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Abstract

This dissertation analyzes the (de)construction of gender and nation through
ani mal symbols in Francobdés Spain. The proje
discourses articulated around the official bestiary rhetoric that serve in the composition
of uniform gender models tailanade for the virile totalitarian state. The selection of
texts presented is eclectic, both in its nature and form. It encompasses a wide repertoire
of multi-media discourses (i,escientific, religious, legal, educational,lpical,
commercial, humorous and popular) presented visually (movies, posters, comics,
cartoons, flags, advertisements, logotypes), aurally (songs, harangues, sermons,
speeches, radio programs) and in the written form (literary excerpts, newspapers,
magames, medical and religious treatises, conduct manuals, epistles), and whose aim
IS, ultimately, to illustrate the dissemination and scope of zoomorphic images in the
representation of nation and gender during the Francoist dictatorship.

Apart from providing a panoramic view of the gendered fauna, these historical
documents will also serve as the unifying thread to unravel the complexities of several
censoredrtistic productions that cunningly resort to the prevailing bestial iconography
to attack the androcentric state. By focusing on the animalized portrayaésfefale
characters ofa Gata[the SheCat] inMargarita Alexandre and Rafael Maria
Torr eci | Uagabaglos6)ta\tobalthe Shewolf] in Rafael de Ledn, Andrés
Mol es and ManuedopldiLmae 2 oQ @iortiedudrdnisic, and
centaur woman Al bi na Walter, AporaquéNesfuistd2973Moi x 6 s n o
this work attempts to illustrate the-egistence of a counter discouedge to redefine
the monolithicpillars of gender and nation upon which the Francoist regime was
constructed.

Finally, to highlight the relevance of animal symbolism in the formation of
concepts of gender and natjdhis dissertation notes a similar deployment of the
Francoist bestiary rhetoric in timationalistdiscourse of the faright Spanishpolitical
party VOX (2013present)



Résumé

Cette these analyse la (dé)construction de la nation et du genre a travers les
symboles animaux de I'Espagne sous Franco. En premier lieu, le projet explore une
constellation de discours variés qui s'articulent autour de la réthorique du bestiaire
servanta la composition sur mesure de modes uniformes et genrés au service de |'Etat
viril totalitaire. La sélection de textes présentés est éclectique de par sa hature et sa
forme. Elle comprend un vaste répertoire de discours présentés sur de multiples médias
(i.e. scientifiques, religieux, légaux, éducatifs, politiques, commerciaux, humoristiques
et populaires) présentés visuellement (films, affiches, bandes dessinées, drapeaux,
publicités, logotypes), oralement (chansons, harangues, sermons, discours, pesgramm
radios), et sous forme écrite (extraits littéraires, journaux, magazines, traités médicaux
et religieux, manuels de bonnes maniéres, épitres), et dont le but ultimement est
d'illustrer I'étendue des images zoomorphiques dans la représentation desdetaon
nation et du genre pendant la dictature franquiste.

En plus doffrir un panorama d'une faune genrée, ces documents historiques
serviront également de fil conducteur qui servira a éclairer les complexités de plusieurs
productions artistiques faisesavamment appel &donographie animale prédominante
pour s'attaquer &ftat androcentrique. En se penchant sur les représentations
animalisés déa Gata(la Chdte) dans le filmLa Gata(1956) de Margarita Alexandre et
Rafael Mafa TorrecillaJa Loba(la Louve), dansa loba coplade Rafael de Ledn,

Andrés Moles et Manueldpez Quiroga (1960), et Albina, la femme centaure

surréaliste dan/alter, ¢ por qué te fuistg2973), roman d'Ana M& Moix, ce travail

tente d'illustre la c@xistence d'un cont@iscours qui traverse la haute culture ainsi que

la culture populaire, et qui fut capable de redéfinir les notions monolithiques du genre et
de la nation construite sur la réthorique du best@u sein de la censure du régime
franquiste.

Enfin, pour souligner la pertinence du symbolisme animal dans la formation des
concepts de genre et de nation, cette these note un déploiement similaire de la rétorique
bestiaire franquiste dans le disconationaliste du parti politique espagnol d'extréme
droite recemment fondé VOX (2048ésent).

Vi



Resumen

La presente tesis doctoral analizgdeconstruccion de género y nacion a través
del simbolismo animal en la Espafia de FraRtmmero, el proyecto explora una serie
de discursos miscelaneos que, articulados en torno a la retdrica oficial del bestiario,
sirvieron para la composicion de un modelo Unico de género hecho a la medida del
régimen totalitario. Los textos seleccionadogste trabajo son eclécticos, tanto en su
forma como contenido. Se trata de un repertorio de discursos multimedia (cientificos,
religiosos, legales, educativos, politicos, comerciales, humoristicos y populares)
presentados de manera visual (peliculésteps, ®mics, dibujos, banderas, anuncios,
logotipos), acustica (canciones, arengas, sermones, discursos, programas de radio) y
escrita (extractos literarios, periddicos y revistas, tratados médicos y religiosos,
manuales de conducta, epistolas) cuya fimalies ilustrar la diseminacion y alcance de
las imagenes zoomorficas en la representacion del género y la nacion durante la
dictadura franquista.

Ademas de ofrecer una vision panoramica del zoo humano que poblaba la Nueva
Espafa, estos documentos histdsi sirven de hilo conductor para desenmaraiiar el
complejoentramado de varias producciones artisticas que recurren a la iconografia
oficial para atacar al estagatriarcal Por medio deéstudio del simbolismo animal que
caracteriza a los personajes femes de la Gata, la Loba y la mujer centauro Albina en
la peliculaLa Gata(Margarita Alexandre y Rafael Maria Torrecilla® 56 ) , | a copl a
Lobao (Rafael de Le-n, Andr ®s Mol es y Manue
Walter, ¢ por qué te fuistdAna Maria Moix1973), respectivamente, este trabajo ilustra
la coexistencia de un discurso subversivo capaz de redefinir los pilares monoliticos de
género y nacion sobre los que se cimentd el régimen franquista.

Por ultimo, para recalcar la relevanciaeah simbolismo animal tiene en la
formacién de los conceptos de género y nacion de un pais, este trabajo detecta un
empleo similar del bestiario franquista en el discurso del partido espafiol de ultraderecha
VOX (2013 presente).
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Introduction
1.The Bestiary in Francobds Spain
Speaking of the bd193319d5) may seam, &priacinc o6 s Sp a
anachronistic. After all, this work filled with descriptions, stories, and drawings of real
and legendary creatures has traditionally been associated with the Medieval imagination
(5"-15" centuries) but not withcontemporary Spash history In an age of
obscurantism, superstitiowarfare and illness, the book of beasts, with its colorful
pictures appealing to the vast illiterate population of the Middle Ages, provided folks
not onlyChristian teachings in an emtaining way but also anchor points to navigate
the trials and tribulations of their complex existeftdassig; Baxter; Clark and
McMunn). Conveying virtues and vices humans could relate to and learn from, the
bestiary became so popular that its icomicraals started to illuminate life in the Dark
Ages as observed in zoomorphic motifs decorating churches, palaces, houses, coats of
arms, and manuscripts, as well as in the countless animal metaphors permeating
everyday speech.€., proverbial lore, idiors, etc.). In this way, individuals were able to
construct a meaningful social existence through faunistic emblems.
Yet, despite the tempor al | apse, I mages
minds during Francoism. The totalitarian regime, which alwayseldaoipon Medieval
and Early ModerrSpain with nostalgia (Casas; Moreno Martin; Pefia), deployed the
bestial iconography in the transmission of its Natigda t hol i ¢ doctri ne. | f
recovery of the eagle of Saint John, displayed in the natilagedndin the namesof
newspapersnovels, comics, chants, beer brands, military squadronsnendnly
clubs, served as a constant reminder of Spa
the Catholic Monarclgs for this was the symbol of their heral@ry other zoomorphic

iconswer e similarly ideologyed wi th Francoos

1



The establishment @n analogy between the figurative fauna contained in the
medieval book of beasts and in the Francoist imaginary, then, seems methodologically
appropriate not only to comprehend the everlasting significance that the animal world
holds for humans, but al$o unveil the hidden agenda behind stgresentatins.
Hence reminiscent of the power and popularity of its medieval predecdbsderm
Abesti aryo or isidecirsthis dsseryation th eeferdorthe animal tropes
that, conveying Nationalist propaganda, articulated a series of official discturtes
foundation and consolidation of the totalitarian state.
In sum, the parallelism drawn between the bobkeasts in the Middle Ages
and the human zoo of the dictatorship is intended to guide the reader, who should
approachthesoal | ed AFrancoi st bestiaryodo as an en
Medieval sense of the term. Each of the unique creatures condhesiresearch (e.g.:
the bull, cow, ox, mule, rhinoceros, eagle, hawk, hen, rooster, chicken, dove, magpie,
parrot, dog, bitch, cat, hyena, slelf, panther, tigress, rat, butterfly, bee, turtle,
vermin, parasitegentauy, then, captures key aspeot§ t h e roogyiandefers i de
a window onto the (symbol iOmganizedadcardngtoof Fr an
their meaning(s) and use(s) in the construction of manhood and womanhood, this
figurative faunapervasive in a myriad of multhedia disoursescontributed to
shaping the masculinist fatherland and the idedtitshether politicalsocial,religious,

ethnic, gender or professiofalof its citizenry.



2. Aims of the Dissertation, Corpus and Methodology

I n his essay fiLos escritore@%fgspafoles f
Spani sh novelist Juan Goytisolo aptly compa
to charge violently at all those opposihg dictatorshig.Apart from highlighting the
risks taken by Spanish authors writing within the constraints of censorshipdnaing
of their works exile,imprisonmentand even death), this analogy pertaining to the
animal world also echoes thestiary rhetoric used in th@onstruction of the virile
fasciststate that controlled the Spaniards after the Civil War (1%8®) (Campos
Pérez 112; GonzalezAllende, fiMasculinitiesd 11983 Patten 1:54).2 In fact, at a
time when the spectacle of bullfighting flourished to extol the qualitiesasfhood
(Gutiérrez Alarcon 136; NufiezFlorenci i B u | 18F1D2y theCaudillo himself
wo ul d ielnovoaue dodorhombre espafiol lleva demtraefer to the ideal of
masculinity as defined by National CatholicistagquezMontalban,Crénica86), and
visual representations of the natiorfiaa b u | betame pait dnd j@arceltble

official propagand4o reflect the virility of the New Spain (Bammah237-238).3

! For a detailed analysis of the baknsorship metaphor used by Goytisolo, see Derek

J 0 n @essorship: A World Encyclopedia9 7 7) and Tie&ambddgeGi e s 6
History of Spanish Literaturgs18). As Juan EduardoTaborda points out, referring to
the difficulties faced by authors writing in dictatorial states, Goytisolo takes this image

of the bull from Michel Leiris, who express
Ai ntroducit apsomboameeosn cuerno de toro er
2Al t hough in this project the term fAfasci st
Afaut horitariano or Atotalitariano to refer

in mind thatup to this date the topic of whether the Francoist regime can be regarded as
fascist or not is still controversial (Moradiellos, Payne, Saz). For some historians there
is little doubt that the political regime that followed the Spanish Civil War conftoms
the fascist model (Brandes 7#835; Payne 247); others, however, prefer to speak of
Afascistized dictatordhisgd stSazgCampog SEh) !
253).
3 Writers at the service of the Nationalist cause constantly projected theddliape
noble animal onto their country to highlight the heroic deeds of the Spanish males who
contributed to the military triumph of the Francoist factibro s ® Mar 2Peem® e m8 n 0 s
de la Bestia y el Ang¢1938), the quintessential epic poem of Falangist ideology
(Penalva 18a89; Rodrigue” u ®r t ol as, -f4B)atmoed tseroantour df 4 3

3



The bull was a wild animal to be fearful of, just like the new totalitarian regime
and its masculine archetype. I f Goytisol ob6s
living under the dictatorship, zoomorphic representations of men as bulls certainly
aroused similar frightful sentiments. Relationships were often conceived in terms of
bullfighting between women and the bebls¢ men as outlined in manuals warning
females of establishing relationships with the oppositeseXie s o de tener novi
t o r @vanimGaite Usosamorososl44) The sameautioningwas given in folk
songswhere falling in love with a man was equivalent to being charged by a bull:
AfGanadera con divisa verde y oro, [/ ten cui
tord de s madned aldeo-on ,( A Co n )dLiterarydeats alse exglagnedy or o0 0
f e ma Ibvesickness because of thdl-like natureof mani s u sufri mi ento se
explicaba porque los hombres son como tbraso® ( Zo v332). 2 31

Comics contributed to the dissemination of this zoomorphic image of manliness
with characters named after thercebeast Such i s the case of the
weightlifting champion Toro [Bull], whose identity remarkably gets mistaken for a real
bull in the highly successful graphic nowbrtadelo y Filemor{SancheandSanchez
1-2). In like manner, the proverbialre capturedhis synergy between manhoaddthe
totemic animal by means of popukayingsthat emphasizedhasculine violence and

power : ACon el t ocuidedgy et HAImbtrer ombcawo y a

Spain as a bull to recall the historical fortitude of a nation capable of defending itself
against its sempiterndle wi s h  &ode ehoreejwdioho ipodra con el briy la
entereza sande esta tierray ello aunquesobre la piel de toro, cien narices
ganchudas/como picos de cuervos, y cien barbas de chivo, / planean el reparto/ de la
segunda t YrAisimitar tridbge tdNatwoisalisbmen is paid in Luys Santa
Marinads AAfos despu®so (1955), with the tr
the hide of a bull to exalt the bravery of all the young soldiers in the Francoist ranks that
defeatedthe®p ubl i can ar my: Al os ni fos hechos hom
gue con recias botas |l a vieja piel de torol
(gtd. in RodrigueuértolasHistoria 606).

4



siempre has de hente 3960k Ygarie 403. dhe saMme threatermng F

message was echoed in lullabileat equalled the paternal figure to a fearful bull in

order to stlpl @ar aha |l @dldsnicf¥y:en su cunal/ y |

que vieneeltoro.Y era que entraba su padrmrEeo (qtd. i

jokes exploited the equationbmian t o br i ng t o sexielprowessr ef r on't

(Cardona;esfilvey delsiostd; NW%fez FHYt enci o, fARe:
Finally, national cinema produced a whol

(sexualf or ce was inextricably Iinked to the st

propagandistic maneuver to forge the icon ofrtteeho ibérican the image and

likeness of the potent bull (CrumbaughBIf4; Gonzalez Vifias-8). Catchphrases

such asechheos tuany tlioqgqwe me pongo como un toroo

to entice and subdue females. Besides, the big screen constantly showcasedikiee bull

essence of the Spanish male as a hook to attract foreieris productionsdealing

with the naibnal phenomenon of the tourist boom (Purey, Btorm 516657)were

plagued withforeignwomentrying to fulfill their sexual fantasies with the average

Spaniard to the cry of fAt %,0 esupathelr;motr%,, tia

several filmsSpairés supremacy over other countries often boiled down to its

hypermasculine bubhaped arattype. For example, ifente a Alemania, PefgBedro

Lazaga, 1971) andente a ligar al OestéPedro Lazaga, 197 their male protagonists

4 The blunt identification between the physisfehe beast and the body parts of a male

gave way to racy punch lines in which the tail of the animal usually stands for the penis:
AJuan |l ega a |l a casa y | e dice a su muje
que hoy tengorabodetoroparzl@ nao or fAPepe y Manol o est
parientas. Pepe le comenta a su amigo: ¢ Y tu qué haces cuando tu mujer se queja de
hacer las faenas en casa? A lo que Manolo le responde tajantemente: Yo no tengo ese
problema, porque le digo: Hoy has tenidoesr t e con tu faena y te ||
(ALos chisteso).

r.,
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were explicitly characterized as bulls when triumphmthe sexual arenavertheir
German and US rivalsespectively
Banner of Francoism, the bull and other animal metaphors ultimately convey the
interplay of politics and gender that served to consauatw natiorarticulated around
dichotomies in termeot onlyof the political factions of the Civil War (Nationalists vs.
Republicansput also of concepts of femininity and manhood (Blaseé&IMorcillo,
True Catholicl0-24; Patten 229). As a matter of fact,;ramal metaphors played a
pivotal role in the polarizi&construction of gender that contributed to buttressing the
political and s oci alThepatriaonchat system seinforéed dyr anc o0 6 s
the dictatorship often represented women through these animalistic forms to justify their
inferior positionin society and their confinement to the domestic sphere (i.e., to their
biological role of mother and wifeJThe formal education of women, entrustedh®e
Seccién FemeningVo me n 6 s ], aithertempbasized the connection women
animals through songs, speeches and even mandatory cobiskesxplicitly
underlined the subservient role of females by equating them to faithfyPpete de
Rivera 98 Richmond 7377).°> Schooltextbooks for instanceprovided girls with
|l essons on housekeeping and personal gr oomi
ani mal i nsti7ct Vo me RO 6 h ma qudderscored shisemgge a | | y

of the bestial femininéhrough their polarizegortrayals ofemales either as domestic

5 Founded in 1934 and led by the sister of the Falangist leader José Antonio Primo de
Rivera, the Falangeds Womends Section was,
branches created in European countries with totalitarian regimes, such as the Bund

Deuscher Madel in der Hitlerjugend (Germany), the Gioventu Italiana del Littorio

(Italy) or the Mocidade Feminina Portuguesa (Portugal). Yet, none of these

organizations had an existence as long and intense 8s¢h®n Femeninavhich

remained activeurdtt 1977, that is, even after Francod¢
Fresno 99101).



animals, obedient to their husbar{dsrado 53} or as wildbeast{Rodriguezl._d6pez
i Mu j elv7e&2dhat do not conform to therancoist canan

In paralle| religious texts continuedisseminating the biblical image of the
woman as an instinctual animal whose unstoppable carnal impulses are to be harnessed
by Catholic principles (Santiago 37; Valle}og j er a, i PMadigaltiesise® 0 9) .
constantye x pl ai ned wo mectudl sapakittes by linkirig the ferhake| | e
psyche with that ofiny insect§Echalecu 255yallejo-N8j er a, AP E£vequi s moo ¢
legal documents and newspapers rendered females as sexual beasts in need of taming to
justify gender violence and abusea(difio 16; Medina DoméneclCiencia35;
Liranzo 4579).

Othercultural artefacts that helped popularize the faunistic view of women
included musiccinema,and comicgBallesteros 4819; Lucini 294; MartinrMarquez
260). The titles of songs and movies alike casted females guike of animaln
accordance with patriarchal ideology,asseen t he mel odi es fALa Rui s
[ The Nightingale], AAl on$kryd ,ddilL osi dloadgmdms( HE6
veci naso FemaleNgghbofsar®yr r oitlsadb ]JLobao (1959) [ The
wolf], and in the filmd.a cigarra(1948) [TheCicada] La gata(1956) [TheFemale
Cat] or La loba y la paloma(1974) [The Shevolf and the Cat]. In additioflamous
femal e singers and actresses were given the
tigresso At hsgoolri din-encel ds thaeigh implying a type of behavior and
liberty that only had room within the show busindsg not within the strict confines of

the Francoist hypermasculiseciety(Gallego 23).



Finally, comics addressed to a very young audieaceatured models of
femininity that deviated from the established order by means of animal symBditsen.
character of Dofla Urraca [Mrs. Magpie], the protagonist of the homonymous graphic
story, was named after and sketched like a magpie (MartineralRd@adl 6) Other
fictional women were equally drawn widtlvianbrushstrokevased on their constant
chatter and annoying personalffyiccionario de Mortadel@®-4). Additional female

fauna in these publications included fierce beasts. For examplardteethat attacked

Captain Trueno oeeveravoyagesvasd e scr i bed as fAuna fierecil

small wild beast that has not been tamaa] the Moorish dasel that defiedkl
guerrerodelantifawas si mi |l arly portrayed as HfAuna
panther]’

Even though much scholarship has focused on notions of femininity and
masculinity and their intersection with concepts of nationhood d&inga n ¢ 0 6 s
dictatorship (BlascaBox; GonzalezAllende Morcillo; Moreno and Nufiez, Patten), no
study, to date, has paid attention to the pivotal role played by animal symboils in the
foundation and consolidation of the totalitarian state. Hence, this disserattempts to

fill that void by compiling and analyzing an authentic wealth of beastly representations

used in the making d& Nueva Esparfia

61t is interesting to note the opposite trend in terms of the zoomorphic characterization
of maleprotagonists in graphic novels during Francoism (Casa28}p Titles suclas

El Cachorro[The Cub] (Juan Garcia Iranzo, 195Cgpitan PanterdCaptain Panther]
(Antonio Pérez Garcia, 1954 Jabato[The Young Wild Boar] (Victor Mora, 1958),

El Coyote[The Coyote] (José Mallorqul947) orPantera NegrdBlack Panther]

(Quesad Cerdan, 1956) are illustratioé the positive connotations of animal names

when applied to heroes.

" Foreign origin obviously played a role in the representation of these female characters
as wild beasts too, particularly considering the Francoist pareegaadingthe purity

of the Hispanic racandthe fear ofcontaminatiorby other ethnic groups.
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Drawing on Benedict Andersonds key
community, o this doctoral thesis ai ms
Francoist regime in the aftermath of the Civil War entailed not only the physical
reconstruction of a countnavaged by the fraternal military conflict, but also the
institution of a depository of animal symbols that captured the virile essence of the
newly constructed fatherland. To this end, the project examines a wide repertoire of
multi-media textoriginating bothin high and popular cultur@.qg.: literary texts,
scientifictreatises, legal documents, educatiomatks, newspaper and magazines,
television and radio progransyngs, comics, movieshhe goal is, ultimately, to prove
the existence of an offial discourse articulated around the Francoist bestiary rhetoric

that served in the construction of gender and nation during the Spanish dictatorship.
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At the same time, borrowing from Antoni

hegemonyo (-21t)Nvhithstages thedtofold role of culture as an

instrument of oppression by the ruling elite but also of social liberation when conceived

to combat thestatus quothis dissertation purports to show theesastence of a

counterhegemonic discoursaterwoven with the Francoist besgahat aided in the

deconstruction of the statebs fixed noti

corpus of filmic, musical, and literary creations produced and censored during the
di ctator shi p,veis d&se to dlusttathgwihe crafty maeigulation of the
institutionalized bestiarwas carried ourom all intellectual flanks. In this sense, an

inquiry into the zoomorphic portrayals of the female charactdes G&ta[the Shecat]

in MargaritaAe x andr e and Raf ael LMGaatafl3b6)ababa eci |

[the ShewolffinRa f a el de Le-n, Andr ®s Mocbplas and
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faunistic creations worksthat condemithe politics, society, religion, and sexuality of
Francdas masculinist regime.

To fully understand the calibrated reversal in the use of animal symbolism in the
corpus of texts under study, the methodology of this project involves an
interdisciplinary approach that combines Cultural Studies (CS), Cognitive Linguistics
(CL), Critical Discourse Analysis (CDAJAnimal Studies (AS)Gender Studies (G3)s
well as Film Studies (FSThis dissertation takes as a point of departure Benedict
Andersondbés concept of nati7)pwhichasslargelpy fi magi ne
brought into existence and held together by metaphors that help define its citizens in
opposition to others (A. Smi#0O; MosseNationalism16; Mussolf23-98), along with
analyses of the gendered dimension of nationalist discourses {¥ava, Mayer,
Mo s s e, Enl oe, Anthi as, Nagel, Scott, and Mc
this aim, the project will draw frorine key contributions made by Robeita hn s on 6 s
Gender and Nation in the Spanish Modernist Ndkek GonzalezA | | e ihideaside
fuego: género y nacion en la narrativa espafiola durante la Guerra QRE6§1939)
Br i an DGhodswhassios: Martyrdom, Gender, and the Origins of the Spanish
Civiilwar, and Aur oTree Catholic omahhood.<Gender Ideology in
Francods Spain

CL, particularly the seminalorks byRaymond Gibbs, Geordeakoff, Mark
JohnsonMark Turner andoltanKévecses, will provide the tids to analyze the
cognitive, social, and cultural implications underlying the woman as animal metaphor.
This animalistic discourse, in turn, will also be examined in the light of the power
relations andyender ideology imbued in language, as analyzed by Critical Discourse
Analysis {/an Dijk, Fairclough Fowler, Wodak).The study of such bestiary

representations will be enriched by the worlGoéta Gaard, Marti Kheel, CarAdams
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Josephind®onovan Lori Gruen and Jason Wyckoffter alia, in the field of AS with
the parallelisms established between the exploitation of animals and women in
patriarchal societieg\s for GS the studies of Anna Tripp, Mary Evans, Janet Holmes,
Sara Mills, MurielSchulz, Lauren SuttgriRobin Lakoffand MaryVetterling-Braggin
among otherswill aid in the understanding of the sexist assumptions ingrained in
languageln terms off-S this project resorts tkey works devoted to Spanish cinema
under FrancoisniThese includebut are not limited toTatianaP a v | doBespdtic
Bodies and Transgressive Bodies: Spanish Culture from Francisco Franco to Jesus
Franco P et e r Bé&hmdthesSpanish Lens: Spanish Cinema under Fascism and
DemocracyBarry Jordan and Rikki Morgafi a mo s Contemmpdrary Spanish
CinemaJ ust i n CrDastmateny Didtafosship: The Spectacle of Spanish
Tourist Boom and the Reinvention of DifferenceB a r b a r Dese@fecadash i 06 s
Cineastas espafiolas y discursos dagggFr a n c i s ¢ @onsfruyendo&imad s
mirada propia:mujeres directoras en el cine espgfamidSantiago FouHer n8nde z 6 s
Spanish Erotic Cinema
Finally, cultural analyss of postwar Spai n, such as Car men |
Usos amorosos de la posguerra espafiolaMa nuel V 8z gQ@rénca Mont al b8n
sentimental de Espaf@ndDiccionario del FranquismgoRosa MariaMedina
Doménech €iencia ysabiduriadel amor: una historia cultural del franquismo, (1940
1960 , Ra f a kalvidalamorasaesn fiemposde Frangdo cent e Ver d %06s AE
amor en los tiempos de Francand¢ s c ar  C aBEbsaxo He¢frarmgbissn@among

others,will offer the historcal and social context to such animal representations.
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33A Birdbés Eye View of the Chapters
This dissertation is organized into two distinct and complementary sections that
illustrate the ceexistence of a discourse and a cowdiscourse articulated arod the
bestiary rhetoric used in the (de)construction of notions of nation and gender in
Francods Spain. Echoing the regimebs Nati on
parameters of manhood and womanhood, the first glaaper, 3 and J explores a
myriad of texts interwoven with animal symbols that bolster the hypermasculine state
and its virile archetype while repressing and silencing other political and gender
identities. The second padh@pters), onthe other handexamineghe disenting and
marginalized voices in cultural productions thegortedo the official bestial
iconography to subvert the foundations of the patriarchal regime. Finally, on noting a
similar deployment of zoomorphic symbolism in the speeches of the Sparraiht
political party VOX (2013present), chaptdd creates a bridge between the dictatorial
regime and preseitay politics in Spain.
The title of this dissertation uses the
because of the relevance of zoomac@ymbolism in Francoist Spain and its calibrated
reversal in artistic creations that attacked the totalitarian government. Denoting the
brave and decisive treatment of a dangesitusition O.E.D), the idiom contains the
most emblematic animal of thedhcoist bestiary. The fierce creature, indeed, filled
both the physical and mental spaces of people living under the dictatorship. In addition
to its ubiquity in bullfighting spectacles (the-calledfiesta naciongl , t he st at eds
propagandistic machinetyrned the bovine into an icon of both the androcentric regime
and its virile archetypét the same time, in the cultural panorama, intellectuals against
the dictatorship channeled their critical views through the metaphor of the bull, as

illustrated in the foundation of thmublishing companfRuedo Ibéricd The Iberian
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Bullring] in Paris in1961 Linked to the Spanish exile, this printing house became a
platform for antiFrancoism allowing free expressiom remarkablevriterssuch as
Jorge Sempr ¥%n, Max Aub or Jud@nhoGoetsicsolt@r et
espafoles frente al tod® la censuracomparingcr ancods censorship wit
constitutes the bedrock for the play on wardthe title of this project and the rationale
for the analysis of the censored productiatthie core of second part of the dissertation.

