this play will arrive with different
experiences, each will view the message of the diiam slightly different way. However,
because the majority of the audience will be similaage and socioeconomic class, the general
message conveyed will be similar to entire audierfdéhough younger generations have
become increasingly involved in theater in recezdrg, when this play premiered in 1996, the
audience was primarily upper-middle-class and neidajed. These people had both age and

socioeconomic class in common with Eulalia and Padany of them had children who, like

8 Even in the premiere dfocas de amawhen Pedrero was intimately involved with the
performance, she did not direct the play hersglflirector was hired, and his decisions affected

the way in which the play was presented.
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Rocio, grew up during the democracy and had dedbtidifferent views about the role of

women in so<:iety7.9

Men and women would be able to identify with theunterparts in the drama, seeing
characters whose lives were like their own. Wonvenld encounter a woman who spent her
best years working for others, just as they haddortheir own lives. Men would see a man
who worked to provide for his family, just as thegd done for their own families. But women
would also perceive the struggle in Eulalia and heavning to break free provides hope. Men
would also see that women have more potential ti@in upbringing allowed them to realize,
and would hopefully be moved to support fulfillmeritthat potential. In short, this mimetic
situation would move them to reexamine their owediand their own notions about appropriate
roles for men and women.

Upon examining their own beliefs, both men and womnethe audience would be led by
the characters in this drama to see their rolesthsr chauvinistic men or pathetic women. This
self-examination and the way in which the audiemesnbers viewed themselves as a result are
what make this drama subversive. It tells an angieof middle-aged, middle-class people that
they have been living their lives wrong. The wiagttthey have lived has placed them into roles
which they have passively accepted. Pedrero clgiiethe acceptance of those roles and
promotes the idea that women (and men) can chéwegreway of thinking to adapt to the change
in their opportunities. Eulalia and her modernrdegparts have the opportunity to take
advantage of their hegemonic social status whiteikaneously overcoming the marginalization

that has long held women back from realizing tpetential. Because they are no longer

9 Because the dictatorship banned contraceptivissitfe to assume that the vast

majority of married couples would have producedrfing.
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required to exist in a situation of marginalitynegemony, they are able to redefine themselves

within their society.
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Conclusions

The examination oBodas de sangré.a tejedora de suefipAlnillos para una damaand
Locas de amain this study leads to multiple conclusions. Tin& is that although these dramas
have been studied and discussed at length, thetdl more to discover in each one. lItis also
important to note that although gender, socialistaand theater have previously been used to
interpret these dramas, they have been used selyardait as a cohesive system of investigation.
This study combines each of these theories in mality in hegemony. Although marital status
has been included in studies of these and similands, women on the margin of marriage as a
group are not recognized, despite their frequesasharacters in twentieth-century Spanish
drama. Women who are wealthy have a special statesuse they are marginalized due to sex
but powerful due to social status. Finally, thegenen are ideal as subversive characters
throughout the many changes that occurred in twdmtientury Spain.

The first chapter establishes that in order to/fuliderstand the dramas of twentieth-
century Spain and the presentations of women thepee must use multiple theories. Gender
theory explains the role of women in society arelway that gender identity is determined.
Theories of masculinity complement gender theagusing on the importance of the male
subject in the organization and understanding oiesp. Although not traditionally present in
studies of gender, subaltern theory establishepdhsibility of considering an entire sex as a
subaltern group. It also suggests the abilitygsbbordinate in one aspect of life, while
dominant in another. The importance of not intetipg a drama as a written work is the focus
of theater theory. Plays are meant to be preseatetitheir interpretation and meaning can
change significantly due to directorial decisions actor delivery. The theory of marginality in

hegemony combines elements of theories of gendescutinity, subalternity and theater to
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establish a new way of interpreting the role of veonon the margin of marriage who are
simultaneously marginalized due to sex and hegerrdre to social class. It establishes that
these characters are subversive and are used hydthecentury playwrights in order to
guestion government and societal norms.