Except for the introduction, which outlines the corpus, historical framework and
methodological tools, the title of each chapter puns on an animal hame that connects
with the content and purpose of that sect@napter 1§ The Rhet ori c of Ani
The Besti al Ma s ¢ helps congextualizedthe Framoaishfaunaenithin
the Western tradition that assigns zoomorphic figures patriotic and gendered values.
Further elaborating on this dual significarddeasts, Chapt&( A Ani ma | Met aphor
Shaping Nation and Gender in Francobs Spain
met aphors in the making of Francods New Spa
Andersonbds key concept nitesthatadldrgelptsoughts | magi n
into existence through symbolicacticego see the rolelpyedby figurative fauna in
definitions of gender and nation during the Spanish dictatotship.

Chapter8( A Ani mal s and MaB8Anl mal si ased) Famdni
symmetrical in content and form since they approach the forging of-(non)
heteronormative masculinities and femininities, respectively, from the viewpoint of
zoomorphic symbolism. The st aretsiong sp oiiTrhte oBf
of Francoisnb gi ven that in Francobs times to spe
speaking of the dictatorial regime and its archetypal man. The synergy between the
dictator and the bulll i's expl eDietatorand t he ho

t h e Bhoolughagpgrusabf nationaland internationgburnals(e.g.:the Spanish
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LOEsquel | a dadHorhoaEl Mano Aza thexMexicarEsparna Popularthe
FrenchLe Mondethe USTampaTribune,or the Germaimie Wel), which amply

document the identification of the military leader with the frightfulibesince the

Civil War. The nextsection(3. 1 . 2 -likeiMdmednbndOxeh i ke Meno) del ves
several literary, musical, and filmic productions that deliberately reverse the
iconography of the bull in the characterization of +aoochetypal females (e.g.: streng
willed, single,sexually,and ecaomically independent women) and Aoormative

males (e.g.: homosexuals, effeminate, foreigners, and political opponents) as bulls and
oxen, respectively. The chapter conclufB$.3)with an examination of blockbuster
comediesYente a Alemania, Pepéente a ligar al OestandCeledonio y yo somos

asi) that project the image of the sempiternal bull onto Spanish manhood to create the
stereotype of thenacho ibéricdor both nationalistic and touristic purposes.

Based on the antithetical avian paireaglep on, @A Eagl €32) and Capor
reflects upon the uses and functions of these and other animal metaphors recurrent in the
codification of (nor)normative male desire€onsideringMichelFoucaul t 6s i deas
relating discourses of sexuality and the control of the (homosexual) body in state
institutions, AThe Pred@fbawyd Bfi O fonme Hw st C
t he Ho md3e)atteradt to decipher the social, medical, religi@mdsjcationh

and legal implications of the conceptual scenario that framed conflicting masculinities

in terms of predatorand pre§.e nt er ed on the all egorical mar
power s, AThe Predatory Bird andncbists Domest.
eaglet hat embodied the regimebés virile archet)

popularchants (e giCgui | as de Espafao )amdgpublicgignei | as de
(the comicAguiluchoand the missionary journélguilucho$ addressed to boystests

to its key function in the (in)formal instruction of young maMsxt, the section
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researches another set of avian metaphors branding homosexuals as domestic, peaceful,
and castrated fowl.€., capén palomq pichénor pavg that were commonplace in
popular parlance, literature, music, and cinema. Along witlcdhéemptuous, yet
apparentlyinnocuouddepictions ohomosexuama | es as domesti c birds,
fort he Homosexual 06 under sc othreateninghe exi stence
categorizations of neheteronormative males as wild beasts and pernicious parasites in
pseudescientific writings (e.g.: psychiatrists Antonio Valldjiajera and Juan José
Lépez Ibor) and in legal documents (e.g.: Jurist Gmez Aranda de&evtagistrate
Antonio Sabater Tomas, Security Inspector Mauricio Carlavilla) that pathologize and
criminalize this sexual orientation. The last secti@@.3) investigates the animal
symbols surrounding the stereotype of ltlkenosexuamaleinthesecal ed A comedi a
de mariquitaso [sissy comedies] by analyzin
No desearas al vecino del quinto line withJ u d i t h cddaept bbendér as
performabogbdsialLife: Ani mal Met agfiNamr s and Fi
Heteronormative Masculinities in ti@media de Mariquitas addr esses t he ca
of Anton, a real womanizer whaccompanied bkis inseparable poodle Fifiretends
to be ahomosexuatailor to thrive in his fashion business

Chapted ( Ani mal s and Femininitiesod) chronicl
i n wo me & édscatibnalypeofessional, legpblitical, and sexud since the
Nationalist military uprising until the demise of the Francoist regime through a scrutiny
of the most commonplace animal images sketching different archetypes of femininity.
iFrom Wi ld Beasts to Domest theSeddbedRepublichNo me n 6 s
to the Di@ddteaxtpdras mispd he regi meds Mani chean
either a fierce animal or a docile bird as part of its double manoeuvre to terminate the

feminist accomplishments of the Second Republic and to relegahen to the
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confines of the home. Through a perusal of Nationalist newspakia€ I(a Voz de

Castilla, El Pueblo Gallegh magazinesRevista YMedina El Ventanal TeresaClub

Féming, radio and television programi@DOQO, Noticiario espafiglConsulbrio

Gallina Blanca Avecreinthis section observes the animalesque caricatures of national

and internationsh d vocat es of womenédés rights (Sylvya
Federica Montseny, Clara CampoaraadVictoria Kent). Simultaneouslyt identifies

these animal tropes in legal, religious, educational, and artistic texts (e.g.: the comic

Dofa Urracaand the filmLa loba y la palompaimed at transmitting abhorrence and

fear towards a type of femininity that deviated from the canatoofestic womanhood
posited by Nat Dissecting theG-anale 8ddy: The Animal Néture of
WomeninPseud® c i ent i f i(4c2.)d&sciibésithe gfferts of medical

practitioners and scientists at the service of the regime to prove episjaralycthe

mental inferiority of the female sex and their solely reproductive function by drawing
parallelisms between women and animals. The section inquires into the zoomorphic

met aphors referring to t he-kfiownmpsythatriists anat omy
Antonio VallejoNajera and Eduardo Martinez, psychologist Misael Bafiuelos Garcia

and gynecologist José Botella Llusidter alia. F i n a Thé amingfof Women:

Ani mal Met aphors in The @B)sxpaundsaée of Femal e
Francois recovery of the folkloric motif of the taming of women in the discourse of

female education to justify gender violence and to deter girls from any academic

aspiration. A series of fictional works exploiting this classical theme during the

dictatorship seves as a springboard for an evaluation of the main zoomorphic tropes

used in the formal instruction of women. Along with an examination of these faunistic
depictions in newspaper articles, movesngsand literary texts that supported

domestic abusehis chapter pays special attention to the bestiary rhetoric employed by
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theSeccion Femenifa Wo mendés Section], since this was
which Franco entrusted the formal and mandatory education of females.

The second part of the disseida begins with chapt&s. A Hi t t i ng t he Bul |
Eye: Deconstructing Gender and Nation throu
the existence of a countdiscourse articulated around the official bestiary rhetoric
aimed at the deconstruction of the fixgehder parametetbat defned Francoist Spain.

This chapteanalygsthreebannedartistic productions, namely, Margarita Alexandre
and Raf ael Ma r 2 laa Gaita(1956¢ Rafakl Heal 605, Amipey Mokes
and Manuel L copl&fizL aQuLiorboagoa 6(s1 96 0) psamdvAha Ma
Walter, ¢ por qué te fuistg2973). With a focus on the animalized portrayalladbata
[the Shecat],la Loba[the Shewolf] andla mujer centaurdthe centaur woman]j, ¢h
threesectiors try to demonstrate the critical intentions behind the forging of these
female characters in texts thatack the patriarchal regime.
ALetting the Cat out of t heinRaGpa Reveali

(5.1) examines the deconstruction of the maseuliniverse of bullfighting, epitome of

Francods virile Spain, through the animali z
Mar 2a, popul ar l.oy Tkhneo wenh aapst efirl éas CGoaltjaect i ve i s
gendefladen animal pair bull/cat is instu me nt a | in delineating Mar

personality and in generating the (sexual) tension of a dramatic film based on a
womanos (s e brealfrep froth éhe ¢omseaints of the male dominated world
representetly the microcosm ofier fathefs Andalusiancortijo.

fiKeeping the Wolves at Bay. The MarginalizedSthe | f i n t he Song &I
L o b ad 0(52)%6keg the controversial issue of single motherhood during
Francoisnd particularly of the secalledmadres rojagi.e., Republican mother8]

through an examination of the animalized female protagonist starring and naming the
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highly successfutopla Record fr om f emal esd® penitentiaries
institutions, andel Patronato de Protecciodela Mujerdot he st ateds i nstitu
rehabilitati od whch redistetolbabhseamehuwmamzeg shur demagi

single mothersprovide the historical background for the interpretation of this

marginalized character, who voices the vulnerable situatisoofen like her

o
n

fiHorsing around in Francoist Times: A Centaur Womafiria Maree Mo i X
Novel Walter, ¢por qué te fuistd? 1 9 7533) iniends to prove how the Catalonian
born writer Ana Mao2ahdMbi ksfihplags wrohbndnd
sexual mores and conventions prevailing in
creation of centaur woman Albina. The study contends that this fabulous cfeature
the circusworld not only serves as the pafeounterpoint for the dark reality of
Francods oppressive Spain, b-ootmatwvdferros hel ps i
of sexualities and sexual taboag ( masturbation, lesbianism, bisexuality,
homosexuality, incest, and rape) by pushing the-defined gender binary with her
hybrid natureand fantastiprovenance.

Knowl edge of ani mal i mages in Francobs S
only the power of symbolic practices in the foundation and consolidation of the
totalitarian state, but also the @sand thread of the farright Spanish political party
VOX. Hencechapte6( i There i s Something Fishy: The R
BestiaryinPresedday P ol i t intakes therund8rgtanding of the Francoist
bestiary rhetoric relevant today by comparing the zoomorphic tropes that articulate the
nationalisic and gendered discourses of both Francisco Franco and Santiago Abascal,
VOX6s frontman. A review of the most recurr
speeches of the Basque politiddanbtained from a series of natioraald international

newspapersHl mundq El pais La Razon El espafiol OK Diario, Libertad digital The

18



Times The New York Timebternational Affairg, radio and television programi&q la
mafanaEl gato al aguaEl programa de Ana Rosgkl Toro, El Hormiguerg, and

social media platforms (Facebook, Twitter, Instagram, YouTuladipws for the
juxtaposition of their political agendabhe goal of this section is ultimately to disclose
the ideology conveyed through the figurative fauna employed by the Natidaefish

and VOX, given that these groups, despite the temporal lapse, praise the national and
the masculine while forging negative images of their political opponieats (

Republican, independentist, secular parties) and minority graepsvomen, no-

Christian, immigrants, theGBTQ+ community).

Finally, chapter 7 draws some conclusions regarding the uses and functions of
ani mal symbols in the (de)constr.Aparti on of
from reflecting upon the real implicationsattthis figurative fauna had in all aspects of
peopl eddeducdtionviaavsmedicine, religion, professigended during the
dictatorship, this last section also proposes new avenues of ressatet to the

significanceof zoomorphic emblems ithe shapingof identities.
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Chapter 1. The Rhetoric of Animality: The Bestial Masculine and Feminine

So the father and ruler of the gods, who is armed with the-three

forked lightning in his right hand, whose nod shakes the world,
setting aside his royal sceptre,
offers his chest now for virgin hands to pat and now his horns to

twine with fresh wreaths of flowers. The royal virgin evereda

to sit on the bull 6s back, not rea
the god, first from dry land and then from the shoreline, gradually

slips his deceitful hooves into the waves. Then he goes further

out and carries his prize over the msigiface of te sea. She is

terrified and looks back at the abandoned shore she has been

stolen from and her right hand grips a horn, the other his back,

her clothes fluttering, winding, behind her in the breeze. (Ovid,
Metamorphosehl)

Latonads daugthawmed,n fglliucttteedd owi tFhar t
house, now gavevo of the weeping sisters wiggpread wings,

but Gorge and the spouse of Herculesso were changed.

Latona stretched long winggon their arms, transformed their

mouths to beaksnd sent therwinging through the lucent air.

(Ovid, MetamorphoseV/lil)

Of all the animals into which Jupiter could have transformed to seduce and rape
Europe, the king of all the gods opted for
Metamorphosedn the passage devotedo t he mour ning of Mel eager
poet recreates the physical transformation of her afflicted sisters into domestic hens.

The transmutation of deities and mortals into different animal species not only shows
the legendary figures that populateé Classical imagination, but also notions of

manhood and womanhood articulated around the bestiary rhetoric since the Ancient

Worl d. I n fact, in addition to pbhe above st
ADi onysus ,anfdNitknee @Bud g dwut hsf ables |ike Aes
and the heno or Aeliands fAHens in the templ

hensto mirror canons of femininity and masculinity (Dohertd6; Gabriel 517;

LoépezRodigue z, N Rei 4139,Begali3¢Bgs). 137
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Zoomorphic imagery has informed the rhetoric of gender since Antiquity
(Aftandilian et al. 21-56; Bock andBurkley 264)8 Key reference points for the
construction of socispatial difference and hierarchy (Bl 32), animal metaphors
have become commonplace in the categorization of sexual identities (R. Bak&r 45
Hines 921; Nilsen 257270). Men and women alike tend to be conceptualized as some
sort of beast. The former can be referred tstads bucks wolves,bulls or roosters the
latter, on the other hand, kittens bitches vixens hens,andcows In the encoding of
such images the animal name selected, far from arbitrary, seems to reflect stereotypical
views on manhood and womanhood whidfimately serve to define the roles and
delineate the spaces assigned to men and women in society-Rapezr 2 guez, 0 Of
Wo me n 83).8 2

As discussed in Linguistics, Psychology and Philosophy, metaphors are not
divorced from the world of our perceptions armhceptionsbut rather, firmly rooted in
it (BarcelonalLakoff and Johnson)People can express a picture of reality or a world
view using symbols. In fact, most figurative language is not neutral in its evaluative
stance (Moon 4.9) but charged with aideological component that reflects a bias on
behalf of aspeectcommunity towards other groups of pegpteres situationsand
eventgFernando 5%). Hence being channels of folk beliefs, metaphors are frequently
usedas arguments of authority validate or sanction certain behaviors (Rend Holt
495-498) for the benefit of the hegemonic collectivity (MacArthus72).

Giventhatmet aphor s provide conceptual framew

selves an@xperiences, zoomorphic images offer a window onto the construction of

8 Even though within Animal Studies and Ecofeminism there exists the distinction

between nofhuman animals and human animals, in this projectmonan animals

wi || be referred thou nmsainmpalnyi naasl sf asni immpal | ys 6a sa nfid
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gender, even creating gender itself, forRasnerH¢ | sse st ates, A[ metaph
constitute the objecttheyyi gni f y o ( 4a6i3i)c.o0o negrrtaapihnilcy ,r ef er en
(Martin et al. 37-38)? faunistic representations may force individuals to see sexual
identities through a specific lens, ofteading to alistorted vision of reality which may
makepeoplebelievein and commit to certain actions related to their understanding of
different beastd®fiw]hen we see the world with a particular metaphor, it then forms
basis of our actioné our perception of the
to the se of a particular metaphifFairclough67).

In general terms, creatures of a considerable size and strength that inhabit the
wilderness pertain to the zoomorphic domain of masculinity, so that lions, tigers,
lynxes,or bulls can figuratively be used to describe males. Femininity, by contrast, is
expressed in opposite terms, given that smvadlak,or domestic animals, such as
chickens, hens, kittens, fillies, marasd cows tend to define the falanature (R.
Baker 4553; Nesi 272275;Nilsen 257270). Equated with wild beasts, men are
conceptualizd as menacing animals in need of freedom. Due to their link with domestic

animals, women, however, are inevitably associated with the home ambience. Such

‘Hawkins speaks of i indicatettogementallirameworke f er enc e 0
which help people to understand certain aspects of reality. According to him, this
iconographic referencgerves as a technique of manipulative categorization in the sense
thatt he wuse of nAefi mMplrn séxgen M@Uesso t hat are
valuesodo can establish fia powerful conceptua
value judgmento (32).
0 Through their theory of metaphorical entailmeBtsorgelakoff andMark Johnson
explain how people can follow a certain course of action when presented with certain
met aphor s: AMet aphors have entail ments thro
coherent certain aspects of our experience. A given metaphor rtiay tely way to
highlight and coherently organize exactly those aspects of our experience. Metaphors
may create realities for us, especially social realities. A metaphor may thus be a guide
for future action. Such actions will, of course, fit the metaphibois will, in turn,
reinforce the power of the metaphor to make experience coherent. In this sense
metaphorscanbesdlful f i | | i ng prophecieso (156).
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different habitats seem to correspond with the social spaces traditionally assigned to
each of the sees, which circumscribe men to the public sphere and women to the
private confines of the house. Besides, through these polarized zoomorphic
constructions, the relationship of man to woman is often presented as predator to prey,
with the implications of saual abuse and violence derived from the active and passive
role conferred to males and females in the metaphorical hunting scenario that frequently
frames heterosexual interactions (BaecidBurkley 262274; Robinsoret al. 272
284)11

The tendency to categorize males and females in the guise of untamed and tamed
animals, respectively, sheds some light onto their social functions. Because fierce beasts
pose a threat not only to other animal species, but also to humans, the identification
men with wild creatures is likely to convey positive evaluations, highlighting their
strong and powerful position in the natural world, as attested, for instance, in the
figurative senses dibn (i.e., a brave person, a person of outstanding interest

importance Yebste}), stud(i.e., a tough man\Webste}) or bull (i.e., a strong man; a

11 A word of caution is required here regarding the use of English examples in this
section to illustratéhe gender bias usually conveyed through animal names, given that
the Francoist bestiary analyzed in this dissertation is evidently in Spanish. In fact,
although both languages exhibit a similar tendency in the zoomorphic categorization of
males and femal with the former usually being attributed more positive evaluations

than the lattéy there is not a on-one correspondence in the faunistic metaphors

coded by these speech communities, nor are the connotations of the same animal names
identical, sincghere are stark cultural differences between the Englisth Spanish
speaking worlds (Deignan 28%9; Fernandez and Jiménez #7856, LopezRodriguez,

A Of Wo m87nTalebim&ad and Dastjerdi 1-338). To illustrate, consider the

|l argely twbosefiBpachsld equivalent is i
English Adog, 0 whose exclusive mascul i
with the idea of | aziness conveyed thr
metaphor often entgyed as an insult to denote a despicable individual. A more
conspicuous example is fAbull . 0 Here the
vigorouso transmitted in English do not
At or o, 0 cedlowingtodhke $panish teaditobn of bullfighting (Bugnot4®, J.

R. Calvo 367376; de la Fuente 2385).

Z 0
ne
ou
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sexually potent malé§ebste}). On the opposite pole, the common conceptualization
of women as pets and farmyard renders them as providers of companghment,
andwork (R.Baker488) ; in other words, as fian expl o
economyo (L. Lovejoy 6). This inferior posi
account for the negative import attached to these symbolic animal (lasaet 2324),
as illustrated, for example, lmen(i.e.,a fussy middleaged womanWebste}) and in
the largely taboo wordsitch (i.e.,a malicious, spiteful, or overbearing woman
[Webste}) or pussy(i.e., the female partner in sexual intercourdéepste}).
In the case of animal companions, besides connotations of unpleasantness
(bitchy), traits of sexuality and promiscuity prevail in the coinage of the metaphors,
presenting females as sexual playthirigtgn) and even as prostitutesaf) (Hines 9
12;L6pezRodr 2 gu ez, N-87). Asvitw Imestoak, alBng with pejorative
views regarding fatnessdw, mare), uglinesslieifer) and dirtinessgig, sow), notions
of edibility and servitude are at the core of such zoomorphic representations, since
females areanceived as producers of foduefy cow) or as products to be consumed
(chick,bunny quail)d with the erotic innuendoes derived from the figurative domain
that associates sexual desire with eating and hunger (Beid&esuato €0; Chamizo
and Sanchez 365;L - pez Rodr 2guez-l62iRei nf orcingo 159
Unlike the almighty free beastshich are the archetypes of masculinity,
depictions of women as domestic animals seem to contribute to their oppression,
objectification and commaodification, given that females are symbolically subjugated for

peopl eds advant age (pBrandRusamer1094P1)?> Dunayer 11;

12 This notion of the womaasobject has been central to secamave feminist analyses
that focus on the relationships between women and animbltye basi s f or Ac
influential workThe Sexual Politics of the Meathich explores the nexus between meat
consumption and sexism.

24



Ecofeminist scholars have drawn attention to the parallelisms between the exploitation

of animals and women in modern societies, particularly regarding their functions in

reproduction and nourishment (Adad®8; CovielloandBorgerson 24; Wyckoff 721-

735. This (ab)use of both the bestial and the feminine equally transpires in language

with their allegorical equivalence, as Gruen observes:
the categories Awomano and dAani mal 0 s
in patriarchal society. Their construction as dominated, submissive
Afothero € has sustained human male do
animals in postndustrial society is to serve/be served up; women and
animals are the use(b1)

The language of the spesicertainly constitutes a powerful coercive mechanism

that aids in the (re)affirmation of male dominance. As Pierre Bourdieu has argued in

The Masculine Dominatigmale control is, more often than not, invisible, mainly

exerted through symbolic practicesich occur within the daily social habits

maintained over individuals that internalize and accept their given position in society

(12-46). Evidently, through the strategy of zoosemy the hierarchical organization of the

patriarchal world is extrapolated the animal kingdom. Represented as predatory wild

beasts, men are placed higher up in the pyramid of the species than women, who, in

turn, are lowered down to the category of domestic creatures and preys, with the

implications of power and dominancedee d f r om suc h®@®kisfinatur al o

precisely by embedding the view of the bestial feminine and masculine in the discourse

of nature that zoomorphic imagery has becon

13 Reflecting upon modern forms of dominance, the French author brings to the
forefront the issue of symbolic violericewhath e t er ms fAa soft form o
0 given that in modern societies abuse is not necessarily physical but can also be
carried out through iconic representations.
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Anat ur Bytholaged®; in(ther wordspart and parcel of the discursive
practices of power where the domi-gvemt i deol
naturaleé inevitableo (Van Dijk 25).
Reasoning along the lines of Critical Discourse Analysis, relationships of
dominance, discriminain, power,and control are createskproducedand maintained
through language (Wodak 11). Hence, the bestiary rhetoric used in the classification of
gender contributes to reinforcing the hegemonic masculinity through the misrecognition
of the power relations implicit under faunistic metaphors that equal men and women
with wild and domestic animals. In fact, Gender and PowdRaewynConnell affirms
that the supremacy of the white heterosexual thalbatValP| umwood ter ms At h
human i deal i n t 8B comsuctedethrongh o type bfdanguage 5 )
which excludes not only the female sex, but also other forms of mascul{@itesell
andMessershmidt 832)4 Speciesism, indeed, has been linked to the marginalization
of nonheteronormative males (CordeiRndrigues12-2 6 ; S a mEOr Singraget 8
19). Crossing the marked lines that delimit the binary notions of heterosexual
masculinity and femininity drawn in mainstream socigiymen are usually imagined
as effeminate and, consequently, the zoomorphic metapsedsmtheir categorization
often overlap with those defining the female sex (Lépep d r 2 guez, AOf Women
80), since both groups are mainly equated with domestic animals. Homophobia
manifests in pet names suchpagp (i.e., a gayadolescent [P. BakeB#]), bitch (i.e., a

sexually activegaymen [P. Baker 186]pussycati.e., a sexually activgoung gayman

Y“Connell first descr i b@eahdefiahdePgwesamoni ¢ mascul i
Aconstructed in relation to women and to su
definition is later refined iMasculinitesa s At he configuration of g
embodies the currently accepted answer to the problem of the legitimacyiafchatr
which guarantees (or is taken to guarantee) the dominant position of men and the
subordinati o#8).0f womeno (77
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[P. Baker 18P andkitten(i.e., an effeminate male [Smorag 3]) as well as livestock, for

chicken capon duck bunny lamb, pig or ponyboy among otherd)ave beewommon

epithets to disparaggay men(P. Baker 155186; La FountaifStokes 19226;

Samar d3.iBésides the presence of domestic species to underscore their

similarities with females, and, thus, their implied lack of virility;csa | | ed Al i mi nal
ani mal s, 0 that ia)commnunities butaremat tomesticated (eign h um
rats and insects) also abound in the animalized depiction dietenonormative males
(CordeireRodrigues 67). Consider, for instance, the figurative usagesugf frog, or

ladybugto negativelydescribe homosexual men (Nilsen 257).

The clear imbalance in terms of praise and abuse in the iconography of the
bestial reflects the supremacy of the hegemonic masculinity at the expense of other
sexual identities, which, seen through images of domestaturesinsectsand
reptiles, are conceived as either rendering service to or as pernicious to man. Yet, a
reversal in zoomorphic imagery also goes hand in hand with semantic derogation, given
that the classification of females and fieeteronormative ales into wild beasts is
equally tinged with pejorative connotations. Casting women in the guise of untamed
animals, above all, highlightheir menacing natursjncenon-compliant females pose
a threat to theatriarchy § i | a ¢-%30). Tt Ww@maraswild animal trope
accentuates the classical connection of women with nature and baseness, ultimately
conveying a sexual force that needs to be restrained (L. Lovejoy 6), as inferred from the
nontliteral meanings ofougar(i.e.,a middleaged woman seekirggromantic
relationship with a younger mawgbste}), vixen(i.e.,a sexually attractive woman
[Webste)), lionessandtigress(i.e., sexually active women [R. Baker-&@]). Aside

from 0ozing sexuality, unfavorable physical qualities, such as fathess/fiale sea)

and uglinessi., coyote fox), are also conveydtirough these symbo(&. Baker 45
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52, FernandeandJiménez 774795). As for norheteronormative masculinities, their
portrayalsas wild fauna exacerbates their stereotypical depraved sexual nature, judging
from the senses @hicken hawKi.e., oldergay males that prefer young partners
[Router 22]) owadlf (i.e.,a promiscuous gay am [Urban Dictionary. On the other
hand, in addition to being less frequent, the identification of heterosexual males with
domestic species does not necessarily entail strong confRagstey for example,
means fiaac¢ oc iWwebs@randwalthoughthe masculidegc an denot e fAa
wort hl e sWebsigy itsexxlosore application to males is synonymous with
Afell owWebstefc hapo (
In sum, deeply rooted in Western culture, the rhetoric of the bestial used in the
codification of gender contributes to thgsertion of the hegemonic masculinity by
excluding other forms of sexual identities. In fact, because in trgoted words of
Claude LéwStrauss, animasr e chosen not because Athey ar
Abecause t hey (Totetsmdg,dhe doonophictsymbalidgmahat
interwove the (notofficial discourses during the Francoist regime may provide a good

insight into how gender can be (de)constructed through faunistic im&yery.