The first chapter also introduces the counterpaoiidfacinto Benaventelsa malquerida
This drama, from the early twentieth-century, prés@ woman who is currently marginalized
and hegemonic, but who does not exist on the mafgmarriage. She was forced, unlike the
protagonists of the other dramas, to remarry d#fteideath of her husband due to an inability to
support herself financially. Her straitened fiscahdition made her, prior to her second
marriage, a part of the low social class, allowneg to marry a man that she wanted, because no
men were unavailable to her as a result of findrmoasiderations. When pressed, she also
initially chooses to sacrifice her daughter in ortdepreserve her relationship with her husband.
Each of these considerations juxtaposes this dtarttese of Federico Garcia Lorca, Antonio
Buero Vallejo, Antonio Gala, and Paloma Pedrerosatered in the remainder of the study.
Each of the four following chapters is devotedhe investigation of one drama. Every chapter
follows a similar format. Initially the governmeahiand social circumstances that affect women
and the theater in the time period of that playemtablished. The woman or women on the
margin of marriage in each of the plays are thémoduced and described. Next, proof is offered
that the female protagonists are marginalized digex and financially secure. Complications
from the status of marginality in hegemony are tdiexd and shown to be used in order to
criticize society and question and subvert culta@ims.

Federico Garcia Lorca wroBondas de sangréuring the Second Spanish Republic. This

era provided unprecedented freedom of expressidreaperimentation for the artistic
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community while allowing women, for the first timgghts equal to men. The two protagonists
of this work, the Novia and the Madre prove to bla¢hon the margin of marriage. The Novia is
engaged and the Madre is widowed. Lorca providesiecessary information to establish that
each of the women is financially secure. The NeJ@ve for another man and her inability to
pursue that love because her father forbids herailwy a man of lower social class supplies the
difficulties involved for women who exist in margility in hegemony. Because this play ends in
tragedy, it critiques the manner in which societynthates women and forces them to marry in
accordance with the wishes of men.

The first half of the Franco dictatorship is rem@ed by Antonio Buero Vallejolsa
tejedora de suenoBwuring this period, the many rights given to wonaeming the Second
Republic were rescinded and the freedom allowesdttsts was replaced by strict censorship.
Buero Vallejo utilizes the mythical figure of Peogé. By using a well-known character, the
playwright eliminated the need to supply a backgobto establish the motivations and general
characteristics of his protagonist. Her hegemargvident in the fact that she is the queen of
Ithaca, while her marginality is established byadlatg her interactions with both her suitors and
her son. Marginality in hegemony prevents Penéfogra marrying a humble servant whom she
loves. Her husband’s return does not result innla@piness, but in the death of her dreams. By
concentrating on the trials of the wife left behamttl deconstructing the mythical image of the
wandering hero, Buero Vallejo questions the validitthe heroes of the new Franco regime and
the dictator’s desire to rewrite national history.

The late Franco dictatorship—tardofranquismo—istitme period associated with
Gala’sAnillos para una damaAlthough censorship laws were relaxed duringléise decade of

the dictatorship, due in large part on the 196&®taw, artists still had to be cautious about the
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themes that they chose to address. Women wemgeatllto be educated in the same classes as
men, but they were still expected to spend thaiitagkars as wives and mothers. Like Buero
Vallejo, Gala chooses to use a myth as the bashligarama. He elects a fundamental Spanish
myth, and the fact that it was passed by the cergues evidence of the level to which
censorship had diminished in severity. Gala fosusethe life of Jimena, after the death of her
husband EIl Cid. She is the niece of the king &aediuchess of Valencia, both of which are
positions that afford her hegemonic status. Bexahs must seek permission to remarry,
however, she is also subordinate to men. Unlikerotvidows, Jimena is denied the opportunity
to remarry only in part because of the lower samo@mic class of her intended husband. The
importance of El Cid to the people of Spain andahgoing resistance to Muslim forces requires
that the tangible link to the national hero, hislew, remain faithful to his memory. Rather than
fulfilling her own desires for the first time in hife, Jimena is denied a marriage to the man that
she loves and spends the rest of her days in s&obnBy drawing many parallels between
Jimena and modern-day women, Gala questions whiyees later, women are still treated in
the same fashion.