15 As Lévi-Strauss asserts, animals have always been central to human culture due to the
close relationship earlier societies had wita natural world. Because of the diversity
of the animal kingdom, beasts offer people a way to mark distinctions and difference.
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Chapter2 Ani mal Met aphors: Shaping Nation and G

AEl nuevo gobierno de Espafia tiene la piel mas gruesa que un
rinocerated (Francisco Franco, 1939)

Immediately afterhis s censi on t odepcdpivamofhisrfew anc o0 s
government by means of anirriide traits reflects the centrality of zoomorphic
metaphors during the formation of the new nation. The tblktkned rhinoceros
conjures physical strength, aggressiveness and sexual vigour (Cirlptnlé®er
words, qualities that would define the virile Francoist Spssna matter of fact, this
image of the pachyderm had previously been used in Nationalist propaganda to explain
national weakness as a deterioration of masculinity (Mor&kaluctio 26).1° During
the Spanish Civil War Antonio Vallej8j er a pr ocl ai med Spainbés p
as a consequence of ttiecadence of thencefir az a v i r ilile Hspasip 8 ni cao |
racd (Eugenesi&).l’” According to the leading psychiatrist, prioo Fr anc o0 s
government, politicians® 0conlikeskinofttens had b
raci al bodyo (8). Such a transformation of
illustrates the twofold purpose of animal imagery in the construction ioinmaiod (S.
Baker 3373) as well as gender (R. Baker88; FernandeandJiménez 774795).

Animal emblems like the abovementioned rhinoceros not only became pervasive

in the discourse of the nation, but they also endowed the nation with significance by

18 During the Second Republic, Republicans had often associated the Nationalists with
wild beasts like rhinocerosds.theat i cl e fAaVi v @193B)aOrtéyayp bl i ca! o
Gasset refers to former politicians as r hin
hacer esa gran experiencia, sépanlo, estamos resueltos a defender la Republica. Yo
también. Sin desplantesagpavientos que detesto. Pero conste: yo también. Yo, que
apenas cruzo palabra con esos hombres que han gobernado estos afos, algunos de los
cuales me parecen no ya |jabal?2es, sino rino
17 Since the collapse of the Spanish empire after itsadiéf the SpanisAmerican War
(1898), the crisis undergone by the nation was oftegreted through gender
imagery. Hence, the conception of the past masculine Spanish empire gave way to the
image of an effeminate and weak country (Blasco 10®).
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providing its citizens with key reference points for the construction of their identities.
After all, a country, at its foundation, is a metaphoric construct. Though defined by
clearcut boundaries and governed by distinct leaders, a state is a conceptual place
largely brought into existence and held together by mental imagiitions, indeed,
aa Ai magi ned ¢ omned)onytachew their(realitydvehrthe aichof
certain images, symbols and metaphors (MograNUfiez 17; Neocleous 1P7;
Gar i I 49 ®Transcendihg théiephysical geograptheyare mental spaces,
repositoy of symbol® flags, anthems, folk costumes and dances, rituals and festivities,
culinary practises, ett.shared by a community to nourish their sense of patriotism
(Cohen 2628). Certainly, zoomorphic metaphors are categories of a kinship system
employed to claim distinctiveness as well as sovereignty. The iconography of the bestial
used in Franad speectsurely helped to paira clearmicture of the Spanish nation in
peopl eds minds.

Images of animaés whether real or fantastichave long been hdds of states,
as seen in their omnipresence in coats of arms, flags, stories, |lggepdgandaand
discourse (S. Baker 126; Sax 466). Apart from encapsulating national values, such

zoomorphic representations alserfainto gender issugs May eend éirG | rroni es 0

18 There is abundant literature in the field of metaphors and the discourse of the
national, see Lakoffyloreno and Nufieaylu s s o | f , G aambprig otkersd  Smi t h,
¥As Anderson puts it, a nation Ais imagined
nation wil never know most of their fellow members, meet them, or even hear them,
yet in the minds of each lives the image of their communion. Members of the
community probably will never know each of the other members face to face; however,
they may have similanterests or identity as part of the same nation. Members hold in
their minds a ment ad’).Inthesgre line, Smith Hiscusses af f i ni t
nation and nationalism i n r élneradingwitht o sy mbo
symbols at variousleld are pervasive in the discourse of the nation, they provide the
category of the nation with significance an
an ideology, as well as part of the images of the nations by their members and non
members. Natiohasfimagined communitigs(Anderson) achieve their reality with
help of certain metaphorso (49).
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Indeedel Caudildds use of the r hi raoisoltedirstandecae s not ¢
male beasemployedo depict the Spanish governmgiutr the oratory of the dictator

also displays other creatures of the sae@ notably, eagles, hawks and, of course, the
omnipresent bulld to signify the virility of his nationAs a matter of fact, given that
nationalism iggenderedo are its animal identifications, and the bestiary rhetoric used

in the making of countriesnes to reveal the deep link between manhood and
nationhood Banerjee 167; Nagel 242). Certainly, as society has mostly been governed
by heterosexal males, not only have the patterns and norms been dictated by them, but
the images projected of their couag also mirror their sex. The recurrence of lions
(England, Belgium, Italy), tigers (Ireland, Bangladesh), foxes (Algeria), wolves (Serbia,
Estonia), bulls (Spain), bears (Russia, Finland), eagles (Austria, Gertaény).S.A.,
Mexico), condors (Colomh) or roosters (France, Portugal) as icons of states seems to
reveal the dominant position of heteronormatiaes inmainstream society.

Faunistic symbols contribute to shaping nations based on gender difference. By
selecting a male animal as the repraative of the country other sexual identities are
excluded not only from the symbolic space, but also literally from society. This is
particularly conspicuous in the case of totalitarian states which praise the masculine
while relegating females to themhestic sphere and ndreteronormative males to the
communi ty MessaTaa Fgscist839), as Morgooints outon describing
gender constructspacesand roles in Francoist Spaffla esfera publica, representada
en lo viril masculino, se contrapone a la privada, a la doméstica, espacio que ha de
ocupar |Paradeiinir esoséspacios de lo publico y lo privado se definirdn los
parametros de masculinidad y feminidéilargen35).

Nations and nationalism display a col orf

the country in the everyday life of its citizenry. Patriotism, indeed, is not just a mere set
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of political ideologies instilled through discursive practiagicdated around the
bestiary rhetorior flags that ofterlisplayzoomorphicemblems but other artefacts
constantly used by governments in the process of nhtidding, such as music,
cinema literature together with mapstampsand advertisements of albrts of
products equally show such besti al mani festati
(Bilig6-7) subliminally | eave an imprint on peof
connection between nation and gender underpinnindisiceurse of theestial that
feeds nationalisri?
The codification of gender and nation through different animal speetzsme
one of the mechanismuilized by theFrancoistregime to exert power over its citizgnr
In fact, if male beasts like the rhinocesesved to bolster the hypermasculinity of the
New Spain, other gender constructs were equally subject to zoomorphic
metaphorization, this time, however, in order to debase and marginalize them. Hence,
because in Francods s oc édmothersvandweivies withenr € a s s i
the confines of the home, the female sex was frequently described in terms of domestic
animals, such as chickeaadhens The strong contempt and hate towards the figure of
the homosexual, socially and legally prosecutedndutie Spanish dictatorship,
materialized in their zoomorphic characterization as castrated male animatséire.
and capons) and as rodents, insetd parasites, clearly suggesting not only the
uselessness of their bodies to the body politic, [sat tieir pernicious effects on

society

XBjillig defines fdbanal nationalismo as thos
build a shared sense of belonging amongst the members of a society while excluding
nonmembers. By banal nationalism one needs to understand all those artefacts and
symbolic practices used by governments to forge and reinforce the image of the nation
and build national identity.
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I n this sense, it is pertinent to recall
repressive state apparatus.(the government, administration, army, the police, the
judicial and legal systems) and the ideological state apparasducational,
religious,and familial institutions, high and popular culture) (150), for the Francoist
zoological jargon interwovan entire web of discourspsrmeating althesesocial
strata. Animal metaphorsindeedserved to sanction not only verbally, but also
physicallyandlegally, sexualities that did natonformto the monolithic definition of
gender based on the dichotorsqair heterosexual/homosexual, male/female which the
Regime obsessively sought to differentiate in order to carry out its ideological and

political programs (MoraMlargen180-20; PérezSanchezQueerl1-12).
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Chapter 3. AnimalsandMascul i ni ties in Francods Spain
3.1. The Bull of Francoism

3.1.1. The Dictator and the Bull

fQUT SALCA 1L TORDS

P

|l mage 1. dALet Ildl‘lfes_q;mé ”'| & odamuarloB@OPor(r at x a

On January 1939 the weekly Catalonian magazibeEs quel | a de | a Tol
printed a comic strip of general Francisco Franco riding a bull and charging violently at
a Republican soldier. Although in the political cartoon the militiaman manages to stop
and owerthrow the beast, reality turned out to be quite different, for, just a few months
after this publication, the Nationalist faction would proclaim its victory, marking the
end of the Spanish Civil War on April 1939 and the beginning of the Francoist regime
(19391975)2

Even before his proclamation as Head of State and Government under tk title

Caudillo, Franco had already been associated witlintlage of thebull, as attested in

21 Previously, the Republican journad Horah ad publ i shed the short
antifascistao (no. 73, gubvgrted tleFrancdisdsymbdpl, wh o s
par excellence. The text deals with two Republican soldiers carrying a box with-an anti

fascist bull during the Spanish Civil War. When caught in an ambush, the beast is

released to shoo the Nationalist troops (Catdé&aso, Vanguardia97).
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the written and graphic pressthe Second Republic and the Civil War Campos 5

29; CatalaCarrascoVanguardia97; Fandifio9-12). The Republican journd!l Mono

Azulvi ewed the military advance |l ed by the Sp
[the bull déds threat] (1936), and other Natio
same zoomorphic metaphor. This is the case, for example, of Emilio Mola y dfieal,

of the leades of the military uprising that culminated in the Spanish Civil Wiara

sarcastic poenheis compared to a wild bull, whose mother is a cow which produces

very bad milk, with the intended pun on the Spanish idiemer mala lech@iterally

it o have bad mil ko), meaning fAto be bad tem

Embiste, Mola, si puedes,
si es que ain te quédan fuerzas,
desde #] morrillo hasta el rabo
para moverte siquiera.
Embiste como quien eres,
hijo de buy de carreta,
de vaca de mala leche,
no de vaca dp dehesa.

Image 2. Poem to Emilio Mol&( Mono Azul 1936)

The foreign press equally echoed the zoomorphic identification of thetedin
dictator of Spain with the bull right after the breakout of the Civil Waseas ira US
caricature dated July 1936 (image 3). Riaridanewspapeifampa Tribunénterpretel
the Spanish military insurrection in bullfightingternish e | ma g dustdmQldi t | ed A
Spani s h pe&sorsfiedaha dation as a clumsy bullfighteable to resist the
powerful charge of Frangpertinently metamorphosed into a bdlhefearful beast is
branded with the word ARevolution, 06 probabl

political instability since the ®century.
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Just An Old Spanish Castom

I ma g dustAn OldiSpanish Cust@amlampa TribungJuly 21, 1936)
The very same year in EuropeBatish cartoon(image4) depicedthe nascent

European fascisms breastfed by Italian leader Benito Musdaéingformednto the
legendary shavolf that suckled the mythical twin founders of Rome. The second from
the right is Francisco Franco, who, significantly, is being hoisted by a bull fuming with

anger, indicative oSpain??

22 The cartoon depicts $ecentury European fascist leaders led by Mussolini. From left
to right one can see German Hitler, followed by Turkigimal Atatirk, who, in turn, is
accompanied by his Greek counterpart loaMesaxas. After him is Spanish Franco
and, finally, British parliamentary Oswald Mosley. For a detailed analysis of the
comical portrait see Fandifio-8Q.2.
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«Todos dictadores»
1936

Imaged. A Al | Dictatorso ( Cabdcambario986) Ki mon Eval

Symbol of the Spanish nation since Geeekwriter Strabo described the Iberian
Peninsula as fAa bull 6s Gedgrdpmhia3025BChG.s geogr ap
Douglass 47%65; LuzonandNufiez 59), the bovineepitomized the traditional values
defendedyy the Nationalist caus&uch principlesiot only pertained to the national
festivity, whose popularity, needless to sa
in a wellplanned maneuver to counteract the debacle that bullfighting had undergone
during the Second Republidl{fiezFlorencig B @ | | f 185189, bubalso to a
patriarchal society constructed around a polarized conception of gender.

Upon his rise to power, Franco himself envisionedégsmethrough the
symbol of the bull in order to project the image of a nation not onlyfiasca animal
capable of attacking its enemies mercilessly, but also as eminently mastiilinea

naci -n espafola embestir g8 Discarsnsl93). Tther o br av

231n one of his first radio messages (1940) Franco made it clear that the essence of the
Spani sh nation was going to Qeeremosunal e: fANO

vida dura, | a vj(gdaMdaMagen3ph.uebl o viril o
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same zoomorphic image resurfaced on addressing the Spanish men, whose courage,

sacrificcand strength were required in the const
sacar el toro que t od@azhuezvidntalban €rénwadf).o | Il I eva
The bull, eventually, woul d(MorermandNg&ifiefiit he me't

6) of Francoist discourses on nationhood articulated around the interplay of politics and
gendert*
As the totalitarian regime consolidated, so did the image of Franco as a bull in
the collective imagination. The new Spanish nation could not be undersithodtits
dictator, let alone without its omnipresent bull. Nationalist oratory typically included
references to its iconic bedstbolster the Francoist government. The Director General
of Cinematography and Propaganda, Falangist journalist Manuel tiugascia
Vifiolas,suitablyreferred toel Caudilldd s admi ni stration as AGobi e
(Vértice 46-47). The cofounder of NGDOdJ the statecontrolled news and
documentarie® disseminated the faunistic epithet through the official television
channel. The broadcasting of information in favor of the regime often included the triad
of ¢ h\dva FrancofjVivanlos toros!jVivaEspdia! 06 during the frequece
spectacles of bullfighting that inundated S
248; de Haro 69).
Political speeches were also rife with bovine imagery to signal the supremacy of
la Nueva Espi@a. In respose to the sanctions and attacks of international democracies,

the authoritarian country, far from intimidated, challenged them to fight against the

24 Franco constantlyaployed bull imagery to refer to the Spanish nation, as seen in

Discursos y Mensajes del Jefe del Estadofivi vi mos t odos en | e mis
(259) , Abaj o el signo de una misma f e, I I ev
nuesttageogr af2ao (282), Afde | os distintos puet
an-nimos que esparcidos por | a piel de toro
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bull-like Spain. In his tirade against Britain and the United States on 17 July 1941,
Francogotcarredaavy by t he force of #fAthe bull s hid
foreign minister, Raiin Serrano Ste r , t o q u e rfyi gihits? ot h(igst da. biunl |
Franco441).0n festive occasiong] Generalsimowould reminisce his military
triumph in the Civil War by evoking the image of the Nationalist faction as a bull
fighting against the Republican army in the bullring, as seen in his address to Falangist
troops in Granada on 13 October 1952, a day aftexdhmnemoration of the
Reconquest of Spain by the Catholic Monarchs:
El Estado esp®l es un estado socidsi lo definimos cuando estaba el
toro en la faza. Cuando hah que perder, cuando levantdbamos nuestras
banderas y nuestros pendones y velabansosrfaas en lucha por una
Espdia mej or é | a i npadetque dlelle \Es ta dous
cambiar la suerte y el porvenir de EspéPortal Fuenterrebolld)
Token of theGeneralsmadd s absol ute power, the archet
transcended national bordépdnternational media recurred to the zoomorphic
metaphoto alert of the dangers of another European dictatorship. The Mexican journal
EspafiaPopular ncl uded a drawing of a bull déds attac

scouge of Madrid inthel945ar t i cl e AMadri d, bajo el azote

newspapeke Mondewarnedin 1946o0f t he i nefficacy of the UN(¢
over Spain by comparing them to mere pingbletckilla b ul | : ACon al fil et
mat a el toroo (qtd. i n D. DidaWadtiachudedivl®68. The G

a caricature of the Spanish General riding a bull when welcoming Federal Chancellor

25 Since the Civil War and during the first years of the dictatorship, the Nationalist
faction used bullngs as public execution sites for the dissidents (Chaves Palaeios 33
35). Therefore, in the public mind bulls were not only associated with the national

spectacle but also with the cruel dictator.
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Kurt Kiesinger during his controversial visit to Mad(®)o intended to establish closer
relations between the European Economic Community and the totalitarian state (image

5).26

s, Komm — komm ! Zeichnung: H: artung

Image5. Cartoon on the establishment of <c¢closer r
European Economic Communifgartoonist Wilhelm Hartung, October 30, 1968)

Under Fr dhepresénse of thalll was ubiquitous, circulating widely
in the Asocial space 06l87)inendleseastedagishigit i ono (L e

constituted a cleaxpressiorof the peviously mentioned b a n a | na@’t i onal i sm

®The meeting was nsapportd stdpthe thyeatf the cBmmaumist o 6 s
bloc. Inspired in Classical mythology, the cartoon portrays Europe as a beautiful (yet

wounded) woman on a cowb6s back. The | egenda
fl ower of the Ger man | e aptienthatrdadB&maenomd s bovi n
Komm! 6 [ Come, come! ] i's a typical call for

sketch.The cartoon appears to ridicule the Francoist dictatorship through the very same
zoomorphic symbols employed by the regime to construct itepztal society. To

begin with, Franco and his bull are, by far, smaller than the cow and its riders, with the
corresponding optical effect that implies belittlement. Moreover, the depiction of the

bull and of Franco equally transmit debasement. The SipalGtator is portrayed as an

old man (versus the sexy, young, feminine Europe) on the back of a peaceful and even
amicable bull that has nothing to do with the fierce beast illustrative of the regime, but,
rather, it reminds of the friendly Ferdinandated by Munro Leaf and which was

banned during the dictatorship.

27 According to Lefebvre, social spaces are not only physical places where people gather
to share experiences, but also mental domains that exhibit common symbols that relate

to a particular social group (187).
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Vi sual representations of the country in th
cartography, permeated official propaganda, since they graphically captured the
masculine essence historically attributed to Spain (Schammap32378 Posters and

stampgimage6) displayedthis animalized version of the nation (Navarro.37)

'

ESPANA"correos 37 [lCESPANA'

., CORREOS

Image6. Stamps based on Bullsiesta Nacional Tauromaquia (1960) and Encierro (1960

Textbooks often simplified the geography of the couattjsting itto the
symbolic figure of thebulliuna pi el de toro desollada y e
habia visto el Padre Mariana: Espafia como un cuero de buey tendido con los cuernos en

|l os Pirineos, [Sohandmalii3F-238)Similafyr sahoat maauals like

28 To criticize the dictatorship, arEran®ist writers adopted the symbol of the bull as

the genuine representation of Spanishness ALl amo al toro de Espa
Hernandez urges the Spaniards to rebel against the newly founded totalitarian state:

AAl za, toro de [EisemdydaistoLlissMagimSargas and Judne s

Goytisolo deployed the silhouette of the noble animal to recreate the disastrous effects

of the Civil War on the Spanish nationTirempo de silenci¢l962) andSefas de
identidad(1966),respectivelyi d el descendi ente del 8guila d
cuantas bibliotecas habian osado distribuir por la piel de toro los venales ministros de

Carl os ingantosdd {Marar fHAPor ese espacio de tres

habias pl ado sobre | a piel de toro, 188.mpl et and
Similarly, an exiled Rafael Albertisesthe tail d the animal to depict the coastal

scenery of Andalusia as his ship sets sail to Americdi Amanece el Pef -n de
yla. cola del toro se estl94e)meceodo (AVida bilin
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Espafia nuestra: el libro de las juventudes espafdi@43) included activities that
encouraged children to imagi nedAdidvidmadv' t he
aAdivinad! Y, entre tanto, pintad a Espafaeé
ant i gud@&@ménekz Gabaleyo 222). Even history books addressed to an adult

audience, likece |l i pe Xi m®n elLa pia de todaSumbresw aihas de la

historia de Espafifl944), resorted to the mythical beast on narrating the glorious past

events of the countrimage7).?°

Cuando la historia despierta de su
letargo en Iberia una vez cada siglo,
advierte que esos hombres no han
pasado. Los que fueron al morir a
fundirse en la estirpe de la tierra,
vuelven a resucitar en ella. Y la piel d
torod igual que hace cincuenta mil
ano® esta ahi, bajo nuestros pies

- " (155
LA PIEL DE TORO

5
i
i
<'
:

|

Image?. Front coveiand extract fronfelipe Ximénez
de Sandoval Gaspeldetsro or y book
(1944)

Other popular forms optically relating the bull to the masculine nation included
advertising and comics. Several Spanish brands of spirits, for instance, designed their
logos and mottoes resorting to bull imagerappeal to a masculine audience genuinely

representative of a virile nation (Montero 219). The sgtldied case of the Osborne

®Sjignificantly, the illustration for the fr
book belongs to the Prehistoric cave paintings of Altamira (Santillana del Mar,
Santander), for some of the earliest representations of bulls in the Iberian Peninsula are

found here.
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bull exploited the nationalist and masculinist significance of the animal both in its
pictorial and linguistic dimensions (Romero de S8W&379). Along its omnipresere
on huge billboards that populated the Spanish landscape since the 19508)jmage
commercials often juxtaposed images of the beastrthk, and the country (imag®

and made the link between masculiratydthe beveragexplicit by means of different

slogans (imagetOand1l). The name of t he b,Saveraign) gdvéSsober ana

ri se to wordpl ay wi,bdncetbitidal manoals eecommendedl e

that women usthis term to address their future husbands (Rejamh).

En Espaiia. |SOBERANO

cada hombre ies cosa de hombresy

— Gonzar

| e S e

ImagesB-11. Brandy Soberano advertising with its bull logotype

As for its use in graphic media, the bovaiso filled the pages of numerous
comics that reenacted the national festivity to mark the genuine essence of the virile
Spanistrace (Gonzalez Vifia3oros2-15). One of he front coves of TBO(no. 338,
1964), the comithatlent its name to the genre of the graphic novel in Spain (i.e.
tebeq, showsa rainy afternoon of bullfightinggmagel2). DDT also opts for the same

spectacle, but this time instead of the frightful beast, the bullfighter faces two men

43

isove



disguised as budlin the bullringunder the gaze of an upset audience that throws all

sorts ofobjectsat the matador and his fake be@stagel3).

pl

¢ . obico! iSe MW
ve bien daro que este toro hene ol peso reglomen \
foery

| 2 117 - REVISTA SEMANAL HUMORISTICA - ARO i

4 A\ |
”” M vorsion to-
% Sy o
[ESE o I

Image 2. TBO, no. 338 (1964). Image B. DDT, no. 117 (1953)
Front cover by Cavestany Front cover by Pefarroya

The same costume will aid the clumsy secret agents Mortadelo andirilem

accomplish one dheir missionsn the homonymousomic series (image4l. The

hugely successfuartoonscreated by Francisco Ibafiwere frequently immersed the
universe of tauromachyuring the dictatorship (SanchamdSanchez 1; Vicente-21;

A Vi § e-B;Zasnora M). Apart from theifrequentdisguises abullfighter and bull

some ottheadventure®f theseprivate detectivewere entitled with bull idiomssuch

asVal or y @A¥Q@ (imaged)r The story about thestrieval of some stolen

plans hidden in the horn of a humongous bléd tothe creation of a secondary male
character named after the potent animibk identity ofT or o, t he wor | doés
championwasremarkably mistaken for a real balhdproved to be likmnewhen

attackedimage b).
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UNA AVENTURA DE MORTADELO y FILEMON

VALOR Y... iAL TORO!

GUION E ILUSTRACIONES DE
F. IBANEZ

EDICIONES B, S.A.

Image 5.V a | o rjal tgro! €1970)

Image B. The charactef o r o ,

t hveightifttng dhampisn (197
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I n Francobs time to speak of the bull wa
manhood (Alcalde 182)he national beast became the archetype of the Nationalist man
and its fierce nature was used to reinforcepiigiarchy by instilling fear among the
female populaton fiPer o al t or o de(MatiroGakepsosléde | e t e
read official documents cautioning women of thag#as ofestablishing relationships
with the opposite sex, and the ritual oluctship was often understood as an act of
bullfighting between woman and the bebls¢ man, asCarmen Martin Gaite
documents ifJsos amorosos de la posguerra espafiolaii Mi r a, hi j a, eso de
novi os €& e s(149)oomo ntLoadbneparrodamtos quedaba circunscrita a
la etapa anterior al compromiso, al entretenimiento solitara. por otra parte, algo
insatisfactorio, como torearsiot o0 ( 149) .

Analogously, folk songs expressed the perils of falling in love by equating men

with wild bulls ready to charge at womeas observediRa f a e | de Le-nbés HfACQO
verdeyoroih Ganadera con divisa verde y oro, [ t
sorprenda como un toro/ desmandaddkewise, the suffering experienced by an

enamoured woman is seen through the lens of tauromachy in Valverde, Ledn and

Qui r og a6 s,0 idievesickneds is @ampareddgerditiono ul | : A E| mal d

amores, cariimio,/es como un t armad dea @der di a@in-dn®&ol anoa
es un toro desmandaavhose title is selexplanatory(gtd. inMartin Villegas 342).
Apart from inspiring terrorthe figure of the bull also evoked physical strength,
fighting spirit and sexual potencygda Fuentd39-148); in other words, defining traits
of the canonical masculinity extolled by the regime to promote its militaryaatity
policies. As already mentioned, in Francoist harangusgsurred the military men to
use their virile strength in defense of the

physical power was carried out throuiis zoomorphic transformation 6€tional
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masculine characters, usually conveying sexual innuendoekrnaQui r ogadés novel
La dltima corrida(1958), whose title is already reminiscent of the masculine universe

of bullfighting, themale protagonists are equated with bulls because of their triumphs in
thebullfighting and amorous arena (Zovko 2313 2 ) : fil os hombres son ¢
(69). Similarly, in Guanchg1957) and_a rosa(1959)EnriqueNacherand Camilo José

Cela respectivelyconstructhe male characters of Felipe ahldaro as bulls due to

their successful love affair$.h e f or mer i s described as f#A[ a]
toroo (156)asidruckrtthee cloantot aimn Maoresexoallyexpjich vi al o0 |
is thetaurine depictiorof the males that gropkancerCorali n Eduar d da Mend o z a ¢
verdad sobre el caso Savo(tE975). Sexually aroused byh e v eérfermdneep s

the force of the masculine groigopcompared witlthe authorityand sexuality of the

fierceaqgbueealslitos if orzudosé y bestiales que | a
autoritario del toro sementalo (164).
Music alsoincorporated the eroticbovinEh e popul ar song HAEI tc

(1965), for instance, dealt with a fiery animal enamoured of the moon, the feminine
symbol of antonomasia (Cirlot 2&B5). A more explicit link between the Spanish man
andt he wil d creature alpypreiacs ofn MaaomioniElalod
me gusta que a los toros, te pongas la minifaldawh er e t he mal e v oi ce ¢
di sapproves of hi s g idarihgthespestactt®fdbullfigletiagr i ng a n
given the eminently masculine audience.

Theimage of the fiercanimalwas so important in thefficial imaginary that
Munr o L eselfing teleTheeSwoty of Ferdinan(ll936),a picture book about a

peaceful bull named Ferdinand that liveSip a icourdtrgsideand refuses to fight
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(image T), wasimmediately censored Bl Caudillo and remained banned after his

death (Villanueva 4), for it represented the opposite wittlie national icon®

€ 4 g B

F ERDINAND
® g g &P
g

A A o Ihis is the story of Ferdinand—a little
%@ é_?i\ % 6{9 : bull who would rather sit and smell the

° {r} ' flowers than fight in the bullring.
8% li» P
% & % i~ 2 GROSSETXDUNLAP

& § B i
2 | i NBIRIN g

Image ¥. Front and back covers dhe Story of FerdinanfL936)

30The Story of Ferdinan(l936) was published when the Spanish Civil War had
erupted, stirring controversy since it was seen asfasttist propaganda (Villanueva 4
5). The book, which was extremely popular and was adapted as-BMfadly slort 8
minute movie (1938), was also burned and banned in Nazi Germany.
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3.12. Bull-like Women and Oxen-like Men

Son raras las mujeres, no hay que dudarlo, amigo Alvaro, pero

requieren todas un manejo cuyo secreto conozco, hay que
tratarlas de forma que t¥ no | as ¢
hay que agacharlas la cabeza como a los toros, y Micaela es un

Miura. (Jorge Villarin, La enfermera de Ondarros8)

When Micaela Ram2rez, the younngvelh emal e p
rosa[romarcenovel] La enfermera de Ondarrod93819407?), refuses to marry
second lieutenant Alvaro Armenta, she is describddasn M ler portrayal as
one of the wildest breeds within the bull species represents an unacceptable
transgressive behavior within the fixed monolithic gender boundaries that assigned
women the domestic role of marrying and begetting children dériaigcoism.
Mi cael aébs characterization as a bull, the i
ultimately conveyed the thrett the patriarchal regiméat such independent women
constituted? Her subversive zoomorphic identification somehow anticipates her fatal
end Not only will the girl fall in love with the militiaman, who eadp marrying
Mi cael ads b e s thutfsheiwié alsd bekited byldaris(Reathe Basque
militia) and Republican soldiedsthe antagonistic factions of the Nationalist army.
Mi cael ads taurine depi ct i-complidnbfenralesd par t
sketched with bull traits that the dictatorship used to caution women of the dangers of

sabotaging theirile regime. In fact, the same tragic destiny awaits Maria, the central

31 A relatively unknown author of Francoist ideology, Villarin wrotis tomance novel
in compliance with Nationalist ideology (Gonzaleéd | ende, A N86y.E€lka r osao
love story ofMicaelak nown as Al a ni fa de | os desairesao
to the males that woo her, serves as a cautionary tale for all those girls that do not accept
their submissive position in a patriarchal society
321n Hemos perdido el sgAngel Maria de kra, 1963) Ramoén also employs
bull fighting i magery tdeteommeretd gn rhHifg ifernide
toro te cogi - bBydentifyyng this Womnanfwihja duwl, hé r8vals) .
his chauvinistic conception of heterosexual relahips, where men need to assert their
masculinity exercising control upon their female partners (Gonzdlemde,
ADi splaced Spanish Meno 13).
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bull-shapedigure of Margarita Alexandre and Rafdelo r r ec i | la&@taa movi e
(1956).Her i ni ti al ¢ o nbpraarvi2sao,n iwiid-hmiat ab,ulclonfoi | o
Mar 2a, | a hija e€el: 2Mayl®r]al o o[rCl:h2ald:owd&s t he |
indomitable behavioThe only daughter of an Andalusian landowner, Maria fails to
comply with her f at her 0 sahausewii®bymarsyingtienst e ad
family friend Joselillo, she engages in sexual relations with the Casanova Juan. Despite
warnings about the infamous womanizer, Maria continues trespassing both physical and
moral boundaries, running unnecessary risks and aomiping her personal as well as
famil i al i ntegrity. Mar2ads contwhkemimt f or pa
one of the secret nightly meetings with her lover, the ranch workers who safeguard the
family country house will accidentally kill thgirl. St or i es | i ke Mi cael ads
with their blatant gender ideology (Gonzalkkz | ende, AL a-102,Ruiz2l a r 0s a (
and Sanchez 534; Santamaria 2), served as cautionary tales for the female sex.
Through their i dentcoricibeasitomen werawared ofthe e nat i o
dangers of appropriating masculine powers i

Popular songsimilarly reinforced this messagelvocaing masculine
domination and aggression through the representation of women as bulls in need of
taming: AA | os 8rboles bl/gatdftamenco/noa un tor o
pueoo (Bl anco, Rodr2guez and Robloede 53) or
lidia/ amansala con unos cuantos palos,ponl e el estoque y | as ba
(ACanciones popul areso 9).

Filmic productions equally implied physical violence via bovine symbolism. In
La chica del gat¢gClemente Pamplona, 1964), for instance, the ampBuadalupe is
forced into crime by her brutal uncle, who, grabbing her arm and pushing her against

the wall , blurts out : ffa este toro | o corro
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bull also serves as a preamble to domestic abyg&dimo estél servicio!(Mariano
Ozor es, 1968) . Her outspoken observations r
advantage of girls with the false promise of marriage, results in her being insulted and
secluded in a rooras though she were the frightfulbeastiencerrado queda e
(00: 45:02). Comedies often recurred to the womsbull tropeto represerd and
solved maritalc onf | i ct s wi t h t he Indvarwlb la cua(Mdriamea of mar
Ozores, 1973Wwhen questioned about his constant cheaMfayolo settles the
argument with his wife by concluding his telephone conversation with a taurine remark:
Afas?2 | idio yo c oThecdhadcter ofoséir Cuando(elCern@siend 9 )
(Luis Marza Delgado, 1975) gives a similar
calmate, toro, queomeaguante ( 00: 17: 12) .
Literary works equally contributed to the dissemination of this beastly pddrait
paint a negative image of assertivermam. InGonzalo Torrente Ballesi&rsa
saga/fuga de J.B1972) the females of the Barallobre family, who have a reputation for
being more dangerous than their male | a tYies unafaniilid en la que las mujeres
son m8s peligrofléedh,agqeegrastbdmbheseéepithet 0
Another atypical feminine group subject to taurine metamorplapgisars irhauro
Ol mplayd.a pechuga de la sardind963) whose erotic titlé fish species
euphemistically denote the vagirfee(nandez Insuela 3@}ranspires in the sexual
freedom of thezoungprotagonistsWhenuniversity student Paloma and ron
conventionalConcha, who ends up getting pregnant outside of mareagage in
amatory relationships, theye reducetb potent buk (52-53) that must be tamed by

their suitorsjn turncharacterised as matadgts

33 HOMBRE AJ (Sujetando a su compaifiero, que ya iba detras de la mujer). Déjamela
a mi. (La sigue y, sobre la ncha, vuelve la cabezay le dice al otro, que se ha quedado
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A similar negative image of the bull was projectedonnectiorwith non
heteronormative masculinities. Given that the bovine beast became the archetype of
virility in Francobés Spain, on no account c
considered deviant, sicklginful, and detrimental to a country obsesgsit the
continuation of the Hispanic race (MoMargen8-45; PérezSanchezQueerl1-34).
Ironically, however, depictions of neranonical men as bulls were utilized tarisive
purposesin Rafael Sanchelrlaza$La vida nueva de Pedrito And(@951), the
unorthodax manhood epitomized by Willy Adamson, a foreigner of Jewish ancestry,
reduces him to the categor.Puriogthisa bul | (Ar o]
confrontation with Pedro, the fight between the Englisharahthe Spaniard is newly
understood through bullfighting symbolism, with Pedro playing the role of a bull that
pierces Wil | y 6d&remirisceataftthewordtisbd tcakill thepaniknad
(GonzalezAl | end e, -A8N®No finshooff theabmorphic portrayal of the
Briton, Pedro feminizes Wi lly with the met a
con una Vvoz muy rara y como de mujero (46).

As in Mazas6 novel, the deployment of <co
mano6s s e xandtb attacHd snvirilityThg young intellectual that frequents the
artistso6 cof Caféede artistags 29 6 ) Cied adesmpar ed with
hi eden a vacao (198). The stereotypical por
achieved bre through his connection with women and the fetid female bovine, also
appears irCeled ka Colmeng1950) with the description of a fearful leftish journalist

and aspiring poet Mart2n Marco as a sweaty

parado). Te brindo la faena. HOMBRE & Las dos estan buenas. (Yendo hacia ellas).
Venga, aal torodAl s oH@QMBRENA.a que pillarl as.
HOMBRE A.8 No sabes tratarals hembr as é OH®WB ®kdivkay
en las Ventas. HOMBRE B. Y tu de traje de luces, ¢a que @253).
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[94]). Afraid of coming acrosashomosexuaglthema | e t hat seeks Sol edart
favors at night irD | m d.@® pechuga de la sardinages his male companion to leave
him al one. By making the cowds sound, he al
i Ho mb +jD&anke echar una ojeaditdiombre A:jCalla y aguanta¢ Es que quieres
ponerme haciendo muutd Soleescosa? ao ( 91) .

Of all the bovine tropes used to define f@yemonic masculinities, it was the
oxen that is, the castrated domestic bt became tharchetypeo f mandés | mpot en
in totalitarian Spainkigurativeoxenscornedsubmissivemalesin literature This is the
case, for instance, tiie waiters and musiciamgorking for Dofia Rosa in her cafeteria
La DeliciainLaColmena A aSoi s i g (R&3)orfigeule vbiucelyiensilsot aé ¢ o
bueyé | a mira mientras | 2a un pitillo. Frun
pul so tembfPands®s6(d68)1 ity towards his wif
zoomorphic epithefi e | buey 0 &Fgrigndez424)in Antbeia FerredLa
piqueta(1959. In like mannerthe tearful reaction of homeless Leon after being
slapped by a man on the stresduces him to a crying boy and a meekro&elas
ViajealaAlcarria( 1948): Alleva | os ojos Il enos de |
ojos de un bueyodo (126) .

INnRam- n He rEhbBey éreekniatderd966), whose highly symbolic
title alludes to the emasculated male protagonist, Berilo Escruto is characterized as a red
ox (Ael buey r o] BDesp[texre eviddnBedotism BfMiS last n@rided ] ) .

Aersict o0 i rremediabl y 9$ythegneddieaged iilmescr ot o0 [ s c

34 AlsoinLaColmenaCel a describes Pablo Alonso ficon |
del hombre que tiene |l as mujeres no por | a
35 His chromatic last name may be illustrative of his sinful nature and probable

Republican ideology, since red is tt@or par excellence associated with the devil and

with the Republican faction
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manufacturer ironically lacks the virility to act (Bergeson 587; Cabrera and Gonzélez
136), and his cowardice will result in the termination of his lineage. When his young
pregnantlove Sira dies falling into a well while
determination to keep the accident a secret for fear of social exclusion brings to the
forefront his sinful nature and, above all, unmanly deeds. Tormented by a crime that he
never committedthe Castilian businessman is metaphorically castrated, as embodied in
his stillborn baby. On top of that, his legitimate son Celso decides to become a priest,
putting an end to both the family business andihéage

In Fr an c,ah& bullepifpraizedihe nation and its virile archetypé.
represented a totalitarian state firnsgmented and consolidated upon gender
difference. Exclusively pertaining to the male domididooth figuratively and literally
speaking the bovine beast ironically illustrated roanonical femininities and
masculinities. On the one hand, images of women in the guise of bulls were utilized for
moralizingpurposesimplying physical aggression, isolation and even killing, the
taurine metalpor served as a warning to those females that dare usurpatingimeascul
powers.With a similar cautionary ainthe figure of the oxon the other hand,
epitomized nofhegemonic masculinities. Apart from underscoring lack ailmad
the domestic and castealbovinesimulateously derided and ostracized non
heteronormativand foreignmales. The Francoist bestiary rhetoric deployed this
sacrificial emblem as a compelling reminder of the sdcaid sometimes even

physicab castratiorawaiting nosheteronormatie males®

36 As is well known, some of the therapies and punishments inflicted upen non
heteronormative males during Francodbds dict a
(Altmanny Mora; inter alia).
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3.1.3.From the Bull Ring to the Big Screen: TheMacho Ibéricoas a

Bull in National Cinema

He entrado en conocimiento y con jubilo (como hombre y como

espafiolg del epi sodi oéen algunos traba
equiporigurosamente cientifiéo que la potencia de la

musculatura penal y vesi@xcretona del varén espafiol esta

muy por encima del resto de los varones, y se aproxima a la del

t o r eoilas consecuencias indudables y beneficiosas que ello

tendria de cara altigma. (Camilo José Celd,a inslita y

gloriosa hazéa del Cipote de Archidon28-30)%’

The film industry exploited the sexual element of the &nd its projection onto
Spanish mahood particularly for touristic purposeés the country underweirt the
1960smassive economic developmemtd gradual liberalizatioowingtot he r egi me 6 s
efforts to incentivizdoreigninvestmenduring the period known akesarrollismgthe
stateds of f comadthé icop of theazhp déridagon the sempiternal
bull. In an unprecedented campatpatwould promote tourismnder t he mott o A
i s di {Crumbaegh;t-aulkneidheimage of the bullike mannot only served to
entice foreignerdyut alsoto reinforce the totalitarian staadits masculinearchetype
which, somehowwasat stake due to the rapid arrival of new gender modals
emigration and the touristic boofivancos 23).

Apart frommovies dealing explicitly with bullfighting and with the lives of

popular matadors (Feiner2®; Vidal 87100), bull imagery was a fundamental

component of these artistic productions, since it served to capture the true masculine

371n La insolita y gloriosa hazafia d€lipotede ArchidonaCelaexplicitly condemns

the sexual tourism promoted in Spaiie Galician author explores the contradictions

of the Francoist regime regarding the tourism industry and its ultraconservative sexual

mores. On the one haritiegovernment used the erotic image of th&cho ibéricaas a

potent bull to entice foreigners with the p
otherhand the same official bestiary rhetoric was religious and prudish. Hence, Cela

criti ci z esdoubleveicedRdisgourse®rdprojecting a sexual image of the

nation internationally while keeping the national borders under strict Catioolicol.
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essence embodied by thergtotype of thenacho ibéricoAs movie critic Fernando
Gonz8l ez VifYfas explains: Afaparece | a i magen
del macho Cme3s%I8miacdoddi t(i on to folkIloric mot.i
horns as well as bull fightersd outfits that
frequented by men in films such Benvenido Mr. Marshal{Luis Garcia Berlanga,
1953),Un vampiro para do¢Pedo Lazaga, 1965FI turismo es un gran invento
(Pedro Lazaga, 1968Yente a Alemania, PefgPedro Lazaga, 1971) dente a ligar al
oeste(Pedro Lazaga, 1972he actors who played the role of sex symbols included a
wide repertoire of words and gestures from the world of tauromachy to transmit the
Francoist ideal of masculinity.

The case of actor Alfredo Landa, who lent his name to a national film genre
known & el landismaDiccionario de cinet93;Hartson 110Huerta and Moran-B;
Mira, The A to Z181-182),clearly illustrates théinomial Spanish manhodalill.°
Embodi ment ofmatchenapmnod Fotuea and Mart2nez 1
represented the average Spaniard and playedthé paco r ol es of HfAmacho i |
socal l ed Acomedi a sexy CraenbaugB8RWithsuehd [ sexy c
performances he transmitted a type of masculinity inevitaikgd with the potent bull

and, by association, with the powerful nation, for, as Tatiana Pavlovic has inated

38 Some of the movies about bullfighting and the lives of popular matadorsTeemie
de quitegEmilio Gomez Muriel, 1951)Tarde detoros(Ladislao Vajda, 1956),
Aprendiendo a mori(Pedro Lazaga, 19623angreen el ruedqRafael Gil, 1968) and
Manuel Benitez el CordobéBedro Lazaga, 1966).

39 TheDiccionario del cine espafialefineslandismoas i nt i mately rel ated
sociopolitical context and the multiple changes involved in its imminent modernization,
particularly regarding gender roles: #fAhijo
sumido en innumerables cambios que no compaatemasiado bien, muestra también

un c-digo a medio camino entre | a incertidu

la encrucijada entre la tradicién y la modernidad, el nuevo espafiol se debatia

penosamente entre la estabilidad que se encontraba adpuegar atras y las borrosas

e inciertas perspectivas que empezaban a di
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type of cinema the Spanish male protagonist performs both mascahd national
identity (82).

Even thoufgihcttiammald smanhood could be read
of the Spanish ideal of masculinityo (Vivan
physique, mentaltya nd behavi or to his Amore advanced:
neighbors, his unequivocal association with
that of his country) over foreign influences. The characters he depicts on the big screen,
usually lewd and segrazed males in the pursuit of foreign womeae.(those sexy
bl ondes in bikinis stereotypically known as
antagonistic models of femininity and masculinity (Huerta and Mor&6; 2/ivancos
3-4). At the core ofhese cinematic productions liapalpable tension between the
traditional and the new gender canons that were seeping in through increasing contact
with influences from abroad within the fape
with the unstoppabledansformation of Spain into a consurtb@sed society.

Although providing at times a farcical approach to the ideal of manliness, with
mul ti pl e gags thackwardness despitd ite ichmisept amoderdization,
Landads comical persona succeeded in preser
manhood and womanhood largely conveyed through animal im&jerynany of his
filmic productions the actords symbolic and

supremacy both as a male and a Spaniarlamolo la Nuit(Mariano Ozores, 1973),

4%1n this contextAna Vivancos argues that, despite their unbridled sexual desire, their
affairs with sexy foreign tourists and dreams of living ovassenale protagonists end
up conforming to the traditional hegemonic masculinity by remaining in the Francoist
nati on and marrying their traditional Spani
Spanish sexy comedy offers a conservative haven in wimgcBpanish masculinidy
and by association, also the nabooould safely navigate and survive the dangerous
waters of moder ni zat ioftemacimi(arigBndered tdadmmdhena and N
studyingthe construction of male and female characters énRatncoisntandismo
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for example, his performance as Manolo, an employee of a touristyagethe Costa

del Sol, entails his figurative metamorphoses into a bull to appease his angry wife

during a heated argument (Amira, que como S
gue no respondoo) and to f Il i rnEurgpeanimenNor di c
(Aestoy hecho un toroo). This zoomorphic ch

those movies focusing @migration wher e an apparently Spanis
bumpkin] brings out the beast in him and destroys alien masculinewtiessis well as
the idyllic view of life oversea&

Reflecting the plights ahousands of rural villagers flocking to other cities and
countries in the midst of Sverdeialénsania c onomi ¢
Pepe(Pedro Lazaga, 1971) aMe@nte a ligar al OestéPedro Lazaga, 1974) follow the
adventures of folkmen Pepe and Benito in Munich and Almeria, respeéividig.
former European metropolis has become the promised land for most Spaniards in search
of jobs during the dictatorship (Mioz Sanchez 230; VegaDuran 151). The latter
Andalusian town, bgontrast, has been transformed into a microcosm of The United
States of America with the arrival of a US film crew that has imposed its language,
values currency,and lifestyle among th8panish native population while shooting a
Western movie. The presence of these two international powers in the background of

each film will bring to the forefront the power of their male protagonists via their

41 This subgenre of comedies focusing on the predicaments of backward rural
i mmi grants in cities of Spain or overseas h
(Faulkner 107108; Garcia de Leon 41; J. PéretX/ Richardson 21; Vivanc@s4),
and is inevitably associated with actors such as Alfredo Larela€ a Alemania, Pepe
Vente a ligar al Oestelenaro, el de los cator¢c@aris bien vale una moxaPaco
Martinez Sorial(a ciudad no es para il abuelo tiene un plabe picospardos a la
ciudad El turismo es un gran inventand actress Gracita Moralesof Citroér).
42 For a reading of these movies in light of the phenomenon of international migration
during Francoism, see Rita Martin Sanchez48% Berena Verger and Miya Komori
(20-21) and Raquel Martinez-112).
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ceasel ess i dent i f icaenig bull.dente avAletdmia,tPbpealsr nat i ono
with Pepe, a youngish Spaniard living in the tiny village of Peralejos (Aragon). This

Jack of all trades, who works as an electrician, farmer, altar boy, veterinary, and

whatever job comes his way, is soon mesneérizy fellowman Angelino, who has just

returnedrom Germany driving a brand new Mercedes, dressed up in a coconut fibre

suit and boasting about the wonders of his newly adopted country and, above all, its
women®Hi s best friendoOosdojuarpri gsit epaPépeds ades
his luck in the foreign land only to find out that the life prospects for Spaniards living
abroad do not entir el%AttmeadtsethereAsragomdbonio 6 s f ai
bet ween Pepe and the bull. I n the village t
stories about the economic marvel ® of dAel n
seen sermnude through a souvenir camera that he brought for the deligig of

masculine audience and which is soon confiscated by thedpti®&pe does mental

math. After converting the German mark to the Spanish pesefaal#tedaydreams of

owing a dairy and marrying his If#me girlfriend Pilar (images 18nd19).

431n several scenes Pepe complains about his muijtiptein the village and his

pressing need to go to Germany to make a de
sacristan, de electricista, de cartero, pongo inyecciones y atiendo a la vaca y con todo

eso a¥n no hemos p o@i0U40)Hevallsepeaatitosdisbaft¢r0 0 : 09 : 3 9
discovering that Pilar has been displaying physical affection to distract him from
Angelinodés i mminent departure: ADIigo que es
arreglar enchufes y de llevar la cruz hastaenlosenties 0 ( 00: 13: 01) .
“Mart2nez and Vivancos have drawn attention

donjuanwhen analyzing Pepeb6bs motivations to | e
unravels his tale of emigration, the focus is placed on thegesal andabove all,
accessibilityolGer man women, since, quoting Angel i nc

59



Image 19. Pepe is doing mental math after learning about the conversion rate between

the German mark and the Spanish peseta

]

Image 19. Pepe is daydreaming about owning his own cattle

Economic and sexual desir ebovieefigues i n Pepe
represent the most coveted values for a Spanish male, namely, a stable job in the rural
world and a Catholic marriage; in other words, the ideals that the propaganda machine
of the regime had so long championed as essential to the natientyi. In fact, not
only are Angelinobs anecdotes superseded by
Pepebs mind, but the original constant beep

explanations regarding the toptch German economy is alsplaced by the more
bucolic animal noise of bellows in the village of Peralejos. Such juxtaposition of
pictures, places, and sounds, illustrative of urban and rural life, functions as a sign of
identity of both countries, especially when taurine tropasfase during the

protagoni stés homesickness in Munich.
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Later that night, Afby)dterallypubge Pdpaimd ast i ¢ t
an oneiric state. As he lays placidly in bed, the camera penetrates his bedroom, allowing
the spectator to gain @ess to his innermost (sexual) desires. Tellingly announced by
cowbells, moos and bellows, Pepe dreams of owning a diary, prerequisite for marrying
Pilar. Several shots show the protagonist with an elegant suit and a top hat reminiscent
of a crown. In fagtsitting on a throndooking chair in his milking shed, Pepe adopts a
majestic pose that underscores his twofold ruling position in his own business and his
household. Besides, as the cows moo when they are mechanically milked, their owner
produces an oggmic sound and is viewed moving his lips as though he were suckling
their milk. The pecuniary and sexual connot
while he reaches this highly pleasurable moment, since his hunger for money is only

paralleled by ré hunger for sef®

{ A
Nl

|l mage 22. Pepebs dream of owning e
Determined to fulfil his (sexwual) dr eams
Pepe reaffirms his masculine authority and sets off to Germany by%tapon arrival

at the Munich station, Pepe is accosted by the stereotypical signs of urban chaos. After a

45|n Spanishiimilko not only refers to the drink obtained from the cow, but also to
semen.
46 As Vivancos explains, this scene is particularly rich in terms of gender dynamics
since not only does Pepe put his own desire
controlling attitude, which represents a threat to patriarchal authority, also coastitute
the ultimate reason for him to emigrate to Germ@)y
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fastpaced sequence of higipeed trains, unintelligible German signs, colorful

advertising, hurried and harried travelers, and a humongous clocl sthitds in stark

contrast to his slow and peaceful rural lifestyle, Pepe cannot help but noticing that his

friend has lost the bullke essence of the Spanish male. No longer thepsetflaimed

womanizer and businessman, but rather a solitary waitergdiine day and poster boy

at night, Angelino tellingly confesses to Pepe the truth about his life in Germaey wh

displaying a sign that announces a Spanish bullfighting spectacle (ima@nXtating

t hat APrimero trabaj aorsoont reolsloo s( Oy0 :alh9o:r2a5 )t,r athb

witnesses the Spaniardbés transformation int

Image 24. Angelino confesses to Pepe the nightmare of italsd German dream

Even though Pepeds professional prospec:H
still be fulfilled when spotting two sexy
which hosts other Spanish emigrants, including a Republican exile. Bringing out the
sexual bedswithin, Pepe paws and sexualizes his housemates via their animalization as
pathers: NAOye, aesas dos panteras viven aqu
highlights their menacing (sexual) nature, but also contrasts with the image of the meek
cow that he uses to compare Pilkry no ti enes que tener <cel os
gui ero de ot r a Imuedigealyatltereafted, Pepé is:edpkeily. (self

identified with the bull to signify both his masculinity amationality. While deeping on
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the couch, Pepe is awoken by the sensuous tone of voice of the German women, who,
appealing to his nationalityi(e s p a 1 o | i t)psexuadlysgase fimhfter ginoching

their legs taccheck tlat heisnd onger dr eami ng x(al atharres a2 5 ) Pe

seen in terms of a bull chargiffHi s assertion @AS2. Yo, espa
foll owed by his recreation of the bovinebd
(00:27:00):

Image 25. Pepe is awakened by his German housemates and pinches them to check that
he is no longer dreangn

Pepe: Ahhhhhhhé. aAy madre, que son de ve
German housemates: Sexyé espafolito (car
espafiolito, relax.

Pepe: Si, sefiora. Tuy yo relax. Ven con el chache.

German housemate 1: Chache, chache?