The final play in this study is Paloma Pedretadsas de amarThis drama is situated
during the democracy. The rights of both women amidts were restored to the level of the
Second Republic at the start of the democracytlamdecades-long duration that the democratic
system has now experienced has allowed those tigls accepted and utilized. This drama
has two central female characters: Eulalia, théagamist, and her daughter Rocio. Eulalia is a
traditional wife raised during the Franco era. iRas a modern woman, raised during the
democracy with the full expectation of being aluldufill her ambitions. Faced with the

abandonment of her husband, Eulalia chooses teesh@rself to death. Rocio engages the
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services of a psychologist to help her mother amdlB& shifts from obeying her husband to
submitting to Carlos, her therapist. With Carléslalia experiences sexual fulfillment for the
first time, learns to express her rage, and fihéstesire for education. Because she is
financially able to live without the support of am when faced with choosing her estranged
husband or her therapist, she decides to rejebtrhet and learn to live alone. Eulalia’s
marginality in hegemony does not prevent her haggsnbecause she learns to throw off the
marginality that was instilled in her as a childlatcept the equal status allotted to her by the
democracy. Eulalia’s rejection of two men andsbkdification of her relationship with her
daughter show the women of the audience that braisgd to expect certain outcomes from life
does not mean that one does not deserve to find falfitiment. Men and women alike are
encouraged by Pedrero to examine their lifestyesee if they truly allow women to reach their
full potential.

Each of these women is strong and financially s=but they are also subordinate to the
men that surround them. This is not due to weakrms to the fact that their society routinely
privileged men to the detriment of women’s autonoBuy creating women in non-traditional
marriage situations that utilize their strength le/ighting against their impotence, these
playwrights created characters that challenge ggsieiew of what is acceptable both for men
and women. They tailored their works to the aucketo ensure that the spectators would
understand the message. They made use of theahanigqws that encouraged and discouraged
freedom of expression and they led each membdreaf audiences to question their acceptance
of the subordination of women and the importancenaincial parity in relationships.

By examining plays of twentieth-century Spain gdineories of gender, masculinity,

subalternity, theater, and marginality in hegemainlyecomes clear that women on the margin
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of marriage are an ideal vehicle for the questigrihsocial norms. Their ability to occupy a
space that traditionally married women could nbginit allowed them the capacity to examine
the roles of women and of men and point out thedlan their society’s divisions. Each of these
plays provides a protagonist that pushes to fitfdlfoent in her life, paving the path for the

next generation to achieve more and expect more.

206



WORKS CITED

207



WORKS CITED

Alberdi, Inés. “La educaciéon de la mujer en Espaia mujer espafiola: De la Tradicion a la
Modernidad. Madrid: Tecnos, 1986. 71-80.

Argente del Castillo Ocafia, Concepcion. “Textagt@xto: Las mujeres en el teatro de Lorca.”
Federico Garcia Lorca, clasico Moderno (1898-1998pord. Andrés Soria Olmedo,
Maria José Sanchez Montes y Juan Varo Zafra. @aamzputacion de Granada, 2000.
238-246.

The Asian-Pacific Resource & Research Centre fom&o (ARROW). Web. 09/01/2013.
http://www.arrow.org.my/

Beauvoir, Simone deThe Second Sexirans. and Ed. H.M. Parshley. New York : Alfried
Knopf, 1993.

Benavente, Jacintd.os intereses creados y La malqueridad. José Montero Padilla. Madrid:
Castalia, 1996.