Pepe: S2, chache. S2 . ( hYeo,maeksepsa ftohlei tbou,l |fou

and grabs one of the women)

Pepedbs eroti c drcoaetg fruitioosiwee hiefemale wi | | not

companions appease this sexual beast by giving him a glass of milk with somniferous.

‘““Berger and Komori also underline Lazagads
represent Spanish virility in the movie (23).
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In this scene with strong sexual overtones, the audience is inevitably reminded of

Pepedbs previous Vvision suckl paltggulpingl k. The p
down the white liquid that he so desperately craves for and enticed by his equally

desired foreign women serves to draw the blurry line between fantasy and reality that

often blinds many rur al i mmi grants. Moreove
homeland is accentuated when he finds a job as an outdoor window cleaner of

skyscrapers. In fact, exhausted by endless work shifts, Pepe is unable to live up to the
expectations of enacho ilgrico and, instead of engaging in amorous dealings with his

German housemates, he falls sleep (00:42:88)soon ashe rejectedvomenremind

Pepe that he igo longer a Spanishb{li No espafolito,theno tor oo [
protagonist (and the audience) realize the dangers of the contamination of the pure

nationalbreed in alien environments.

Image 26. Pepe is unconsciously swallowing a glass of German milk containing
sleeping pills

48 The popularity of this film seemed to rest on the clash ewlee corrupted urban

culture and the benign rural world of the Spamatetq who somehow epitomized the

pure Hispanic essence promoted by the propaganda machines of the regime. Resorting
to clichés and stereotypes, this blockbuster served to naturalize the dominant ideology
by showing the triumph of the Spanisaletoover the taic and morally corrupted
cosmopolitan life. This Manichean view of the urban and rural world was made even
more noticeable when dealing with Spaniards emigrating abroad, for, in this case,
national values were at stake.
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Image 27. The German housemates waking up Pepe on uncorking a bottle of
champagne

In its zeal to restore higrility, Pepe decides to flirt with other German ladies.

As bullfighting music is played in the background, Pepe ironically ends up seducing

another Spanish expatriate,,0 whptm yh eprteakiedse d

bull 6s head tataudne paeaphernasat(imate 28).

”a

| mage 2. The House of Spain presided
The absence of bull symbols in the last scenes of a movie rife with taurine
references prophesies the unstoppable denigration of Pepe in a foreign country where all
the national values have been turned upside ddsa matter of fact, not only has
P e p kiggdseam of working in Germany become a real nightmare, since he must juggle
between different jolés including being mocked as a hairy moft®l an epilation brand

in a window shop of a mdll, but the weldefined gender models of Francoism have

“For a Carnivalesque interpretathn , i n t he Bakhtinian sense,

this movie see Faulkner (81) and Vivancos (327).
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equally een called into questiotf. Apart from the menace to his virility embodied by
the sexually and economically independent C
selling Pepeds only cow to pay for her trip
dictatorial Spair®* Indeed, theconfrontation between Pilar and Pepe in the guest house
(01:00:03) offers a distorted view of an earlier sequence in the village where the
protagonist was able to exert control over his girlfriend by leaving her in the village.
Now, however, Pilar hdseent r ansf or med i nto a fimoderno Eur
as a waitress wearing a sexy uniform provides her with expensive gifts, such as a furry
hat and a coat that visually accentuate her aggressive role as a predato animal
reminiscent of the German housates. Even when Pepe physically forces Pilar to quit
her job, he is punched by a male customer in the German tavern. Sporting a black eye,
Pepeds humiliation reaches its zenith when
Peralejos

Alone in an alien plee during the familoriented Christmas season, Pepe
desperately looks for a way to return to his village and reconquer Pilar. After a
disastrous sojourn through a cold city that is far from a dreamland, and when all hope
seems lost, Pepe discoversacoachhi bi ti ng an enor maus sign t
This bus transporting folkloric dancers sent by the regime to enliven the holidays of

Spanish expatriates will take Pepe to his destination: Peralejos.

0 Tellingly, in Spanish culture, a hairy man is indicative of virility, as reflected in
popul ar sayings such as i honhbmbe depeld emd o, hon
pechoo or del hombre y el o0oso, cuanto m8s p
51 pilar is not the only woman who has defied masculine authority, since back in Spain
Angelinods girlfriend, whose obedisence used
has el oped with an itinerary merchant takin
In this sense, acading to Vivancos, the most dangerous aspeatigfation presented
in the movie has to do with women (12).
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The fil més happy endi ngdamagedtmaseulinito mel and
through his unequivocal association with the iconic bull. Pepe marries his fiancée Pilar,
who is visibly pregnaid a conspicuous sign of the renewed sexual potency of the bull
like Spanish male. In addition, as Pilar hastens to complyt h Pepeds command s
bringing him lunch to the field, the reassuring words to his increasingly impatient
spouse deliberately coincide with the noise of his cattle. Such saftghtound effects
project, again, the animal pair cow/bull onto the marcieaple Pilar/Pepe. Whereas
notions of domesticity and possession underlie the metaphorical female identification,
the link between Pepe and the bull is similarly transmitted through a final ostentatious
display of (erotic) force in front of his masculiaadience.

Having assured his dominant place in the marital relationship, Pepe is able to
assume now Angelinodbs privileged position a
l' iterally highlights Pep-apdtatshewthemald r ol e wi
protagonist right in the middle of the screen. Sitting under a tree while his cows graze
and Pilar brings his food basket, Pepe enjoys telling stories of his life in Germany to the
male youngsters that listen entranced. With this idyllic image the movieand®os
and bell ows are once more heard as a backdr
have been fulfilled, but at | east fAhe can h
assured of his indisputable masculinity in his native land.

Vente a ligar alDestebears a striking resemblantteVente a Alemania, Pepe
Apart from the similar inviting titles, same director (Pedro Lazaga) and leading couple
(Alfredo Landa and Tina&hz), both movies exploit the sexual and national symbolism
ofthebulltoredf i rm t he hegemony of Francobds virile
Benito ofVente a ligar al Oesténds his monotonous and tranquil rural life disrupted

by a US film crew shooting a spaghetti western in his native village in Almeria. Upon
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hearing a bugleall followed by a clamorous squad of American riders, Benito fears an
invasion and immediately seekshejpph out i ng fAalLos americanos, |
se han sal i ¢06:03c1®), Béndoratteepts tmmwaim his fellow countrymen
of the imminen danger, while arousing, at the same time, the latenamrican
sentiment in an audience familiarized with the diplomatic conflicts between the US and
Spain (CornejeParriege i A r200203)a After all, Torrején was one of several US
military basesestablished during the regime in exchange for military and economic aid.
This North American assistance, however, was always interpreted as a humiliation to
the nation by the Francoist government and, above all, the Falange, since, when
compared to othdturopean countries, Spain received by far less funds (Gil
Pecharroman 15556).
This political tension on the international stage will trangpiaed be
resolved in the filmthroughthe sexual tension between the Spanish male protagonist
Benito and the US female star Ursula Malone, whom he will meet after the accidental
det onation of a charge of dynamite in the n
actress is kissing the soldiwho proudly bears the stapangled banner, Benito
inadvertentlyappears on the set carrying the red flag of ttaiasubtle parody of the

most powerfulAmerican symbol (image 29%.The presence of thealetoin the midst

521t is worth noting that parody will pmeate the movie with constant juxtapositions

that compare the USA with Spain from the opening scene. After enumerating several of

the glorious American deeds in a grandiloquent tone of voice, the narrator focuses on

the Union Pacific Railway. Its flambogdescription as a train is displayed on the

screen sharply contrasts with the sound of the whistle of a points man and an important

correction regarding the origin of such an engineering feat, since that train does not

belong to the USA, but rather, tp&n.It is the mail train that goes to Almeria, a

popul ar setting for US Western movi es: AHe

viento de epopeya estremece la tierra reseca por donde cruzaron las caravanas de los

buscadores de oro. Aqui cayo el General &@uwtfrente de su brigada ligera. Sobre

estas cumbres se escucho el grito de guerra de los Sioux, de los Apaches y de los

Comanches. Esta no es una tierra cualquiera. Es la tierra sagrada y democrética donde
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of the shootingexasperatethedirector, whose wild gesticulations and yells falsely give
the sign to activate the blast that throws Benito into the air. In this explosive way a red
neck Spaniard comes into contact with the fascinating world of American cinema;
blowing away the filmingf the movie along with the chimerical view of this

democratic empire and making the headlines with the American bombshell (image

30)5°

Image29. Benito bursts into the movie set with the red flag of the train while the soldier that
kisses Ursuldears the US banner

URSULA MALONE

Y BENITO EL DE LA BOMBA

LA ESTRELLA: «<TODOS LOS ESPANOLES SON MUY ROMANTICOS»
EL. GUARDAGUIJAS: «ESTA SENORA ESTA COMO UN TREN.»

r E ¥ TN Fa P o N »

Image30. Benito makes the headlines with US actress Ursula Malone after the accidental
explosion on the movie $ét

nacié el pueblo mas grande del mundo: The drdates of America, que quiere decir

Los Estados Unidos de América. Y este es el Union Pacifico, el fabuloso camino de

hierro que realizé el gran milagro de abrir la ruta desconocida y fascinante del
OesteéPues noéNo es | a rantaificb.&sadomeadet e del

l as 9.50 que ti Aneneprias&&ipogr lellegqarvaé Oest
(00:02:1200:03:54).

53 Martin Gaite points out p a iretatiosship with the USA was ambivalent since it
produced fAa mixtuwmué s oUsosfaracfosoRI). Althoughriheand r ep
American empire represented a corrupteterialisticsocietycompared to the spiritual

Spanish nation fostered by Francoist propaganda, the financial standing of the USA was

needed for impoverished pestar Spain.

The humor in the headl.|

e resides in th
it has to do with Benitods I

j ob as a r ai
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After the accident, a seriously injured Benito is seen bandaged in bed at home,
where he receives the visit of th@vie team captained by miss Malohkker partner
and film producensk theprima donndor aphotograp smooching Benitdo avoid any
compensation for damages. Grudgingly, Ursula accepts, but not without having insulted
firstthemant hat she is about to kiss: AAnd why d
I n this way, she shares her boyfriendds di s
god damn stupid idiot?0 (00:06:29). Meanwhi
since the conversation takes place in English, Benito gets carried away by the sexual

force of the actress and the bundle of US bills that precede the signature of an

agreement precluding him from suing the American compamgge 31).

YA s 8

£

Image3l.  Ur s uhkesaabed love scene to avoid payingoundedenito any
compensation for damages

The contract between the two partiesniniscent otheunequahegotiations
bet ween the USA and Spain previously mentio

U r s udrchedtatedsensual performance is given a thurpsby her partneproducer

American actress. Literally Ato be I|like a t
someone sexy and hot.
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in front of an eminently foreign masculine audience that rejoices in the twofold

mockery of a&Spanishpaleta® In fact, not only has Benito been misled regarding

money, but also sex. After all, the actress
underscores the gender imbalance between a sexually powerful American woman and a
seemingly powerless Spanishmale.Onddp t hat , Ursul ads use of
ABeni o in her farewell (00: 08:18) contribut
abbreviated form signals minimization along with fake endearment. Besides this phoney

display of affection, the chief executivestb& movie keep on tricking Benito by

providing him with some business cards to corttaem,giving him false hopes of a

future career in the cinematographic industry together with the bombshell.

Back home the derision of teRgmwdrkin@ s manho
for the US movies shot in Al mer2a meets wit
The two women invite Benito to look at himself in the mirror to laugh at his inferior
physidRieerro,i hi jo. aT¥% cr ees lpeeall sweethecaesa car
Lorenzads negative compari seymbaPaulher boyfri
Newma® mi spronounced APaulino Ni udmaunds wit h a
out her animalized caricature thie paletoas a gorilla in a US circufYo veo aun
gorila del circo americamg00:12:54)

Despite the initial attacksnBe ni t o6s mascul i nity, his (s
Spani sh man wi |l | resurface through his cons

bull.> As a matter of fact, no sooner has Benito found a job as an extra in a Western

~

5 For an analysis of the character of Benito palatos e e Di e g ¥Vent€al §nds
ligar al Oeste e | esp.afol pal et oo
%8|t is important to pinpoint that from the very beginning of the film Benito is
associated with the universe of bullfighting. When working as a railway points man, he
compares his job with that of a matador: A p
(00:09:25).
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than he is invited to a party with the US cast, where he will be identified with the
counbulalsven perform the role of the wild a
erotic fantasies. In a celebration rife with stereotypes of flamenco music that parody the

USA, a drunken Ursula shows up behaving fikeeast’ Furiousd ue t o her partn
delay at the airport, the American star breaks a bottle of wine and insults her male

assistant in the presence of the scared film staff, who aptly compare her with a wild

ani mal: fAamenuda f i er a!herhydeviaiacteasassbdwesst ! ] (O

the fright of the personnel, until the Spanish recruiter Paco asks one of the male artists

to sing in order to fAamansar | a bestiao [to
performance, he manag empetpavingtlerwayrffool t he actr
Benitobdos TmBueoBlaw.tBemi:t o, el de | a bomba. a

(00:28:556°The first one to approach the seeming!
bravery is rewarded with Ursvwl a®s ozecsmpafphi
(00:28:41) Next, he inebriated actress, who is seeing blurry, mistakes Benito for a

courageous matador: fAYes, darlingé T% mat ad
bravo espaffolo (00:29:06). Mentiaglhltyerrbéespl| ac i

montera(image32), Ursula plants Benito a long kiss on the lips, making him faint.

57 Benito and other Spanish staff take advantage of the language barrier to make fun of
the USA:i 4 Ok | ahoma, Okl ahoma, Glkchicke lneogoraa qeel chicl
los yankies toman mascando el inglés, mascando el inglés, mascando el inglés,
mascandole i ngl ®s, y si |l es preguntas te contes
d-lar. aAy el d-lar! &aAy el d - (0(26:832). a Que nad
8 Within the zoomorphic symbolism that permeates the movie, it is relevant to note that
the artistds song about a male shepherd t ha
somehow relates to Benitobds previous use of
to address Ursul abyien, tchoeridre rfaaor e(wbeOl:10:8 : ilB8y)e.
faunistic epithet appears to highlight Beni
seduces and abandons her at the end of the film.
®Ursul ads chawattdecreratiuor as aeinforced by
verb Atameo to describe the effect of music
amansao (00:28:31).
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Image32. An intoxicated Ursula mistakes Benito with a bullfighter, mentally replacing the
flamenco hat wbntela t he mat ador 6s

Once he has come around, Benito is left alone with the US actress, who wants to
realize her erotic dreams witmaacho ibéricoAscar s are seen | eaving U
the Spanisitantaort hat appeased her before expresses
being by recalling the faunistic view of th
con | a fiera?0o6 ( 0O0:yammaHaked replyvindlitsqondasethe 6 s s i mi
singerd6s worry: AaFiera? aEso para Benito e
transformation of a menacing Ursula into a
within the official bestiary rhetoricthatteu at es Spani sh manhood wit |
Not surprisingly, taurine imagery will permeate the next scenes 00zing sexuality. The
US celebrity, dressed in a sexy nightgown, plays the typasddobleanusic heard in
bullfights while awaiting Benito indr bedroom. His appearanceaimatadoroutfit
(image33) is part of the sexual performance envisioned by the American actress to

satisfy her erotic dreams.

Image 33. Benito dressed in a matador oaffipart of his sexual rofday
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The conversation that followsentered around tauromaghsy full of sexual

i nnuendoes. Ursula addresses Benito as Manu
Cordob®so0). The most popul ar matador during
the bullring and the sexual arena (dedd@27 3) , t he Cordob®sdé i nter

reputation as a bullfighter and womanizer was even taken to the big screen in the movie
Aprendiendo a mori(Pedro Lazaga, 1962). Although at first Benito corrects Ursula,
reminding her of hnsigenae enacallinghhanivianuel mdkes hiemr t i st O
realize that this is part of the sexuale-play that he has taccepto have sexBentley

172-173). In this way, impersonating the wiktiown bullfighter, a horny Benito kisses

Ursula and, before fondlinghex,f f i r ms: ANada, que esta corri
Cor d o(@0®&0®00:28:30), with the double entendrefi ¢ o r,or indeaa ni n g

Abul | fi ght 0 .dloetpassidnaedovdisoenggbatwesn Benito and Ursula to

the beat of theasodoblewill be abruptly interrupted by the maid, who warns them of

Mr . Morrisonds unexpected arrival. The pres
of comic situations that revolve around the universe of bullfighting to demean the

cuckolded American malgGorz 81 ez Vi fas, f C-B)rHaldeybehirmlur o maqu
a folding screen and not knowing that he fell onto the same trap before, Benito
witnesses Ursulads fabricated display of af

34).

Image34. Ursula fakes affein towards Mr. Morrison so that she is not get caught in flagrante
with Benito
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From his privileged position naivboth physically and sexually speakinghe Spanish

paletolaughs at his foreign rival, who cannot 8ee the literal and metaphorical

sense® what i s happening. Mr . Morrisonds blind
thick pebble glasses. When he takes them off in the bathroom in preparation for sex, the
mogul,once again, fails to notice the fatorero, who, secretly lying in the bath top,

mi mics Ursulads voice, hands Ji mmyea towel

35).

Image3s5. Mr . Mo r rison i s physically aBetitosymbol i ca

Aptly disguised as a bullfighter, Benito

cornudoo (00:36:12) .t hliist eerxeplrley sii wint ld emaort i s

adulteress pertains to the semantic fieldrfnalsand serves to reinforce the link

bet ween L an dndtbedbullAtteathisacarnakepisode, the taurine

associations of Benito wiioin crescendo. I8 friend Pepe encouragleim to continue

cheating by recurring to the bullfighting jargon, plagued with sexual innueiidoegn

and Manjon 4%7). A TYs i b a 40 qdeepasa astqeedaha aplazao la corrida,

pero en cuanto se largue el misterhacemmt ra vez el .pase?2ll oo (O
Furthermoreuntil his next visit to Ursula, Benito widvidencehis bultlike

nature with other secondary US actresses that he meets on set while bullfighting music

is heard in the backgrourifiin an eroticconversation thabnce morestens from the

®Benito will also show up at Ursuladés house
Wearing aroutfit reminiscent ohovilleros(i.e., bullfightersto-be) Benito is
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language of tauromachy (00:43:22), the Spaniaagdjgnc onf used wi toh @ EI Cc
Appropriatingt he bul | fi ghterés magneti sm, Benito t

for a sexual encount er 86hapgolysekmousdeeni i nes as 0

meani ngpidbuas ks ghterds performanced and fAsex

Image 36. Benito resorts to bullfighting stereotypes in order fo flirt with two US extras
Upon Ursulads return, Benito wild/l no | on
but will simulate a bull in order to seduce the star. Placing his hands on both sides of his
head as though they were horns (image , Benito makestot he ani mal
remind the actress of their unfinished passi

Cordohés

accompanied by his friend Pepe. The maid that opens the door immediately recognizes

Benito as -Urghtaebdoe hAbuet. After telling hin
herpartner] sabel itads sarcastic remark based on
sexual intentions of Benitods visit: nAh, v
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Image37. Benito playing the role of a bull as part of the sexual performance with US actress
Ursula

In his attempttore nact t h efandasies with she rmatador, Banito
states: fAirabo for meodo (0O0:d8refder.r iIAMfg etro tthh
tail as wellas thena npesni s, the US diva shrieks with |
toro, t% no mat adimgithe sefhs0abdispoSitiordios femaleY et , f e
partner Benito accepts his zoomorphic monikedequatsbullfighter and bull to
signal his i mminent tr i uBupno dalomigmoeame xual a
vamos entendiendo. ¢A queds(0:59:04) Afterwards,the bultlike Spaniardsexually

charges at Ursula: AAtaca,3Benito. &aVamos! 0

.
] ;V‘Oq

Image38. After his performance as a bull, Benito sexually charges at Ursula

Seduced by Benito, Ursula kisses him bac

Nevertheless, due to the multiple shots he had previously drunk when acting as a
77



stunt man, Benitods upset stomach makes it i

erotic dreams witthe Spanish male. As Benito heads to the bathroom afflicted by a

di arrhea bout, Ursula is seen aband®oned in
A reminder of her constant cheatin@, since
thishunting motif |iterally e%Tprougtsasvaiceint he di v
of f, the hor ne deseéeldnceronyanca gus mopddias coniaEnsirica

Ursula Maloneo (01:02:31).

Image 3. Benitois runningto the bathroom because of his diarrhea while Ursula is left alone
underthehead of a horned detivat presides the living room

Backatt he movi e set, Benitobesarryahtbroughi f i cat i
his role as th&lative Americarchiefi Tor o Sentadoo [ Sitting Bull
head that led his people to resist the(UB Si t t i -B),gBenBausymbadlically
opposes the American government that the Francoist regseatedor its meager

economic aid. Simultaneously, havinggn up on Ursula, thermer points maffalls

61 Also starring Alfredo LandaZuando el cuerno suerfauis Maria Delgado, 1975)
depl oys horn imagery to underline Jos®6s ch

whom he gets locked in a castle.
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in love with a female congiriot: the Spanish extra Marisa. & kingle mother to a baby

boy wil | eventually marry him, forming a tr
The last scene, showing an exultantBeai pl ayi ng Western f il m:

movie theater for the entertainment of his country folk, represents the triumph of the

bull-like Spaniard over the US empire. In the screening room the rural man manipulates

a sequence from a Western inwhichliesii f i cant | y acd sJ uasst fAwhoe no

the native chief is throwing spears at the US cavalry, the protagonist rewinds the image

repeatedly as to create the impression thaintigenoudeader, that is, himself, defeats

the American army. Among the spectators enjoying this display of patriotism appears

Benitods family. Al on diswfei$ Holdifgithsir nenobby,e r and

embodiment of the sexual potency of the taurieai®. Proud of her husband, Marisa

urges her older son to look at his fattees the Spanispaletofictitiously drives back

the American riders: AGor r theaamerafocusesona pap §0

Benito, who, laughing his head offells:i a Vamos, Torab36Botht ao! 06 (01

movied Beni t o 6 s daendwith teesedvardsscouragingll the Spanish

males to take out their bull within and fight against the Yankees.

Image40. Benito manipul ates the movie scene in wh
his proudfamily
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More straightforward is the identification between Spanish virility and the bull

in Celedonio y yo somos g&flariano Ozores1974), whose title alreadyeates the

nature of the national beast with his male owner (Alb&}. The comedy follows

Daniel, an average countryman who makes a living renting his stud bull Celedonio in

his hometown. The sexual prowess of the animal and man alike are graphictlheda

in the movie poster (image 41).

socersoffill

Escrita y Oxigid.

por.

MARIANO DZORES

¥ SO

SOYNOS ASY gt

Image 41. Movie poster @eledonio y yo somos g3974)

The newlywed protagonist, holding his attractive wife, has deliberately replaced

the traditional car of the jusharried couple with his beloved bovine. The smoke

coming out of th

e bul

| 6s

nose

, i ndi cati ve

heaed passion towards his hot spouse Araceli on their way to their honeymoon.

Tellingly, the picture reflects the gender politics embedded in the iconography of the

bull that contributed to the formation and consolidation of Spanish masculinity during

the di¢atorship.

The opening scene

already

connects

Proud of hbom twing) thd rdrad mam erotvonly identifies himself with his

adored companion

(AS]

es

gue

Cel @dldeo n i
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al so celebrates the sexual feat by adding t

painted on the wall of the barn (image 42).

|l mage 42. Dani el adding two offspring to
This visual display of erotic force, which somehow mirs t he r egi meds

promotion of big families through the implementation of natality policies, is followed
by a phallic shot centered around the ani ma
as he painstakingly pol i shekesynbd asshaated o 6s sh
with cuckolding anticipates the protagoni st
letter from Antonio, one of his country folks who emigrated to Switzerland, asking to
substitute him in a marriage by proxy to Araceli, little ditesscountry bumpkin know
that he will end up seducing daprdstitutear r yi ng h
trying to escape from the sordid sex industry. After consulting with the town mayor,
representative of the Francoist government on a local $zateel accepts to help
Antonio. So begins this handmiss comedy where the protagonist Daniel proves to be

as (sexually) powerful as his stud bull Celedonio.
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|l mage 43. Dani el polishing Cel edoaffspprys hor ns e
The movie constantly projects Celedoni obd
manhood. In the village, the presence of th
sexual encounters, as observed in the remarks made by his girlfriend Critivai r a |,
c8l |l ate y no cambies de conversaci-né que ¢
[ 00: 05:23]) and the townsfolk (AAh2 wvan Cel
[00:04:17]).Furthermore, as Daniel fondles his sweetheart, not only do his erotic moans
mergewi t h t he ani mal 6s bell ows, but his asser
manés most coveted aspiration (AY ya quisie

Celedonio?0 (00:05:23) serves to reinforce

andthenat i onds iconic beast.
I n the city, taurine imagery continues s
After recurring to the |l egal services of cl

meetings with Araceli exploit the erotic innuendoes of the lexaédauromachy? His

introduction as ABueno, pues yo soy el de |
brideto-b e , gi ven t he poolnyesaenmyn go fii nfiaprord eargees by pr
A(sexual DRAEr owensce® dpathemegitt |l dsaceli 6s wor

Vicenta punso ode moatpiondee rinad @fieag éblu | rl & p rgens eerr toast

The agentdés name illustrates his ineptitud
Contr er as oetit, Camtrerag] eferd to sogeone uninformed.
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and Aa sexually potent mal engpalurdy(00al8:1By, ess who

that is, a hick.
Vicenta: Asi que usted esagboderado.
Daniel: No, no, no, no. Mi negocio esta relacionado con los toros, pero
de apoderado de toreros no.
Vicenta: Bueno, yo quiero decir que... ¢si es usted el que se casa por

poderes?00:18:02)

Then, while Araceli is putting on some properclothes | ook | i ke Auna muj
(00:16:13), Dani el sees a box of matches wi
cornet] (image 44¥*Thi s musi cal instrument, the | ogot

inevitably recal |l s t hwthcdookdldty&he reappearancenoy . Sy no
the horns wil/l dictate the course of acti on

nightclub and later cheating with the former prostitute.

Image 44. Box of matches from the night club with the image ahtical horn
In the restaurant run by townsfolk Rosario, further taurine references reinforce

the bond bet ween Dani el and the bul . Hi s a

63Araceliis i nsi stence on being ffuna mujer decent

ideal of womanhood//hen looking for proper clothes to wear on her night out with

Daniel, the bridgo-be and hework colleague Vicenta express the polarized view of

women as whor es/ &Argceli jdlada, que ¢sta empo sided :

Vicenta: Pues esa parece que no estéanAataceli: Si, claro, con un escote hasta aqui

(baja la mano hasta el ombligd)Vicenta: Araceli, guapita, ¢no pensaras ir vestida de

colegiala™® Ar acel i : Pero s2 dO0@:16mBh).j er decenteo (
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telling the waiter that he is Cléddowmino® (AL

[00:21:11]) clearly marks their similar noble and sexual natures, as cook Rosario states:

ADaniel, Danielé sab2a que tenSedlevaustade ser t
una buena persona. jQuéedigoe | | eva wusted a@0RR0mej or : un
00:23:00)l n addition to this onomastic shift, D
Contreras in the night club AEI Cornet2no i
accentuatesthea | emaosécsul i ni ty. The pr oftmilgiosteadst 6 s ¢ h

of an alcoholic beverage, accords with the erotic and virile charge of the archetypal
bovine. A euphemism for semen, fdAmil ko in Sp
bad temper (Atener mal a | ec h gsdlforccavbenr ef | ect
punching the male customer that sexually harasses an unknown Araceli

On the nuptial day, the wedding cake inspired in tauromachy literally and
metaphorically places Daniel on the same level as Celedonio. Contreras exclaims
A4adol ®!5a 2(70Q: 3 he taurine interjection that |
matador anghroceeds to detail the figurines displayed on the sweet creation. After
pointing to groom and bride with his fork, the focus is on the miniatures of Celedonio
and Daniel, whom ,hewictah Itshd ed exapald edc mardroot at

abovementioned. Placed tire same tier, these small figurines visually represent the

close relationship between the protagonist and his bull (image 45).

Image 45. The figurines of Daniel and Celedonio on the same tier of the wedding cake
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Bull motifs intensify once&Contreras discovers during the wedding reception that
Aracel. i's one of the pooBanitaltes dveoaiksdin@gn i
to Barcelona to inform Antonio about his wi
of libidinous scenes iwhich Araceli recurs to the universe of bullfighting to bring out
thepaletd s s ex ual beast. To seduce Daniel, with
pretends to be suffocated, and asks him to dress her in a sexy red night gown
(AMal et aé caomi selné&mblj oréeojgue me sienta mej or

the color believed to attract bulls, the animal epitomizing Daniel (image 46)

|l mage 46. Dani el getting Araceli bs re

In fact, no sooner has Araceli put on her sexy lingerie Baniel sexually charges at
her. Making the gesture of a bullfighter taking off his cap (image 47), he dedicates the
imminent sexuahchievemento Celedonio (01:25:38):
Daniel: Que ya no puedo resistirme mas.
Araceli: Te quiero. No estoy dispuast pererte.
Dani el : Pues entoncesé [ Dani el makes
off his hat and adopts the pose of a bull ready to charge] jVa por ti,

Celedonio! [They have sex]
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Image 47. Daniel dedicates his imminent sexual feat to Celedonio

Atthenext train stop, the coupleds sexual
homes a bull. Here, as the animal bellows, Daniel unleashes his basest instincts, making
love to Araceli on a pile of hay that is in front of a tieoked rake (image 48). The

recurence of this i mage suggeslikesessenee h cuckol di

Image 48Araceli and Daniel have sex in the barn

The i conography of the bull also stands
hi ghl i g hmascieityane Hat@salityJpon arival in Barcelona, the couple
heads for Antoniods hot el to inform him of

turns up wearing a bright red jacket (i mage
i nevitable catches Dawaeteiltbas ditd emdti an:( GIE:O
Araceli é6s scarl et nightwear had sexually pr

burgundy outfit simil-lkenatyre.bri ngs forth Dani
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Image 49. Antonio shows up at the reception desk wearing a brigjhickex

Next, Antonio not only mistakes Cel edoni
he also parodies Daniel dés virility when inv
and kiss his bel ovDead eb wlnl :b efisk stoo,, GCeehl.e daovhail oe.
(01:09:42°%*Ant oni o6s pressing desire to take Ar a
through a taurine | ens: AEs como si l | evase
(01:21:03), leads the bumpkin to fake a heart attack to impede their sexual encounter.

Af ter a series of comic events in the hospi
girlfriend Cristina,appears in the Catalonian city to communi¢htg hismarriage to

Araceli is valid due t@ome legal mistakes To avoi d bequemqua cuckol c
me pongan | os dos cuernos en |l a frenteo (01
room and, knocking down the door, punches the now foreignandi¢éakes Araceli on

his back somehow evocative of the movie poster.

ThecomedyconcludeswittDa ni el 6 s exhi bi & andthatadf hi s s
Spadt hr ough the iconography of the nationods
foreign and urban Antonio, who ultimately epitomizes one of the many emigrants that

left the country in search of a bettiée, the Spanisipaletoculminates his triumph in

“Danields virility is called into question

towards his male ani mal danavht thougm theée sdicn

signals disdain. Yet, far from intimidated, Daniel belittles Antonio by resortingeto t

di minutive form of his name: AAnt ofitoo (01
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the sexual arena. Once again, seeking inspiration in his stud bull Celedonio
(ACel edoni o, como haces t%, que a ti siempr

his masculinity, and, therefornatof Spain.
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3.2. Eagles and Capons
3.2.1.The Predatory Bird and Its Domestic Prey

Los nifios espafioles de hoy se convertiran en las aguilas del Imperio mafiana
(Popular chant, Castafion 463)

Maricon, capon
(Popular saying)

In the Francoist segegregated school system boys were instructed on National
Catholic principles that exalted the supremacy of the white heterosealelwhose
i nherent force was regarded as vi tl&l for th
Velascoand Torrego 581)° The cultivation of this sole form of masculinity, based on
a narrow curriculum which favored the study of heroic male figures and daily physical
education classes to form robust bodies representative of the body politic, and
reinforced by active participian in the secalledFrente de Juventudésthe male
equivalent t o t he-SiamegnaddsSarfaenatarciadd , wWwaP ®r e z
often channelled through animal metapH8Bopular chants intoned by young males
spoke of different forms of masculiré8 by means of avian imagery. Whereas the
imperial eagle, with its aggressivaurageousand potent nature, came to represent the
hegemonic masculinity of the fascist nation (Roger98y% nonheteronormative male
sexualities were excluded and disdainedcastrated domestic birds, for one of the
most common insults to refer to homosexual mencapgsn(Gomez Beltran 178;
Mora, Margen97).

Spanish schoolgut into practice a gendered curriculum that was part of

Francods national project of recovering the

% The teache@main taskw a groqdelar al nifio que va a ser hombre, y lo ha de
troquel ar con perfiles recios y virileso (N
66 1n 1960 theDrganizacion Juvenil Espafio{@®JE) substituted therente de
JuventudesThe change of nomenclature, however, did not alter the virile ideology
transmitted by such organizations (Pégmaniego %b).
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associated with manliness (Blasco 41080). Like in the other European fascist regimes,

the virle manwasregad ed as At he driving force of hisi

symbol s representi ng fFdsastRewlutiobvipn 6s strengt ho
The statebdbs powers were inherently mascu

representations. If a yourigmale accompanied by a lion standing for the people

allegorized the Second Republic (19B139p a period that significantly witnessed key

advances in womeno6s r i @thaeaglded@udhesemblemand John

of Francods New BpiarherRedime imestgnedsto ebale peaeviods

feminine symbols of the Republican country to institute others according to the newly

constructed masculinist fatherland. Although the lion of the Second Republic persisted

in national iconography under the ditdrship it wasalways accompanied by an eagle

rather than a woman (Campos Péters relatos227)58

%0f ten referred to as Hhybféhe BecoficaRepuldlicyi t a, 0 t he
despite its variations, stood out for its feminine nature. The young female holding the
Republicds tricolor flag in one hand and th
nation. On her right side stands a lispmbol ofthe natural strength and courage of the
Spanish people and government (Cuesta and Johnset3332
®®Feminine representations of Spain, neverth
dictatorship, but to convey a maternal image of the nation, and usediyng its
history and traditiond as opposed to the generic norms and values trandrthitieugh
the countryo6s (Moaselaumagenl®d). Fa& gxanple,|the historical
figure of the Catholic Queen, Saint Theresa of Jesus, the Virgin Mary, and other
motherlylike images often illustrated Francoist Spéserges 911 0 O ; Bl asco, nAG®
y naci/l)no 49
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Image 53. The Francoist flag with
the imperial Eagle.

Image 52. J. Barreira. The Spanish RepuBlaster. Valencia, 1931. Centro

Documental de IdMemoria HistéricaSpanish Ministry oEducation.

The secalled Eagle escutcheon, representative of the Nationalist group and its
ideology, became the national escutcheon, as enacted in the Decree of February 2, 1938
(Box, Fundacion309). Already on the coat of arms of the Catholic Monarchs, whose
reign Fanco always looked upon with nostalgia, the eagle of Saint John the Evangelist
rescued the ideals of Imperial Catholic Spain and dovetailed with the Francoist
extensive use of animal imagery in the construction of géfi@mbol of strength,
power,andvictory (Box, Fundaciénl83), the eagle is an archetype of the masculine too

(Neumann 42), which accounts for its prominence in fascist iconogféphy.

% Queen Isabella | of Castile had usedehgle of Saint John the Evangelist on an
escutcheon to which she added the mstio umbra alarum tuarum protege nos
[protect us under the shadow of your wings] (Esparza2Z3).
®“The national emblems of Hitl er &anGer many,
share this avian predator (Rogers5.
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Besides wielding power in its pictorial form, the Francoist eagle became branded
on the public imaginadin.’* Its ubiquity in the space of representation, not limited to its
display on flags, included other more mundane artefacts such as stamps, beer logos,
identity documents or lottery tickets (Eiroa 81; Esparza284; Sueiro 164.89).2
The value of théconic eagle was such that advertising campaigns turned it into the
profitable | ogotype. The ,;alwiothholiitcs dpa tnrki aith
AManzani |lUaa Bgpgahhd aNuevao (i mage 54), showe
a sumoralpor medio del aguila nacioial ( | nt x a u s tAlthoughfpinteda r t e 6 3) .
the beginning of the Civil War in support o

skyrocketed during Francoism for obvious nationalistic purposes.

1 Other forms of visual propaganda establishing a connection between the masculine

eagle and the Francoist nation included maps. School textbools|iedia nuestra. El

libro de las juventudes espafnold®943) provided children with instructions on how to

draw the Spanish map i n gtAdenad ¥i enqpretanmf t hi s Db
pintad a Espafia en forma geométrica de pentagono; con forma laeraleante de

escudo (GiméngzuCalalkero 21).

2The case of brands and logos of beer deserves further clarification, for it constitutes

an example of rappropriation of an animal symbol to serve the interests of the

Regime. Such is the c asbrandiotindgd BI190@ whosel a, 0 a
logo included the avian image that named the bevebageng the Civil War Falangist

groups took control of the beer company, modifying the original logo to resemble the

Fascist bird in a crafty political propagandistic maneuver (J. GutiérrF80R3
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- Agente ganercl pars Espaie;
| Juan Gareio Carrasto
| %) Lo LR U

Image54. Manzanilla Triunfal Advertisement (1936)

Due to this frequent usage, the eagle be
Mythologiess-27), in other words, part of the discursive practicedether visual or
linguisticd employed by the Regime to instill its nationatyarchal ideology. Other
forms of Abanal -7Mestblishingaldired Imkbet(vden theleage 5
and the masculine nation included names of military divisions, songs, newspapers, and
literary texts. One of the leading squadrons of Lakplan was fACgui |l as de Li
[Eagles of Freedom], and the Falangist joukguilas[Eagles] (image 55) owed its
name to this pseudonym used for the Nationalist men during the Spanish Civil War (E.
Gonzales). The very same term was applied to Spanists laoyl young men in the
songs fACguilas de Espafao (1942) and dAaCguil

and sung and played in military marches atohly-b oy s 6 camps (Castaf-n
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Metaphorical eagles denoting nationalist men abounded in the literary field too.

e O s

Afo 11 Nam. 148

earemos campos de concentracion para vagos y maleantes
joliticos; para masones y judios; para los enemigos de la
L Patria, el Pan y la Justicia.

[n territorio nacional no puede quedar ni un judfo, ni un
: mason, ni un rojo

Image 55. Front cover of the Falangist jourAglilas(1937)

The Caudillo himself was casdin this avian form in poems praising his role in the

Ci vi

War . Federico de Urrutiabdbs nFranco.

describes the Generalds flight on an i

battlefieldto save the countrfrom the Rephblican devastatian i d e | Marruecos

| egendari o, / sobre un 8guila de Hierrol

Moradiellos,Lascara2 4 7) . After the warfar el945) n

Gerardo Diego would envision the birth ofiale New Spain by identifying Franco

wi t h

masculine (Cirlot 57) Vivero de esforzados capitanes. /Nido de Gavilanes. /Huevo de

L

e

vV O

an eagledbs egg and his men with hawks,

Aguila: Franco es el que nombio

The aviarprofile of male characters often gave away their political affiliation.

From their nicknames to thghysical traitgpassing throughheir attire eagle imagery

was the badge of tierancoistmen.The veteran legionnaird Grajo [the rook] enlists

int he

Nationalist army dur i nAmiklkgon!Ci vi |

(1942) Theeaglel i ke | ook (fAmirada de 8guil ao

fascist ideology in Juan Antoi 0 Z u n zZNDmegmos Esucitafl9371938).
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D a r desoription of his classmates as eagles similarly discloses their Falangist

adherencé n E mi | i &l v&yabomelo pasa de lard@959) habia media

decena de catdlicos encasillados, tres de los cuales eran sinceramente confesionales, vy,

losotrost r es, perspil®8 ces y 8guil aso
The model of hegemonic masculinity embodied by the eagle reached boys
throughits symbolic offspringAguilucho[eaglet], a frequent epithet for boys, was also
the nickname of thErancoistFrente de Juventud€Blria 28).Thename of theird also
titled several publications mainly addressed to a young male audiemaeded by
Father Enrique Bartolucci to raise awareness of poverty in Africa (Hernandez and
Eyeangl02), the magazinaguiluchog1957)served simultaneousty instill the
R e g i patridtism,Catholic fervor as well as gender ideolods.first number
explaining the significance of its avian insigdieployed a myriad of symbols
pertaining to the Falange:
Los aguiluchos extienden las alas hacia el azul y fijawmjsgsen el sol.
Aman las alturas y los panoramas inmensos. Son el simbolo de los
muchachos generosos, de due tienen un corazon grande como el
mundo y suefios sin fin como el cielo. Solamente con ellos contamos al
iniciar este experimentaudaz(Jan. 187, no. 1, p.

The identification of boys with eagletgs followed by a description of the blue sky,

the color of the fascist partin additon t he chi |l drends facing

evokes he hymn ACar a al sol o [Facing the

Antonio Primo de Rivera, and adopted ashimenonacional[national anthem] under

the dictatorship (Besidegiitdagitles exfoling theafigurelof s o | 0

3 Promoter of the Spanish fascist party Falange Espafiola during the 1930s, Luys Santa

Marina had previously referred to the young Spanish militiamen as eagletsiel
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the Spanish missionaries in ttieveloping world early aligned with the paradigm of
man asnonjesoldadomonk-soldier] that Francoist propaganda fostered in its attempt

to project its NationalCatholic enterprise as a Crusade agaiisstidents asvell as to

gain the alliance of the Chur-1606)“Robdteds h, A Tow

in Medieval chivalric codes (Blasco 62; Gonzalez AjaB64, this masculine paragon
was often displayed on the front cover of the magazine with a photogralpér difcy's

(image 56):

Entre las paginas mas brillantes de la historia de la humanidad, hay
algunas que han sido relegadas casi completamente al olvido. Ellas
cuentarlas empresas de una reducida serie de hombres valerosos; los
misioneros cada uno deslguales es a la vez explorador, cientifico,

soldado y evangelizadgdan. 1957, no. 1, p) 2

aguila del CésaK1924),a book whose violent aesthetics served to praise the troops of
the Legion (Alcalde 106 and whi ch somehow anticipated
AdaArriba, arriba, aguiluchos, que hoy hay
"4 According to Mary Nashj [ i ] n -wahyearspnals gender models were those of
outstanding soldiers and fighters, exceptional figures that transcended daily life. The
image of the warriemonk shaped around a combinatiorcohquistadorand the
founder of the Jesuits, $ailgnaius de Loyola, and combining courage, virility,
religiosity, and military values, became the prototype of role models for young Spanish
mal eso (295) .
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Image 56. Front cover of magaziAguiluchos(July-August 1962)

Although not overtly religiougylanuel Gagds graphic noveEl Aguilucho
[eaglet] (1959), named after its male prot a
agenda (R. Fernandd#éroes70; Uria 28)"° Following the adventures of a brave
teenage boy who engages in epic battles during the Middle thgesomic boolbore
striking similarities to the abovementioned missionary magazine regarding the religious
zeal and, above all, prototypical manhood of its hero. Known by the pseudonym of
Aguiluchq the younghoblemarMarcel,whose blonde hair, blue eyes, and robust
physique conformdto the Nazi corporeal idealimdodiedthe Christian knight. In a
Manichean world, his religious faith, representative of the force of good, prevailed over

the evil, embodied by the Arahghe nemesis par excellence of Catholic Sp&in.

> The Francoist regime manipulated comics for propagandistic purposes since these

were the most popular publications for children and, very often, the only reading

available to the popular classes (Uria 28).a corollary, comics mushroomed during

the dictaorship:Chicos Flechas Pelayos Maravillas, Clarin, Bazar, Baladin La

Ballena alegrejZas!, Aguiluchos En marchato mention a few.

6 Carles Fuiguerola studies the xenophobic and racist characterization of the Arab in

Francoist comics likA&guilucho(39-40). His analysis reveals that derogatory

representations of Muslims served the regin
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Image 57. Comi&l Aguilucho(Manuel Gago1959

The preoccupation with masculinity as a national virtue and a defining
characteristic of the Hispanic r@cexpressed by théaudillo himself on a radio
message no sooner had the Civil War reached
virilo (sem0naaed dihs ough t hderessiltedin ed6s of f i c
extreme homophobia (Altmann 1:288; F. Olmeda 286; Mora,Margen12-68;
PérezSanchezQueerl1-33). The figure of the homosexual became the antithesis of
the Spanish man and was, therefoubject to a great deal of abuse; becoming the
b u |-dyedosthe virile fascist state, as manifested in its zoomorphic representations.

In popular parlance the repertoire of epithets that reféoredmosexuaimen
included a list of domestic fowl. Along with the previagpdn[capon], frequently
used in the rhyming pamaricén, capénother common terms of opprobrium included

pollitos [chicks], polluelos[baby birds],palomos cojoflame male doves] anghvos

recover Spainbés glorious past during the Re
NationalCatholic values through one thfe most consumed literary genres.
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[turkeys], in addition to a series of colloquial expressions pertaining to the avian world,
such agener plumaor vérsele el plumer{Mira, Para entendernqrtega 6980;
RodriguezDiccionario Gay.”’

As opposed to the wild eagle that symbolized the New Spain, such avian
metaphors deprived homosexual men of their virility by equating them with castrated
and young animals$:urthermoreas will be dealt with, these identifications coincided
with the recuring conceptualization of females as domestic birds, notdiibkensand
hens Such an overlap appears to corroborate not only the marginalization of the
homosexual community during Francoism, but also the attribution of feminine
characteristics thbomos&ual men with the aim of highlighting their lack of manliness
(Connell,Masculinities2-65; 1. Gémez 314329).78

Novels incorporated neheteronormative males in the guise of capons. The
homosexualicenciadoDon Roque Sartén is described as having a shrill voice and
peculiar mannerd hese traits, which set him apart from the masculine genre as God
given, transform him into a capon@elas Nuevas andanzas y desventuras de

Lazarilode Torme¢ 1944) : fidon Roque Sart®né tenza Vv

"TIn 1991 Eduardo Mendicutti published his semi autobiographical iEb\yedlomo

cojo, a comingof-age story in which a teyearold boy comes to terms with his
homosexual identity i n Fr aonetwadlasteradhpted aconser
into film by Jaime de Armifian (1995).

8 As Connell has argued Masculinities in homophobic societies the cleart

boundary between the two homogeneous hetero

and Afeminined becomes blurred-when it c¢ome
heteronormative sexualities, so that gay men are imaginetnasiZed whereas
| esbi ans as mascul i ni-gcierdific trelatises Bttrikutecdc 0 6 s S pai n

corporeal deficiencies to the transgression of the strict gender biaryabels
efeminaddi.e. effeminate) ancharimacha(i.e. tomboy/butch), for exanh illustrated
that mental illness caused the deviance from the heteronorrettuequan Vallejo-
N 8§ | eRsieofbgiadelossex¢gsl1 944) : AToda desviaci-n del ¢
transmuta también los caracteres psicoldgicos, y hace del varon un afesnoela
hembra un mari machoo (43).
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hombre como Dios mandaba y como todos | os h
(105).A similarhighpi t ched tone forges t hRrimarnmanly va
viaje andaluzalsoby Celd 1 959 ) : AElI amigo del vagabundo
relamidoé con voz de cap-n, pero que, por n
p e c e s blis ifledtBication with the castrated fowl due to his distinctive voice goes
hand in hand withtheennt i on of his | ack of oil, given
(eg,iperder/ soltar/ echar aceiteo) pertain tc
homosexuaiman/®

Music served to propagate the avian view of the homosexual. With its
effeminate aesthetics and leadimgmosexuasingers the genre of theopladisplayed
an authentic homosexual fauna. In musical shows and cabarets, where most of the
audience was maleanonical manhood was strengthened by ridiculing other
masculinities (D. P®r ez, ALa homosexualidad
object of derision through comparisons with birdghiecupléfi E | pel uquero de
seforaso [ The wo nCGadebas, 194842P)dwhase telesalready ( J . J .
alludes to a job typically performed by wondens opposed to its male equivalent
barbed , the latent homoerotic relationship between the hairdresser and his male
customer becomes apparent in the animalization dfliévet as a longnaired chicken in

need of pampering:

Un pollito de esos que llevan No hay un batidor en la ciudad

Las melenas hasta los pies Que peine con tanta suavidad

De este modo habl6 al peluquero é

Con un poco de timidez: AA nadie jam8s yo dejar®
AQui ero que me haga usted un peinado C

®Even i haGle¢endd<L51) the cowardly behavior of
Consorcio Lopez, who abandoned his pregnant girlfriend, might turn him into a
capor® literally and figuratively speakirdyif caughtbythegi r | 6 s br ot her : i C
como no quer2a casarse ni tampoco gquedar <ca
(156).
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Con raya al medio, en dos bandosy con gran amor él le dijo asi
Que sea asi por el estilo LIleno de rubor: fnAn&dAy s210
Pel de la Cléo de Mérode
é
Musicds allowed for the integration of bird imagery so intimately associated to
the universe of noheteronormative masculinities. Deliberately defined by its director
as Aun musical de pl uma s doulfleBnmtemdyeofr i 736), wi
Apl wmaani ng Af eat her bombsaxuamaldos A nfgefl fiMhmi Mrathe ¢
hijo no es lo que pared@974) resorted to the colorful spectacleseflettesn order to
characterize the malmmosexuatharacters (Lomas 74). The opening scene, which
focuses a the show of Marga (based on singer hathosexuaicon Celia Gamez),
already announces t h bompsexeanalesxinthe movie.i pl umas o
Enjoyingt he ar t i s t,fweyopng effet@matasearingelashy outfits and
commenting on the need to addtanthainée Aipl umas
audiencglLomas 7477; Sanzt al.5). Throughout the film, the constant associations of
the homosexual protagonists witkathers will signaliteir sexualdentity °
Pervasive in a myriad of forms, these avian metaphors helped shape the
homophobic discourse thatosecutediomosexualsluring the dictatorshign fact, the
conceptual scenario that framed conflicting masculinities in termpeedator and prey
translated into thégurative hunfort he homosexual . As Begofa Pi
|l a caza de bolleras y mariconeso attests, t

of nonnormative desires under the Francoist regime méiihin the persecution,

mistreatmentgcontainment and even killing of homosexual subjékcts.e mot t o Acaza

80 Several filmic productions visually exploited the symbolism of feathers to question

the sexual identity of male characters, suchasdias de CabiriqFernando Merino,

1971) andOperacion cabaretera@ Mar i ano Ozor es, 1967) (CS8cer
representaci-no 23)
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homosexuab which often preceded police operatiphecame part of the debate about
the criminalization of homosexual practicaswill be seen in the next section.
Francods enterprise of securing a strict
attainable through the identification of (rifmeteronormative males with capons and
eagles, respectively. The projection of the homosexual as a wedk, aludj more
importantly, reproductively useless capon not only clashed with the powerful,
aggressiveand sexually potent eagle representative of the Nationalist man, but it also
tallied with the discourse of hunting whereby the predatory state coulyg egtsh its

homosexual prey.
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3.2.2 On the Hunt for the Homosexua

En esta selva petrificadaéque es |
fieras sodomitas, por millares, se lanza a través de la espesura

de las calles ciudadanas en busca daesa juvenil.