Buchanan, Tom. “How ‘Different’ Was SpainBpain Transformed: The Late Franco
Dictatorship, 1959-75.Ed. Nigel Townson. New York: Palgrave Macmill2007. 85-
96.

Buero Vallejo, Antonio.La tejedora de sueiiodMadrid: Alfil, 1952.

---. La tejedora de suefgslLlegada de los diosesEd. Luis Iglesias Feijoo. Madrid: Catedra,
1988.
Butler, Judith.Gender Trouble New York: Routledge, 2006.

Burton, Julianne. “The Greatest Punishment: FermateMale in Lorca’s TragediesWomen
in Hispanic Literature: Icons and Fallen Idol€d. Beth Miller. Berkeley: U of
California Press, 1983. 257-79.

Casero Garcia, Estrelld.a Espafia que bailé con Franco: Coros y danzasadgdccion
Femenina Madrid: Editorial Nuevas Estructuras, 2000.

Chulig, Elisa. “Cultural Diversity and Civil Sotie” Spain Transformed: The Late Franco
Dictatorship, 1959-75.Ed. Nigel Townson. New York: Palgrave Macmill2007. 163-
181.

Cobb, Christopher. “The Republican State and NEakgcational-Cultural Initiatives 1931-
1936.” Spanish Cultural Studies: An Introductioid. Helen Graham and Jo Labanyi.
New York: Oxford UP, 1995. 133-138.

208



Delgado Capeans, Ricardbha mujer en la vida modernaviadrid: Bruno del Amo, 1953.

Diamond, Elin. “Brechtian Theory/Feminist Theofyward a Gestic Feminist CriticismTDR
32 (1988): 82-94.

Edwards, GwynneDramatists in Perspective: Spanish Theatre in theftieth Century
Cardiff: University of Wales Press, 1985.

Enders, Victoria Lorée and Pamela Beth Radclif§. gglonstructing Spanish Womanhood:
Female Identity in Modern SpairAlbany: State University of New York Press, 1999

Frenk, Sue, Chris Perriam, and Mike Thompson. ‘“Titerary Avant-Garde: A contradictory
Modernity.” Spanish Cultural Studies: An Introductiokd. Graham, Helen and Jo
Labanyi. New York: Oxford UP, 1995. 63-70.

Fischer-Lichte, Erika. “Hacia una comprensionteakro: Algunas perspectivas de la semidtica
del teatro.” Dispositio13 (1987-88): 1-28.

Franco Duran, Maria Jesus. “Anfino, el elogio li@inilde: Alrededor déa tejedora de suefios
de Buero Vallejo.”Verba HispanicaB (1993): 63-70.

Gabilondo, Joseba. "Histéricos con casta: masdaliny hegemonia nacional en la Espafia de
fin de siglo. (Para una arqueologia feminista;ittar, marxista, poscolonial y
posnacional del noventayochismdkénero y escritura: 1850-200&ds. Barbara Zecchi
and Raquel Medina. Barcelona: Anthropos, 2002.4P20-

Gala, Antonio.Los buenos dias perdidos y Anillos para una damdd. Andrés Amoros.
Madrid: Castalia. 1987.

---.En propia mano.Madrid: Espasa Calpe. 1999.
---. Interview by Maruja Torres. “La misma obre&El Pais8 de sept. 1982: 27.

Garcia Lorca, FedericdBlood Wedding. Ed. Allen Josephs y Juan Caballero. Madrid: Catedr
2001.

---. Interview by Ricardo F. Cabala mafnana.[Leon] 12.VIII.1933. Rpt. irBodas de sangre
Ed. Mario Hernandez. Madrid: Alianza Editoria®84.

Graham, Helen. “Sexual Politics: Women and SdClange.” Spanish Cultural Studies: An
Introduction Ed. Helen Graham and Jo Labanyi. New York: @x{dP, 1995. 99-115.