Disfrazada de persona, la fiera sodomitica ojea entre el matorral
ambulante de las aceras su pieza preferida, el candido

muchachoé | a alimafa sodomita, val
humana, wuna vez elegido el joven,
hijo puede volver a casa corrompido, guardando su bochornoso

secreto, que nada delatarg; la monstruosa relacion continuard, vy,

dada su edad, su instinto sexual se torcera y seré para siempre

un invertido (Mauricio Carlavilla,Sodomita$1-12)

Security Inspector Mauricio Carlavill abs
treacherous animal capable of corrupting the virile nature of the Spanish youth in his
highly successfulvork Sodomitag1956) reveals the anxietigatnon-heteronormative
masculinitiesgeneratedo the virile Francoist stafé In fact, along with the
contemptuous, yeteeminglyinnocuous, depictionsf homosexuainales as domestic
birdsdealt with in the previous sectigimere were other, motareatening,
representations of nemeteronormative males as wild beasts and pernicious parasites
These menacing images were particularly salient in the legal and medical discourses
that justified the prosecution and pathologizing of homosexual practices.
I n the dictatori al regi me, where mal eso
segregated schools, compulsory military service andengnassociations,
homosexuality could corrupt homosociality (Mokéargen37; MosseThe Fascist
175176)82 The bodyof the homosexuathus,posed a threat to the body poljtiehich
explains its symbolic transformation into all sorts of pernicious f@&unam wild beasts

(e.g.:fiera, depredadoybestig cobra) to contagious vermin (e.calimaria reptil,

81 published in 195650domitasiad reached its twelfth edition by 1973 (Galvan 68)

82Juli C8ceres affirms that @Al a amenaza i nmi
el culto a ese vigoroso cuerpo joven y lleno de vida conllevan se encuentra en un
potencial deslizamiento hacia tendencias ho
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cucaracharata). Besides dehumanizing purposes, these taxonomies served to cast the
homosexuatarget as a menacing and poisonous social agent, making his disposal
imperative.This zoomorphic categorization ultimately served, borrowing a suitable
animal netaphor, as the necessary scapegoat for the homophobic Francoist Spain to
function.
The language of jurisprudence rendered homosexuals as wild animals to
establish a link between their allegedly uncontrollable (sexual) instincts and their
tendency to crimrmality (Campos 16; Galvaned 8 ; Mel er o, fAlLa constr u
Mor a, 0 Ci4@®.mn€eligrasidad Social y delincuenc{d972), Magistrate
Antonio Sabater Tomasgferring tothe violent behavior of animals ahdmosexual
people, asserted that nbeteronormative males were prone to felony in order to satisfy
their sexual ur ges: Apara satisfacer su ins
recurrir a la fuerza bruta cualquier otra violencia psiquica o corporaBg) 2 with
the same rationale, the district attorney of Huesca inscribed the criminal profile of the
homosexuaindividuali n t he di scourse of ani mal s: Aes
al homosexual en una fi er a scexiuralneasl o 4()qg.t d.
Based on these images of homosexuals as menacing aniradisahcoist
judicial apparatus conceived the prosecution of homosexuality as an animalunisit.
G- mez Aranda de Serrano ekhpmbobsexkxbwgl esedbe(ged
Mor a, ARastros biopol2ticosd 185) when def e

Rehabilitaci-n Socialo (January31970), a pr

8As Mor a st atxumlsen Sabaet Torhds pnasentaba una vida esencialmente
instintiva, lo que lo convertia en antagonista de la especie humana, cuyo desarrollo ético
se ha basado hist-ricamente en negar y dome
39).
841n his revisiorof the Republican law dfey relativa a Vagos y MaleantgEhe Law
of Vagrants and Thugs], which did not include homosexuality as a dangerous state, the
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Similarly, lawe nf or cement <coded police opédenati ons a
planning to arrest these individuaRifja 1), whose testimonies equally reveal how their
capture was framed as an animal chagiRemirezPérez 139; Weiss).
The bestiary rhetoric of social danger also represented homosexuality as
infection(Cayuela 73; Olmeda 11&)oth in law and medicin&een as vermin,
venomous reptileplaguesand parasitesegal and medical documents registered the
moral toxicity ofthe homosexuabody uporthe heterosexualommunity.Judges and
physicians alikelescribed nomormative males a¥arasitos y sujetos indeseables que
torpemente dafiantaonvi venci a humanao (qtd. andh Ram2zr
Atermitas para pervertir MamenBdat ur al eza huma
Judicial writings also exploited biblical symbolism on casting homosexuality as
a sinful plague (Huard 148; Terrasal9%) e Mi ni stry of Justiceds
referred to this sexual conditondse st a repugnante plaga tan ex
p at rinfoeme fis€al 1963, 39)Memorias de la Fiscali§l974) not only defined
homosexual ity as fiuna aut @mtrelatomtothd agao ( 9) ,
homosexuat o0 mmu nlack of Spistuality:icar enci a t ot al de f or ma
ausencia del sentido del pecadaqtd. in RanirezPérez142)8
Pseudescientific writings further emphasized the connection between
homosexuality and epidemics through pestilent images of dirty animals. Defined as
Asucias rataso [dirty rats] (gt d. i n Ram2r e

c ucar ac heoackroaghési (4td. in . Martin 18pe homosexual body stood out

Francoist government codified homosexuality as a crime in 1954 (Béarehez,
AFranco®@&378)pai no

®Echoing this legal discourse, newspapers r
most shamef ul pl ague: Ala tragedia que sobr
una de | as m8s vergonzosas plagas de | a hun

homosexw al es o 9) .
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for his lack of hygieneCertainly, with the prosecution atbmosexualityhomosexual
men frequently met in gerapacked places public washroomssubterraneous sites,
alleyways full of garbage, ett.reminiscent of the habitat of rodents and bitgehis
metaphorical connection between Augteronormative males and all sorts of unclean,
unsanitary creatures, in turn, overlapped with the eugenioudtse that promoted the
cleansing osexual dissident®r the sake of the purity of the Spanish r&Campos 2
13; Dualde 134155). n f act, the Francoist government
mar i clonkes 0cl eansing of fagspcyé€phroagh- o 2; Ga
their prosecution and seclusionpenitentiaries and mentabspitals. Tellingly, in these
institutions, aimed at the rehabilitation of their deviam¢ntation homosexuamen
were constantly showered as to get rid of what was regarded as thesedirgt nature
(Arnalte).

The representational schema relating homosexuality egtitagioncertainly
called forplaces of containment. Retaking the parasitic metaphor, the titamey of
Huescaadvocated fomternment in laborcampique se creen establ eci
especialesé para el escarmiento de sus par 8§
145).The establishment of these Acampos de tr:
purpose of metaphorically stopping the spreattheif allegedsicknesswhile literally
making the homosexual body productive for the Francoist state.

Artistic manifestationslsocaptured the zoomorphic conceptualization of the
homosexual as a wildr pestilentanimal to alert of their socigthreat The homosexual

protagonist in the song AA | a sombra de Col

8 When narrating their living conditions under the dictatorship, homosexuals tend to
selfidentify with rats and bugs given the dirty spaces they inhabited whether for their
clandestine sexual encounters or even when incarcerated in prisdab@nchmps
(Arnalte, L; Martin; Ramirez).
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l i on: AYo souyn ubnr anbautc--nn,, s/loyYo soy una fiera
compasi -n, [ Se come a Hiseangngthroughbongofthed . i n LC
main streets of Madrid, hurting and devouring peggitessed the insatiable sexual
appetite that unleashed the criminal instincts of the homosexual, as explained before
from the legal and medicpkrspectives. Novels equally characterized-non
heteronormative males in the guise of libidinous beastsdiry rodents The
homosexuatoupleformed by Pepe el Astilla and Julian La Fotografa, who, by the way,
are imprisoned for their sexual aientation
Colmenafbestia, quete vanaqgid Ay , b e s,whedsdh affodyB@i3
homosexuals i®ficio de tinieblas 1 973), by the same author,
ratoneso (qtd.. in Hern8ndez 43)

In sum, he deployment of the bestiary rhetoric in the articulation of legal,
medical,religious,and artistic discourses arouhdmosexualitycontributed to the
dehumanization and legitimization of the prosecutbhomosexuapeopleduring
Fr anc o 0. Seemewld famea and pernicious parasites, the metaphoriddmunt
the homosexual turned into a literal chase of dissident sexualities. Subject to
imprisonment, medical therapies, spiritual retreats and religious confessions for their
sexualpreferencesnon-heteronormative males could easily fall into the trap of the

dictatorial regime.
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323 . ltés a Dogbs Li f e:-Heferonommatve Met aphor

Masculinities in the AComedia de Marig

iSevillanos! No tengo que recomendaros animo, porque bien
conocido tengo ya vuestro valor. Para terminar, os digo que a
todo afeminado o invertido que lance alguna infamia o bulos
alarmistas contra este movimiento nacional tan glorioso, lo
matéis como a uperro.(Falangist leader Queipo de Llano,
radio message, 1936)

A staunch supporter of the Nationalist cause and its politics of virility, Falangist
leader Queipo de Llano advocated the killing of effeminate and homosexual males as
though they were dog$he canine metaphor of the fiaght wing officer, whose
speeches stood out for t hai #@1Bsteckupadde vi ol enc
Catholic Churchos % ThaHoly Scriptures ferdosonlanitesas al i t y .
dogsin orderto sanction and prosecute this sexargntation Nditraeras la paga de
una ramera ni el sueldo de un perro a la casa del Sefior tu Dios para cualquier ofrenda
votiva, porque |l os dos son abominacor-n par a
i Af u stédn dos perros, los hechiceros, los inmorales, los asesinos, los idélatras y todo
el que ama y practi ca Inaccondancewithrttred®iblé, Apocal i p
religious sermons constantly preached about this gin&atice(Borraz 16; Ramirez,
iLos h o mo s éXddiidnallys mediZa) texts misleadingly associated

promiscuity with homosexuality based on the behavior of dogs (Patifio and Serrano 35);

87 According to PrestorQueipoencouraged and celebrated his violence and g#km

his nightly radio program®©n July 23rd 1936, the Fascist c
valientes Legionarios Regulares han demostrado a los rojos casalal que significa

ser hombre de verdad. ¥ la vez, a sus mujeres. Esto es totalmente justificado porque

estas comunistas y anarquistas predican el amor libre. Ahora por lo menos sabran lo que

son hombres de w#ad y no milicianos maricones. No se vdibear por mucho que

berreen y patalEgahad9).( qt d. I n Preston,

88 Olga Merino recurs to this prevailing dog imagery on recreating the life of a
homosexual mal e duri ng FPeaosquedrangriett at or s hi
sétano( 201 2) . I n 1 i ke mann dariguitddconcpermm(2087) Vi | | anue

exploits the stereotypical view of the gay man accompanied by a small dog.
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whereas legal discourse recurred to mongrel imatgeagvise the criminal profile of
thehomasexualsubject as lazy and vagrant (Valenzuela 3).

Ingrained in the collective imagination, canine images were instrumental in
queer representation in cinefi¥dn fact, although Francoist authorities soon censored
any hint of homoeraotic relations on the big screen on the grounds of moGaitygdlez
and Alfeo 6364; Lomas 656; Zubiaur 129), for humorous purposelspmosexual
characterbecame indispensableithesec al | ed fAcomed[sissy de mari qui
comedies] This type of movies exploited all the homosexual clicMel€ro, Placeres
127-180; Mira,Miradas 365-370), including their most common animal symb¥s.

Ram:- n F e rNo d&esedrasalécino del quintg1970), the best exponent
of this subgenre (Barahona 71; Jordan-289%; TrianaToribio 99), offers an
animalized caricature of Antén (Alfredo Landa), a real womanizer who pretends to be a
homosexuatailor in order to thrive in his fasbih busines!The dr essmaker 6s
homosexuaderformance indisputably entails his pup, and, throughout the movie, the
symbiotic relationship betweekntdén and his pet is such that even their sexual

identities are comparabfé.

81 n Fer nan tos didd de Aabirigl®7l) the masculinity of the protagonist
Alfredo, also staed by Alfredo Landa, is questioned through a poodle. A foreign
woman ridicules hind optically minimized (i.e., belittled with the camedaby giving
him her poodle (Cacereg| destapes?2).
The Censorship Code of 9 Flagiesantacioydelh® 63 st a
perversiones sexuales como eje de la trama y adn con caracter secundario, a menos que
en este Ultimo caso esté exigida por el desarrollo de la accion y éste tenga una claray
predominante consecuencia final o (qtd. in Vv
1nterestingly, the protagonisto6és name, Ant
Antdn), which could reinforce the zoomorphic caricature of the homosexual in the
movie.
92 Several scholars have drawn attention to the importance of the podue in t
homosexual pgormance of Anton (Chamouleau; Epps; Jordan; Martigaosito;
Mora; Ryan and Corbalamter alia).
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The movie poster visually informs of the gendered politics behind the
iconography of the dog. Following the stereotypluamosexuahesthetics of the
timed i.e.,feminine pose, long died blond platinum hair and violet suit, whose color is
reminiscent of the chromatic name given to
vi ol et a sVjoletasPAE)d ¢he dressmaker appears holding his inseparable
poodle Fifi.This breed of dog, characterized by its small size, weaknesspitofjed
bark and beauty, belongs to the prevailing bestiary rhetoric categorizing non
hegemonic masculinities.

ALFREDO
LANDA

? S

o A g
ESEARAS AL VECINpEL D'

RAMON FERNANDEZ

Image 58Movie poster oNo desearas al vecino del quinto

Multiple scenes show owner and pet working in tandg@oth Anton and Fifi

assist customers in the boutique, attend social events and even look alike in terms of

9 The poodle represents the opposite of the bull in terms of masculin@glddonio y
yo somos asthe owner of the stud bull contrasts the potency of his animal with the
hel pl essness of the poodle when timmying to s
Mira, callate y no cambies de conversacion, que todo el mundo sabe que cuando sacas a
Cel edoni o por [Buldbelavaih thebackgsoungl]aDariet Mujer, no le
iba a sacar a hacer pipi como si fuera un caniche. El hombre va a trabajat. paya
quisieran muchos teneruntrabajoasVver dad Cel edoni 0?0
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their hairstyles and outfit®9-61). The speech of the couturier often overlaps with the

barksof the dog, making thedramatis personaeirtually indistinguishable.

Images 59, 60 & 61 Antdén and Fifi on the street, at work and at a costume party

Furthermore when Ant - nds f e malildgyindhe preseantesof e que st i
seminude women in the fitting rooms (ima@#8), the tailor replies comparing his
sexual identity to that of his poodle (00:06: 32):
Antén: Bueno, es mejor que me vaya porque tendréis que desvestiros.
Female customer 1. Por nosotras puepesiarte. No importa.
Ant -n: Ay, desvergonzadillas, del ante
Female customer 2: ;Quién? ¢/ TU?
Antén: No va a ser el caniche, vamos [giggles]

[Everybody laughs]
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Image62. Antén compares with sexual identity with that of Fifi whilselving semhaked
women

So strong is the link betwedntén'shomosexual farcandhis little dog that,
when he shows his true colors amacho ibérican a supposed monthly business trip
to Madrid where all he does is party and flirt witlimerous foreign women (imagé),
there is no trace of the poodlaor of his extravagant wig or attéesince all that is

part of a (sexual) performance, in Judith E

Image63. Ant - het@resexuaelf e

Antonds homosexuality, thus, i's simply a
with this taboo topic within the censorious context of the ultraconservative regime, as
Santiago Loma observes: fila homosexwualidad
parece haci endo aun m8s social mente aceptabl e
Indeed, despite the overtly playful, flamboyant, and deceptive flirtingquéer
representations, there is not a real single homosexual in the film (Magxpészito,

AVibsil ityo 23). The protagonistodés virility,
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potent ani mal magneti sm among international
apartment in Madrid, the playboy spies on foreign stewardesses with a telescope, using

a matadordos cape to draw their attention an

seduce them (imageé4 and 6b

Images64 and65. Anton trying to seduce foreign women with higtadoroutfit

In thisregard Antén embodies thErancoist hypermasculine archetype constructed

upon taurine associations and illustrated in the film through another male character
explicitly defThedhasbéadod o6brone of the pat
male gynecologist brings out the beaghw when learning that his wife is at this

doctorodés of-tpceTfpyrng tbepkeserve his spous
above all, his virility, the man physically and verbally attacks both physician and wife.

This display of masculinist behavigrants him the epithet of bull.
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Images66 and 67 The average Spanish biike man attacking (physically and verbally) his
wife and her male gynecologist

Husband: Ya sabia yo donde encontrg&evergienza, inmoral

[the husband punches thgnecologist and his wife screams]

Husband: Y tu yo ya haremos cuentas al llegar a casa.

Wife: Pero si yo no he hecho nada.

Husband: T% c8l 1 ateé

[a few minutes | ater. The gynecol ogi s
the situation]

Gynecol ogiedro! ®eo, yguéftha pasadoP

Nurse: Estaba reconociéndola y el marido entré6 como un(@ir@8:00

00:10:00).
Once Ant - nds homosexual farce has been e
bull fighterds performance i ndrsenativegy hi s true
agenda of the movie is complet &dntowi t h t he d

happens to be a married man with four bdyse head of one of those large families
promoted by the dict at orusdedegiable withieCathaliot a g o n i
tenets, and, consequently, will be sanctioned in accordance with the moralizing purpose

of these comedies (Mor a, ALa popul ari zaci - n
marriedl i f e, Ant - nés f i nal ominuationsohhment wi | | i ncl

homosexualharade in his flourishing business. This time, however, not only will the

protagonist be accompanied by his poodle Fifi, but also by his wife, who appoints

9 Nuria TrianaToribio analyzedNo desearas al vecino del quirftom the perspective
of the construction of Spanish national i de
encouraged a cgma that consistently associated Spanish identity with heterosexual
sexualityo (98).
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herself as his secretary t o eaboatghelnititn under
and | imitations of -Exet-esriasoe x uidVoidesesnds dl(i Mayrot 22n
vecinodelquinte amouf | ages the regi mebs gendered poc
impression of sexual liberation on dealing with the iiddenhomosexality (Caparrés

Lera 5758). At the end of the day, the film views this sexual practice as a chastisement

imposed upon the heterosexual male who transgresses thdefwetild boundaries

within the family home. Despite his true virile Spaimessencesymbdized in the

taurine paraphernalemployed in his sexual exchangeh foreign females, in the

eyes of Spab patriarchal society Antén will come across as a ridiculous homosexual

with his poodle. His reputation asreacho ibéricothen, has literally gne to the dogs.

The last shots focus on the homosexual caricature of Anton. Chased by his five
children, who ¢oaltlh éombsexXi@aaleabeys bisiwifes a !

commands as a faithful ddg.

®*Mora draws attention to the cwonrcd ufidreasr i(qgfiul at
popul arizaci - -no 344), sugge shomosexualityagma it s u
punishmend in this case for the straight Antén.
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4. Animals and Femininities
41.From Wil d Beasts to Domestic Hens: Wo m
Second Republic to the Dictatorship

Was life worth living? My companions in misery and | often
asked this question as we discussed our situation, our
wretchedness. ey spoke with resignation; after all, what

could we women do? | rebelled against the idea of the
inevitability of such lives as ours; | rebelled against the idea that
we were condemned to drag the shackles of poverty and
submission through the centuridesel beasts of burdén

slapped, beaten, ground down by the men chosen to be our life
companions(Dolores Ibarruri;They Shall Not Pas4966,60-

61)

Written from her exile in Moscow, the memoir of the key political figure Dolores
Ibarruri, knownwo r | dwi de as iB.|The PRsaianflowen] & bathao |
mixture of history and an apologia for the rights of women (Mangini 176). Reflecting
on her personal situation and that of many of her female counterparts, Ibarruri advocates
wo me n 6 s thrbughbaaimal imagenBfron 138165) Her refusal to comply with
the subjugated position historically assigned to her sex is expressed through the
met aphor b e amnalssdedardgsdf Tihisdrelngy is part of the long
established bestiary rhetoric linking women with animals that Francoism recovered in
order to justify and relegate females to their biological role of mothers, as expressed in
school textbooks where motherhood was evokealigh the metaphor of the doting
hen: AY | a buena madr e, como | a gallina, si
dzao (qtd. in Alonso 10).

For a woman who had abandoned her miner husband to go into the public political

sphere and who had played ati\gerole in the feminist movement during the Second

®Female writers harshly criticized womenos
tothebestiar r het ori c. Il n Mar2?a Teresa L®onds shc
the protagonist refers to the fate ofadlow ass gi r | as follows: #fdALa
nada m8s nacer enFabulas282).i ma l dom®sticoo (

116



Republic (19311936, Fr ancods regressive policies sync

animality targeted at woméf In her autobiographical accoul tinico caming1962),

she describes a meeting with Nationalist troops captured by Republican soldiers where

Ibarruri mischievously questions these Francoist men about her public persona. The

sol diersdé reply fAnoo0 efsolulnawedibrjaedicénlgpes una be

no es espafol a; vy qeealsztse canstructioa of therfentnme ¢ ( 535

gender through animal symbols during Franco
The image oPasionariaas a wild beast of undetermined sex, in other words, a

monsterrepresented a type of femininity associated with the foreign liberal ideals of the

Second Republic that the Francoist state always viewed with fear, for it could shake the

foundations of the patriarchal society established upon the pillars of National

Cattolicism in the aftermath of the Civil Waf.As a matter of fact, thiationalist

press constantly rendered suffragist women in the guise of ferocious and poisonous

animals to instill fearBunk, Ghosts120-149; VazqueMontalban,Pasionarial79;

Rodrigued.6pez A Muj er e s -188).rinv1837 hharewspapsdBCdevoted

an article to communist | eader Margarita Ne

confaldass Her met amorphosis i nto a vea@mous T e|

9This period opened up publicspates f emal es and gave visibil
concerns, with greater accessteeducation, universal suffrage, the legalization of
divorce and abortion or the right to administer states and sign contracts (Garbayo
Abergbnzar 75/8; Madorran 24@50).
% With the establishment of a democratic government in 1931 a few women were
eleced to Parl i ament. Politician Clara Campoa
suffrage during the writing of the Spanish Constitution of 1931.The anarchist thinker
Federica Montseny wasdected to a ministerial post. Victoria Kent, a female member of
the Parlament, was appointed director general of Spanish prisons. In addition, there
were several women writers and activists who fought for the equality of the sexes, like
Maria Teresa Legy Maria Martinez Sierra and Maria de Maeztu.
% Jim Fyrthand Sally Alexander explore the construction of Pasionaria as a Medusa
like legend, explaining the symbolism of the serpent associated with the female gender
in Francoist Spain (307).
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politician and, above all, as a feminist activist went hand in hand with a vehement attack
based on her foreign Jewish origin (Ano es
Langa 156157]). Along the same lines, in 1939 the female magaziiResta de la
mujer nacional sindicalistaaricatured Sylvia Pankhurst, the leader of the British
womends movement, by explicitly depicting h
derecha de la fotografia, con los ojos cerrados, es Sylvia Pankhurst, famosa agitadora
revol uci on ar iwdhother mimdst camhpaigners, aseart of a streak of
tigers (fAapar ece | uiRoddguezbapeZpMu joesr e s gpreerswer g
178).Anarchist, feminist, and intellectual Federica Montseny was similarly seen
through an animal lens, judgiigr om her ni ¢ kna+welf]. Thefast | obao [t
woman in the history of Spain to be a cabin
ferozo {wbllirthearany sebbates where she partook due to her oratory as
well as her staunch defenskfemale education (Alvarez@).

The striking similarities between the depictions of the Basque politician and her
(inter)national fellows formed part of a propagandistic manoeuvre that constructed
models of femininity based on zoomorphic metaphorsfriban the Francoist ideal of

the angel in the hoa®¥% fashioned through symbols of domestic animals, like the

Agall inas en | a c¢oci nvatas16P)xhtbatfiledthepagebad ki t c he
womenods publ i cat i @asienariadomstiiiael @ mehdcegfar thewiilel 1 k e
fascist state and wer e, consequentl,y, char a

ibesot iichgDeibhebaso and(Bagpesorid Hemandee Luis B8d;s a 0

Tobin and Zinn 58§°*

100This clearly represented thecovery of the 19-century model of femininity.

109N order to justify violence and incarceration, the totalitarian government constantly

depicted Republican militants as shielves, as seen in the Expedientes de

Responsabilidades Politicas y los Expedientes de Prision de las mujeres de la provincia
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Interestingly, during the dictatorship the television proghuticiario Espariol
(19381942) employed the domestic fowljintessence f Fr ancods true wom
ridicule bothla Pasionariaand Republican lawyer Victoria Ket2 When reporting on
one of their political meetings, their speeches were replaced by the clucking éthens.
This animal noise not only referred to the contdrthe harangues, deemed as vague,
but it also constituted an attack women who had left the domestic sphere assigned to
their sex inorder to venture into the male public terrain of politics to defend an
equalitarian society (Gil and Gom#86-167)1°4 Tellingly, the identical animal noise

was employed to refer to the dialectical battle between Victoria Kent and Clara

de Jaérf19391 945): AMar?2a RoGiveoi Tardel Queédadaob
antes del alzamiento a la Seccion Femenina de la C.N.T de cuyo partido era una gran
propagandista, y durante la dominacién roja en Quesada, en unién con otras mujeres de

su mismeacalafia acompafié a un grupo de milicianos forasteros que se presentaron en el
pueblo el 23 de septiembre dek3&qtd. in Peinado 350). The same is evident in the

archives about Republican dissidents that formed guernmiiag\ig to struggle against

the Francoist regime in the northern part of Cord@Batiérrez Lopez 110).

102The symbol of the hen was so ingrained within the Francoist imaginary that Galician

writer andjournalist Carlos Casares publishe t h e s WA galifta azsbToe bljue A

hen](1968) to criticize the regime. Describeds fimet 8f ora de | as pers
franquism@ Ll€rgo 2), the taledeals with aratypical blue hen that Bgaome red

featherslays colorful eggs and cackles like a roosted this, the narrator concludes,
fpreocupa a | as .uetb lweondd bdehaviersthe toywrlneajpr decides to
capture her, but oWwnerddcidetd paint allhe Imenstbllueeso thad wl 6 s
the protagonist can never be found, remaining forever free.

1031 this piece ohewsanother bird metaphor was employed to mock the gestures and

| anguage of Pasionaria and her political CcCo
observa a un grupo de mujeres que, encima de un camién, exponen sus proclamas a la
poblacionUnavozero f f coment a: 0O &miElkeragund ephuladle@a nuest r e

de la Pasionaria y Victoria Kent subida en un camion alimenta a este auditorio de la
zona roja con palabrasggstos, excesivos como aquel filete con patatas que volaron
como las golondrinasd@ecker 6 0 (gtd. 416v). Gil and G- mez 1
104 Regarding the superposition of the clucking on the speech of Pasionaria, Gil and
Gomez stress the satirical as well as sexist attitudes conveyed through the animal sound:
AREst e c ac eeferencia ehocontemidold®la arenga, claramente insignificante,
sino, tambi®n, a | a persona que | o decl ama,
(167).
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Campoamor around their views on the rights of women, since they were presented as

Amuj eres que c ac arhatdanmedGaiciaTores 81&)r al t exts of
Furthermorein 1938the Falangist magazinéallegorically identified

Republican | eaders with domineering red hen

a morir siet e %SatlinlExtrenaadurardaripgai@vil W4r,3he ) .

didactic short story focuses on seven noi sy

unas gallinas en un loco revuelo de anchas formas, rigiendo el pueblo con su

matriarcadoo (31). When Nationalnetisng | egi onn
the red bows around the fowlds necks, whi ch

r oj BaesRepuplicans). The tale concludes with the pubiat of the hens and their

death sentence in the townés main squar e:

No es nuncaespreciable una guarnicion de gallinas, pero éstas de El
Gordo llevan, ademas, como un torpe atributo, grandes lazos rojos atados
al cuello.Una batida general hace hasta siete prisioneras. Los legionarios
abren en la plaza Mayor el juicio sumarisimohag defensor posible, y

ante la prueba de Idszos rojos las siete gallinas de El Gordo son

condenadas a opulenta muerte (31).

Henmetaphors became a prolific source of feminine exemplars under

Francoismt® Besides connotations of fertility derived from dgging species (Cirlot

This magazineds number also published the
Arcipreste de Talvera (34), where female characters tend to be associated with the
hen, either to signify womends virtues or v

106 The wormanas chicken metaphor has a long tradition in Western Culture (Adams and
Donovan121 3; Hi nes, H®RBgxyL - -(Pheizc kRsood r® gue-z, AFrom
142; Nilsen 2729). This animal, which usually embodies the maternal and domestic
qualities of a woman, Baalso forged the stereotypical image of females as
domineering, talkative and gossipy. After the demise of Franco, hen imagery will
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19), the small size of fowl and loving care towards their offspring in the reduced space
of the nest tallied with the regimedbds Vview
confines othe house.