Gramsci, Antonio.Selections from the “Prison NotebookNew York: International Publishers,
1971.

209



Guha, Ranajit.Subaltern Studies IDelhi: Oxford University Press, 1982.
---. Selected Subaltern StudieNew York: Oxford University Press, 1988.

Halsey, Martha T. and Phyllis Zatlin. “Beyond Lart Contemporary Theatre Reviéiy1998):
61-80.

Harris, Carolyn J. “La mujer en el teatro de Bu€adlejo: Una lectura femenina.Letras
Peninsulares (1990): 247-57.

“Jacques Lacan.Internet Encyclopedia of PhilosophyWeb. 09/01/2013.
http://www.iep.utm.edu/lacwebMeb.

Jauss, Hans RoberT.oward an aesthetic of receptiofirans. Timothy Bahti. Minneapolis:
University of Minnesota Press, 1982.

Josephs, Allen, and Juan Caballero d8igdas de sangreBy Federico Garcia Lorca. Madrid:
Catedra, 2001.

Labanyi, Jo. “Censorship or the Fear of Mass QeltuSpanish Cultural Studies: An
Introduction Ed. Helen Graham and Jo Labanyi. New York: CkfdP, 1995. 207-
214.

Lamartin-Lens, Iride. “Myth of Penelope and Ulises.a tejedora de suefipBor qué corres
Ulises?andUlises no vuelvé Estrenol2 (1986): 31-34.

---. “Female Rage: Diosdado and Pedrer&ritre actos: Diadlogos sobre treatro espafiol entre
siglos. Ed. Mark Halsey and Phyllis Zatlin. UniversityrRaPA, 1999: 63-68.

Lazaro, Angel.Vida y obra de Benavent&ladrid: Afrodisio Aguado, 1964.

Leonard, Candyce y John P. Gabriele, e®anoramica del teatro espafiol actuaMadrid:
Fundamentos, 1996.

Linz, Juan. “An Authoritarian Regime: Spain.Cleavages, ldeologies and Party Systems:
Contributions to Comparative Political Sociolog¥d. Erik Allardt and Yrjo Littunen.
Helsinki: Westermarck Society, 1964. 291-341.

London, John. “The ldeology and Practice of Spo8panish Cultural Studies: An
Introduction. Ed. Helen Graham and Jo Labanyi. New York: @x{dP, 1995. 204-
207.

Malefakis, Edward. The Franco Dictatorship: A Bdated Regime?’Spain Transformed: The
Late Franco Dictatorship, 1959-79=d. Nigel Townson. New York: Palgrave
Macmillan, 2007. 248-254.

210



Mallon, Florencia E. “The Promise and Dilemma ab8ltern Studies: Perspectives from Latin
American History.” The American Historical Revie99 (1994): 1491-1515.

Martin Gaite, CarmenNubosidad variable Barcelona: Anagrama, 1993.

McMullan, Terence. “Federico Garcia Lorca’s Cuigof Marriage irBodas de sangré
Neophilologus77 (1993): 61-73.

Montero, Enrique. “Intellectuals and Power: Refdd®ealized: The Intellectual and Ideological
Origins of the Second RepublicSpanish Cultural Studies: An Introductiokd. Helen
Graham and Jo Labanyi. New York: Oxford UP, 199234-33.

Montero, Rosa. “The Silent Revolution: The Soeiadl Cultural Advances of Women in
Democratic Spain.Spanish Cultural Studies: An Introductiokd. Helen Graham and
Jo Labanyi. New York: Oxford UP, 1995. 381-85.

---. “Political Transition and Cultural Democracy: Copimigh the Speed of ChangeSpanish
Cultural Studies: An IntroductionEd. Helen Graham and Jo Labanyi. New York:
Oxford UP, 1995. 315-20.

O’Connor, Patricia W. “Women Playwrights in Confaonary Spain and the Male-Dominated
Canon.” Signs15 (1990):376-90.

Oliva, César. “El arte escénico en Espafa desdi@."L Historia del teatro espafiolDir. Huerta
Calvo, Javier. Vol. 2. Madrid: Gredos, 2003.

Pack, Sasha D. “Tourism and Political Change anEo’s Spain.”Spain Transformed: The
Late Franco Dictatorship, 1959-79=d. Nigel Townson. New York: Palgrave
Macmillan, 2007. 47-66.

Pedrero, Palomal.ocas de amar Madrid: Fundacion Autor, 1997.

---. Juego de noches: Nueve dramas en un adadrid: Catedra, 1999.

Richards, Mike. “Terror and Progress’: Industdation, Modernity, and the Making of
Francoism.” Spanish Cultural Studies: An Introductioid. Graham, Helen and Jo
Labanyi. New York: UP, 1995. 173-182.

Rogers, Elizabeth S. “The humanization of Archetym Buero Vallejo’s La tejedora de
suefios’ Revista de Estudios Hispanicbs (1981): 339-48.

---. “Role Constraints versus Self-ldentitylia tejedora de suefi@ndAnillos para una dama
Modern Dramal6 (1983): 310-19.

Rozik, Eli. “Playscript and Performance: The S&iae of Two Coins.”"Gestos26 (1998): 11-
24.

211



---. Framing, Decoding and Interpretation: On 8pectator’s Vital Role in Creating Theatrical
Meaning.” Gestos34 (2002): 9-27.

Rubin, Gayle. “The Traffic in Women: Notes on tRelitical Economy’ of sex.”Feminism
and History. Ed. Joan Wallach Scott. New York: Oxford UP, 89905-151.

Sanchez, José Antonio. “The Impossible Theatidie Spanish Stage at the Time of the
Avant-Garde. Trans. Jill Pythiar€Contemporary Theatre Reviéi2 (1998): 7-30.

Sanchez Trigueros, Antonio. “Texto de tradicidespectaculo de vanguardia (a propésito del
teatro de Federico Garcia Lorcajprévuel (1999): 15-40.

Scanlon, Geraldine MLa polémica feminista en la Espafia contemporariadrid: Siglo
veintiuno editores, 1976.

Showalter, ElaineHystories: hysterical epidemics and modern cultivew York: Columbia
University Press, 1997.

Silverman, Kaja.Male Subijectivity at the MargindNew York: Routledge, 1992.

Telo, Maria. “La evolucion de los derechos de iganen Espafia.La mujer espafiola: De la
tradicion a lo modernidad (1940-1980Dir. Concha Borreguero. Madrid: Tecnos,
1986. 81-95.

Torres, Isabel. “The Cid in the Shade in Gakgllos para una damé Romance Studie®6
(1995): 77-97.

Torres, Maruja. “La misma obraEl Pais8 de sept. 1982: 27.

Townson, Nigel. IntroductionSpain Transformed: The Late Franco Dictatorship5295
New York: Palgrave, 2007. 1-29.

Tussel, Javier Spain: From Dictatorship to Democracy 1939 to thredent Trans. Rosemary
Clark. Malden: Blackwell. 2007.

Vilches, Maria Francisca. “El mito literario entehatro espafiol de la postguerra.” El mito en el
teatro clasico espafiol: Ponencias y debates ddllgsrnadas de teatro clasico espafiol,
Amalgro, 25-27 septiembre 1984. Ed. Francisco Raimoén y César Oliva. Madrid:
Taurus, 1988. 82-88.

Vilches, Maria Francisca y Dru Doughertlyos estrenos teatrales de Federico Garcia Lorca,
(1920-1945) Madrid: Tabapress, 1992.

Walsh, John K. “The Women in Lorca’s Theaté€béstos4 (1987): 53-65.
Worthen, W.B. “Drama, Performativity, and Perfomoa.” PMLA 113 (1998): 1093-107.

212