Publications compared women with hens in their roles of both mdtherd mo
|l as gallinas con sus polluelos, as?2 ha de <c
Alonso 45])and housewif¢ icomo gal |l i nas enMitbsd62lk oci nao [ c

Church sermons similarly employed the image of the doting fowl as the epitome of

mot heryhomamo Auna gallina | a mujer ha de aco
Santiago 99); whereas popular son@s such as
ten2a un pol | idtedo k(i k9 4 7i)k,a ofigCaal@lbadspa o wr ul et a

helped to consolidate the bond between the domestic female afdastafion 456).
Furthermorefood brands likeallina Blanca[White Hen] increasingly feminized and

personified its hen logotyd@nage 68)n accordance with the avian representation of

its predominantly female audiencelumnd even

Fémina Gallina Blancg1962)°" This organization issued its own identity card (image

undergo a radical change, serving to transmit the sexual and economic liberation of

women i n the fci paeshhavied peoduted during thetiansition to[ S
democr acy] . Masdisaldse la¥ galingeE9d73, whose title originally was
Am8s puta qwefdlalsowsal Aliinaisa, an ambitious vy

become a prostitute so that she nske money and open her own business. Alcia
identification with the prostitute becomes evident in the movie poster, where she
appears half naked emerging fram egg.
107The brandGallina Blancawas so intrinsically linked to the female sex that it named
and sponsored the highly successful radio progtamsultorio Avecrenil9641968),
where presenter Luisa Fernanda Marti replied to the correspondence of her female
audience, giving advice on diverse matters such as cooking, copaistiimarriage
Besides sponsoring the television cont&b No(1962),it also edited the monthly
wo menos @labdg-éanznia,megista del ama de cdgalsebre and Fontova 37
40).
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69) based on the Francodbcumento nacional de identidfithe Spanish identity

card] 108

CALDO enCUBITOS
GALLINA BLANCA

Image 68. Increased feminization of the |@gallina Blancafrom the 1940s to the 1960s

Image ®. Identity Card ofClub Fémina Gallina Blanc&®

Literary works frequently used hen traits to sketch domestic female

characters®®Car men feels fcomo gallina en corral

108 On March 2, 1944, Franco decreed the issue of a national identity card. Theoretically

to create an unquestionable individual identity, this document was conceived first to

control prisoners, but it was, later, extended to all the Spanish populationa(@yteg

1091mage taken fronhttps://www.todocoleccion.net/documeniastiguos/antiguo

carnetclub-feminagallinablancamariareyessuarezgordillo-sevilla 1963

64~x118131250

110 As could be expected, hen metaphors served to ridicule males that deviated from the

hypermasculinstandard. IrEl canto de la galling1965), for example, Ramén Solis

recurs to avian i magery on dealinmg with a b
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alone to attend a party where she would be wooed bygymen in Rafael Sanchez
Fer | daklarama(d955).Mother and wife Soledad is depicted through this
met aphor while darni nglac@menaiiEsbadmdeCasaoclksn
habitacion interior, dofia Soledad, su sefiora, repasa calcetines mientras deja vagar la
i maginaci-n, una i maginaci-n torpe, corta vy
(350).Mar 2a Eul aliabds protect iensgnbdidallyi t ude t owa
met amor phoses her i UdtmastadehcenTeresa96d.iirem Mar s ®6
arms turn into shieldingwingé Ri car do Borrell, encogido jun
iba ganandole terreno con un brazo adornado de pulseras y seplegjadiescomo un
alao [337]; dAya casi hab2a conseguido cobij
her words are, analogously, transformed int
ala definitivamenteo (345).

Comingof-age novels frequently depled bird imagery on dealing with the
domestic instruction of females. Memorias de Leticia Vall€1945), Rosa Chacel
describes adol escent Leticia as fApichonao (
gravitatesaroun®o fa Lui sads kit cheSimilarlg, Mgta Gaite of her
views female students as obedient hiarisntre visillos(1957) (86). FoMercé
Rodoreda, Quimetds indoctrination of his fi
beginswithanomnast i ¢ change to ACol ometao (dalitt]l
La plaza del diamante 1 96 2 ) : Ay dijo que yo s-l o pod?a

(11).

Mo i XValter, ¢por qué te fuiste? | smael 6s deri sion of his vi
name as wel |l : Al as bofetadas que caer8n sob
Ernesto, Luisin y Rafael, le diran eres un gallina, te pegan dos gritdeyipaeas
como una nifao (112).
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Womends poetry render ed tlirgstofemforeel e anat o
the bond between domesticity and womanhtddéMontserrat Vayreda depicégswoman
breastfeeding her babies as doves nourishin
est ®r i Iiami (s1 S%=h)o:sé vi br an vy ddlm pagarosodoo mo dos |

gue | a habitan®35)( Sutsda.n a nMalrucrha dtou r5n3s4 a wo man

brazosé el vuelo de | os p8jaroso) and heart
dul cemente, como un pequefo p8jaroodo) in AAN
respectivel y. For Mar2a Beneyto, a womanos
y apresado, que da contra | a angustial/ <con

in Gala 283). In the eyes of Carmen Corad@,0 mandés domesti csaexi st en:
birdés fl i ghitAhaaroau nyda tehset myesaqu?2 bajo tu ci
mi casa, /nido de sombra donde cierro el vu
(202). This allegorical view of the home was recurrent in conduct manualsctirsgr
wivesto-b e, such as Caftasraidas naviosRi9blarg) @ fAPara EI vir e
esposa, ese hogar ser8 siempre el refugi o,
con el orden y con la limpiea#&168-170).
The plethora of avian symbols defining womanhood crystallized in the
foundation of theseccion Femenind he organizatioto which the regime officially
entrusted the instillation of domestic values in the female population was presented as a
nest by theCaudillo himself upon its foundation:
No acab:- vuestra | abor con | o realiza
gueda mas, os queda la reconquista del hogar. Os queda formar al nifio y

a |la mujer espafolaé Tengo fe en vues

111 All these poets published their work in the magazines sponsored Bgthin
FemeningJurado 52541).
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haré que en estvetusto nido se forje la primera escuela de la Seccion
FemeninaDiscursosl29

The womené6és branch of La Fal ange woul d,
schools and in the fAicasa cunaodo [orphanages]
maternad ver dader o hogar con calor de nidoo (qt
criaturas hay&umi¥dledd, &8)lteveadepldged this symbolin
several of its publications teaching females about domesiicitie magazing, for
examp e, the i mage of the nest was projected
probada sient e uddlaevdoaciob de colgamsy rédo eéneum&biola
alejado de los estrépitos ciudadand®f43, 8]),andthear r i val of a newborn
umbr al d d&ntrbda ahvii dfBG8/1943, p. 36])

By the same token, women deviating from the standard of domesticity were
represented as predator,y apgr icge®awsicoasndbir
A c o c k aermabvays at vand to disparage female politicians and activists (Barreiro
3; Garcia 40; Salomén 45). Along with implications of home abandonment and
menace to the androcentric regime, such avi
claims.Thepress@r i cat ured suffragettes fen-forma d
55) making norsensical petitions. A string of avian names also defined the female
political dissidence: fcotorraée -I8%ocantado
Aila mujerosaérewal cotorra, wuna charl atana o
no | e Iimporta y edinRuzRapldly. no enti endeo (

Fictional works lampooned female characters through vociferous lirdsa
Colmenaseveral passages mock the conversations of women by describing them as
parrots. The pensioners with whom dofa Pur

Visi s husband resorts to the gSabesquéet aphor
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va a venirestatarde?-Al g%n | or o, cNomo nsii anoi gva eMoanét ser r

Visi vol - a sal-pdé)arhea i anagaemiogaad o(oks5 comes

when describing his female rel atLafam@lia as t he

de Pasual Duarte( 194 2) : ALas mujeres son como | os

chooses another boisterous bird, the crow, to recreate the gatherings of Aunt Angustias

with her female friends iNada( 1 94 5) : AComo una bandada de

ramas de 8r bol & as? |l as amigas de Angustias e

vol v2zan dlaetveandchaé es que eran como99p 8&j ar os
Graphic novels gave a more vivid picture of this animalized portrayal of women

too. Penned by Miguel Bernet, the comic series Dofla Urraca [Mrs. Magpie] starred the

homonymous birdike female charactgimage70).**> Modelled upon a noisy magpie,

the resemlance with this animal not only pertained to her name, protuberant nose,

unmistakable dark clothes, flying ability and fondness for stealing, but also to her

aggressive and garrulous personality. With her-pvesent umbrella, used as a weapon

to hit othe people, this maleficent woman reminiscent of gothic literature provided a

negative model of femininitgMcGlade 134142; Canyissa 492).

112The character of Mrs. Magpie is believedtbased on the figure of Maria Rosa
Urraca Pastor, a Spanish Carlist politician and propagandist who supported the
coupddé®tat in 1936. After all, her creator,
championed the Second Republic during the Spanish Civil Matihez Pefiaranda
16).
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jCARAMBA! ;CON
QUE IMPULSO
VIENE,,.!

P i CARAMBALLIES UN ANILLG CON
e UN HERMOSO BRILLANTE Y PARECSE
BUENO, PERO ES MAS FALSCQUE
Yo I TENGO LNAVISTA DE LINTE
PARA ESTAS v -
b COSAT .,

Image70. The comic character of Dofia Urraca (1948). Her characterization as a magpie
Far from embodying the womanly archetype promulgated by the Regime, Urraca

was, in comic critic Manuel Barredods words
spinster] (ii) whose maternal instinct was rexistent. Her abhorrence of children
manifested in cdpus vignettes where her enjoyment derives from hitting and making
them cry. Besides, Urracads unduly pessimis
the woman of perpetual smile projected by $leecion Femeninadn addition, her
attendance dunerals for her mere pleasure and to poke fun at the mourners were also
traits of her antreligiosity in National Catholic Spain. As a corollary, the comic was
censored, and Francoist authorities forced its publishing company Bruguera to sweeten

Ur r atengpérament and behaviour for its continuation (E. Martinez 16).
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{CLANDO 0150 LLORAR A LN CRIO

EL:DofA LRRACA

DE ESTOS ME PONGO LA MAR DE uAmaAmudo A LINA POBRE
WNT&‘ CRIATURITA INDEFFNSA L.
> o)

3
S, 7/

Image71 Dofa Urraca: The antithesis of the maternal archetype

Cinema projected this polarized view of the female sex as wild animals and
peaceful birds to comply with the governmeratigéndd*Gonz al o L&loBarye z 0 s
la Paloma[The Shewolf and the Dove] (1974) serves to illustrate this dichotomy. The
title of the movie irremediably lends itself to the identification of its female
protagonistsSandra (Carmen Sevilla) and Maria (Muriel Catald), with the binary
zoomorphic modelsf femininity.}4In fact, the movie poster displays the drawings of a
shewolf and a dove crowning several photographs of the two charadtbeseas
Sandr ads vol 0 perdeavage bggcdmessthe épcus of attedtipn
aggressive postur@sshe grabs h e g i d laddgightdark dothésto accentuate
her sexuality and criminaliiy seem t o rel ate to a sexual ani

appearance, sitting quietly and wearing a long white dress, evokes the docile dove.

113The Francoistiender discourse (Guillamébarrasco 98.00; Rabazas and Ramos
43-70; RodrigueaMartinez 133145) resurfaced in historical filmikatcharacterized
female heroines as wild animals in the absence of male figuretegdredary widows
Mar2a de Guzm8n and Mar 2 BofiaMaridHaBdaval | a i n Lui
(1948) and JladeonadleCaQil§toaly, ee€psctively, earn their
zoomorphic sobriquets (i.e., the fierce animal and the lioness) on playing a much
needed masculine role in military exploits
the fulfilment of their lastwill abanyi , AHiIi storia y mujero 50
"4This movie was the first one to display a
and Morgan 113; Fernandez RuBip
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Image72. Movie E)osterof_a Loba and La PalomélL974)

The film, which revolves around the quest of a diamendrusted gold statue
that becomes the source of greed, sex, and murder, characterizes Sandra as a (sexual)
predator(Aguilar and Losada 108; Alonso Féndez 114112; Martialay 251}1°
Despite being married to Atrilio, Sandrads
cheating with Zayas, her husbandds work col
father. The voracity of the adulteress wife transpires in her libidinous reeststee
seduces Zayas and adopts a dominant position when mounting him in bed (00:42:23).
After copulation, the insatiable Sandra heads to the kitchen to wolf down a loaf of bread
spread with white cheedewith the obvious phallic connotatiaisin front of her
impotent spouse, whose virility has become the object of scorn by all the males in the

house, especially by Bodo, Sandrads dwarf Db

115The film, which exploited eroticism through the lens of the horror genre, was partly
designed torevitalizEar men Sevi hli @ad¢$ heafa@erwiur ao cont
years of the dictatorship (Naval and Carandell 28). Relaxation of censorship, increasing
industrialization and foreign influences paved the way for a slow rise of sexuality on the
big screer{FouzHernandezSpanish Eotic 1-18; Gullo 181183).
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Image73. Sandra playing the role of sexual predator and wolfing down bread and cheese after
having anadulterous relationship

Sandrads i dent iwoilcfatciloans hweist hwitthhe Mahrez a 6 s
and peaceful demure. The adolescent, traumatized and mute after witnessing her
fatherdéds murder at t he hand®enoeleas@ddrgnaas over
mental institution to inform of the whereabouts of the coveted treasure. Moved by
greed, all the characters attempt to persuade Maria to reveal the secret location. This
includes all sorts of str atassaukanthe such as A
adolescent to prove his downtrodden masculinity after leaabogth i s wi f ebds af f a

As coul d be expect ed-exemplafybehavors@sultiSp ai n,
an accumulation of violerteathsat the end of the movi&andra murderser husband
and, later, commits suicide. Bodo also takes the life of Zayas away but is eventually
killed by his agonizing victim. Maria, then, emerges as the only survivor, retrieving the
jewel hidden inside her riding horse toy, and, somelringing to that old mansion
the necessary peace associated to her through the symbolic dove.

In its double manoeuvre to terminate the feminist accomplishments of the

Second Republic and to relegate women to the confines of the home, the Francoist
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regime offered a Manichean view of the female sex as wild beasts and docile birds.

Paragon of domesticity and maternity, the s
paradoxically served to quieten the roaring
priortohe Civil War, since radio and televisio

noise on the speeches of female politicians to deride and silence their claims. In
addition, the dictatorial machinery exploited the farmyard animal, both metaphorically
and literally speaking, to vilify female dissidence. Their avian representation in didactic
stories that ended with their tragic death somehow correlated with the real punishments
given to Republican women. Forced to walk with g, lpeh on her feathers and eveat

her corn (Arnabat 57), they were reminded of their true natural state as well as domestic

pl ace i matight®anc oo s

1181t is worth recalling thaeél emplumamient(.e., tarring and feathering) was a
common puni shment given to prostitutes dur.i
prostituci-no 13)
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4.2. Dissecting the Female Body: The Animal Nature of Women in Pseudo
Scientific Writings

A la mujer se latrofia la inteligencia como las alas a las
mariposas de la isla de Kerguelen, ya que su misién en el
mundo no es la de luchar en la vida, sino acunar la
descendencia de quien tiene que luchar por(@taonio
Vallejo-N§jera,Psicologia de los sexp4$4)

Leading Spanish physician and chief psyc
Vallejo-N§j era compared a womanodés brain with the
psychological treatisBsicologia de los sexd$944). Apart from underscoring the
feeble intellect of the female sex by rel at
body, the doctorés anal ogy al so Bandrésmarglct ed t h
Llavona 45; Campos 11; Cayuela 2&B7; Mitchell 19). In fact, medical practitioners
and scientistat the service of the dictatorship constantly drew parallelisms betwee
women and beasts to rationalize both their low intelledagalltiesand their primary
reproductive functionand toostraciz themfrom the public and intellectual sphere.

The fatherland envisioned by the Francoist Regime stood upon fundamentabNation
Catholicvalusthatf r amed rigid societal roles for wor
conditioned by motherhood and the state apparatuses were geared towards the
fulfillment of fAtheir biological destiny as
(Nash 183) . Policies and institutions were p
Natality measures were devised to promote large families (Caldwell 171; Cousins 178

186), laws were passed in order to hinder women from accessing the job market

(Domingo 28;0rtiz 2) and, with the proscription of -@ucation, a new feminine

curriculum oriented towards the promotion of motherhood was instituted and reinforced

through the mandatory courses offered by3kecion Femenin@Morcillo, True

Catholic90-98; Richmond and Gil 1%8), whose emphasis was on the natural,-God
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given maternal role of women: ALa misi- -n na
(gtd. in Martinez Cuesta 151y’

Women were then, by nature, associated to the corporeal and the priate sph
of the house; men, on the other hand, were linked to the intellectual and the public
space. As a corollary, any woman deviating from her biological role as mother and
transgressing the confines of the home was deemed unnatural in scientific discourse.

Medical treatises underscored that fwmmpliant females went against the dictates of

Nature.Accordingto ValleleN8j er a, A[l ] a mujer moderna ha
de su sexo y se desvz2a de | a f uAmtesl33)n que | e
Similarly, gynecologist Jos® Botella LI usi 8

any endeavour outside their domestic roles as mother and wife since these were the only
functions inherent to their sefiElla no debe luchar nunca por la existarbrque no
es su misién, ni biolégicamente esta preparada pardellonismo modo seria
contranatural que un padre se ocupase de cuidar de sus hijos, miantigs ke
emplea en otros menestetg@l4)
Scientific texts explained the femaeaatomy in terms of animal symbolism to
bring to the forefront the instinctudlinstead of rationd@ side of women (Bosch 35
38)™InfiPsi qui smo del Fan aenawsethalleM¥gjeraandt ao (193
Eduardo Mart2nez affirmed that @Al a mujer en

reproducci-n y por tanto a | a naturaleza [ e

117The leader of th&eccién Femenin&ilar Primo de Riverajoiced her concern with

increasing birthratesinhéri r st speech to Franco: AREspa€fa
nYamer o de habitanteso (gtd. in Domingo 122)
8Spani sh doctors also employedlatransl ati on:
inferioridad mentaldelamujer a popul ar treatise that stat
characteristics are very similar to those of beasts: mainly the lack of a mind of their

owno (qt d.True@athdior®)ci | | o,
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Garc2a Prieto 223) and t haghpuriostlecgnmdgtogui s mo f

con el i nfanti |l y eHolgado 12mEheréfore( tqpravetheir n Her n §
ment al inferiority, womends brains were mea
i nsectsd bodies, such as ano Bsicdogigdedapi der s i

feminidad( 1 946) and J o BeRlock eualitlades BedamBjfdid 8)
(Scanlon 333; R. Torres 109).

Gynecological essays employed arthropods as well to account for the
reproductive system of women (Murillo 92heir (in)fertility was paralleled with
spiders producing egg sacs (MedibaménechCiencial84) and their conception,
with the fecundation of ants: A[l a concepci
hormiga reina, que luego de desplegar sus alas en el cortejojuerio nupcial, se las
arranca cuando es f nadditodta dndedlinifg e geffeative es 109
function of women, these tiny creatures also fell within the scope of small animals
suggestive of the (mental) inferiority of the female sexabovementioned.

Further comparisons with animafsmedical writings served to delineate the
scientific profile of the female subject as an instinctual beast, particularly as regards her
sexuality Regueilletl036).PhysicianFr anci sco J. de Echal ecu st
tieneé un predominio de |l a vida instintivado
sexual es éaniShaarlg bisviews( \alkejplsj er a even asserted
inability to refrain their basest bestial passidng: u n a ] irrefrenabl e tenc
(Psiquismal 9 ) . Doctors spoke of #fAcelo animal 6 an
female sexual drive, and the lascivious nature of women was equated with ferocious
creatures, such as shwlves,lionessesand tigrsses (Medindd o m®n e ¢ h AThe

Expertso 182).
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The clinical narrative rendering women as unbridled lecherous beasts
contributed to the |l egitimization of Franco
pronatali st and Cat hol i cesdxalitysséngeditst he st at ed
reproductive as well as ideological needs. In fact, as Michel Foucault has argimed in
History of Sexuality1976), as sexuality became part of discourses of discipline and
power, the state createfficial institutions (penal, scientific, medical) aimed at the
regul ation of peopleds sexual elPayanatdJnder Fr a
femal esd penitentiaries and ment al institut
Republican, prostitutes and gla mothers clearly fulfilled this function.

If during the Civil War, theseccion Femeningosited marriage and motherhood
as the mechanisms to tame the bestial femifiine | amansami ent o[ de | a
Y, 1938, 16), during Francoism nenanonical females were hypersexualized through
their incessant animalization. Medical work
propensas a | a bestialidado and fAcon pasi on
their reclsion in prisons. In like manner, single mothers were represented as wild
beasts to seclude them in center&lbPatronato de Proteccidon de la Mujer

The medical establishment determined that Republican women were prone to
violence and sex due to their uncontrollable bestidlityheir study on Republican
inmates in Mélaga, Vallejdlajera and Martinez observed the triad bestiality
criminality-las rojas. ARen | a revoluci-n comunista espalf
femenino con entusiasmderocidadi n u s i t a Ghese feha3e9 @&nked lower than
prostitutes. Their political ideology, indeed, was thought to infect their descendants
according to genetbeliefsofthnese al | ed Agen rojod [red gene]

their offspring. At the end of the day, this faunistic conception of women provided
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moral and scientific grounds for their incarceration and forceful separation from their
children as wll as for their rapes by Nationalist men.

The Francoist project aimed at the institutionalization of domestic motherhood
via the association of women with animals was supported by medical authorities who
attempted to prove epistemologically the mental inferiority of the female sex and their
solely reproductive function. Their studies on the female body based on similaitities
tiny and prolific insects served this twofold purpose of, on the one hand, demeaning
womenods intellectual faculties, and, on
nurturing role. In addition, although the bond between women and beastselitimat
gave prominence to their carnal nature, female sexuality was solely understood through
the prism of procreation within marriage. As a matter of fact, medical writings profiled
prostitutes, Republican and sexually liberal females, §ingle motherdgsbians, etc.)
as lascivious and depraved animals threatening the established order. These
representations linking bestiality, sexuality and criminality were instrumental in the
establishment of punitive centér&l Patronatq penitentiaries, mental hosal$d

aimed at the domestication of women.
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4.3. The Taming of Women: Animal Metaphors in The Discourse of Female

Education

NO PODRAS CONTAR
A NADIE TU HAZANA
CUANDO TE ALCAN- A

Ce CON M| ES-

I mage

7 4 -Lay(ldnduBripirata!apitan Truenpno. 32, 1970)

TRAS ACARE CON-
Ti6o?

|ERES EL PRIMER. MISE -
RABLE QUE SE BRURLA.DE
M1, PERD NO PODRAS VA-

ZQUE MPORTA LO N JEL CAPITAN TRUE -
GLE PUEDA SER MIEN-) NO NUNCA LUCHA CON-
TRA LAS MUJERESL.,

NAGLOR%RTE FOR MUCHO A SINDOMAR...

In one of his travels enforcing justiaeound the world, Capitan Trueno [Captain

Thunder], the bedtnown fictional hero during Francoism (Alary-%38; Jiménez 17),

confronts a

[t he

n

t er ms

savage

of

Chi

nese female pirate

whom he

w o ma n ]| anianalldSpéaking of his iemmirzet combah e

t

he

taming of a beast

(AUNa

knight reproduces the traditional view on the education of women. Through the
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application of physical force, Capitan Trueno ngesato defeat his foreign adversary,
putting her back in the right place traditionally assigreedomen. At the end of the
comic, indeed, the once f emaHadngmplacedi or has

her sharp sabérand tongué with a saucepan.

TLI PERMANECERAS CON NOSOTROS, PARA QUE ey
ATUS HOMBRES NO SE LES OCURRA. TENDERNOS
LINA EMBOSCADA, ADEMAS ,NOS SERAS DE GRAN
UTILIDAD... REALIZANDO LAS TAREAS

PROPIAS DE LAS MUTERES !

JENTRAS ,EL CAPITAN HA CON-
SEGLIDO ALGO QUE PARECIA /M-
POSIBLE DE LA MUTJTER PIRATA ...

 iHUMESTOS _ <7 i TENEMOS UNA |
PESCADITOS DEBEN COCINERA EX-
PE SABERA

GLOR !

Image 75. Taming a wild woman: from pirate to cook

During Francoism, the education of women
to the domestication of animaf$. The dictatorial regime, indeed, recovered this
folkloric motif regarding female educatioa justify gender violence and to deter girls
from any academic aspiration. Along with the revival of Medieval and Golden Age
treatises whereby female education was somehow tied to animals, suemdsiis
Vi v |mgdrdccion de la mujer cristian@he Ingruction of the Christian Woman]

(1523) and Fr bayerfecnicasad@te Pdérfect Wifé]$583)

119 This analogy between the education of women and the taming of beasts was already

present in the 19th century. In the Edumadl Conference of 1892, Spanish intellectual,

writer and professor Emilia Pardo Bazan resorted to this zoomorphic simile in order to

criticize female instruction according to patriarchal values of submission and

compliance: A No p ureddla mgenactual llgnoarse tal educaaion ¢ a c i

sino doma, pues se propone por fAspmo, | a obedi

sefiores, a que reconozcan que la mujer tiene destino propio, que sus primeros deberes

natural es son p a rsafelicidadsdiggdad persosafigren queiser

el fin esenci al de su culturao (qgtd. i n Rod
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(Morcillo, True Catholic30-34; The Seductiofi41-142), the Francoist government
promoted other classical readings in which the subjugation of females was achieved
through the exertion of physical force, nam&yw n J u a n ElMandel@canbrs
and Shakespe a MTeedaming of thexShiei@rego and Bamdin 143
157)12°This last play, which was adapted cinematographiaeilly the titleLa

fierecilla domadaAntonio Roman, 1956), achieved enormous popularity in dictatorial

times due to their gender politics (Gregor and Bandin1B43 12!

Ga)= ARMEN
\(,'/) / SEVIllA
e MBERTC
iy €

o

v Bsss ANTORIOROMAN  R5FeC %

Image 76 Movie posterof La fierecilla domadq1956)

122Fpcused on the i mpor t aeguatetheochoicé of apmdde 6 s b e a
spouse with the buying of a beast of burdea slavesine both need to be closely
examined to make a wise judgment based on their physical appe@vimcigo, True
Catholic32).La perfecta casadavhich became a staple wedding present for brides in
Spain during Franco0s difficuttyeoffindng theiideaawife y poi nt
by identifying women with animals
21This is the tale no. XXXV fiDe | o que cont e
muj er muy fuerte et muy bravao in which a vy
gains ascendancy ovieer by killing three animals which refused to bring him water
with which to wash his hands. On seeing the increased violence towards the dog, the cat
and the horse, the bride is convinced that she will have the same destiny unless she
foll ows tcémmangsAsom®s Shakespeareds play, t he
around the courtship of Petruchio and Katherina, the obdurate shrew. Initially unwilling
to participate in that relationship, Kat her
resorts to a seried torments, such as food deprivation, until she becomes a desirable,
compliant, and obedient bride
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Apart from contributing to the dissemination of tlueg-established tradition, these
texts paved the way for a plethora of coetaneous works (literary, filmic, musical,
journalistic, legal, educational) that also conceptualized female tutoring in the light of
animal taming.
In the literary fieldthe authatarian old widowPraxedesn A na Mar 2 a Mat u
Primera memorig1959)regardghe education of her grarghughter Matia as the
taming of an andmal di ide dpenasginCemepu® a | a
L a f o Laasta@ l®s demoniod952), despotic Falangist Matilde expresses her
teachings to her young niece Marta in similar teriiviatilde, desde que se enter6 que
su sobrina iba con ellos, empezaba a tomar con Marta un aire autohtiarioifia esto
le asombraba un poco, perodggabadomarpasivamente, con todas sus fuerzas y sus
esperanzas concentradas en la proxima partafd ) 122
As f or t heat enseiarfalud somvesienB®aryracdred to the
taming analogy tshowthe domestication of antellectual working womar?®
Concerned about their daughter Rosana, a bookish single teacher that repels all her
suitors with her indomitable personality, Margarita and Gregorio wish for a strong

willed man capable afontrollingher. When Lorenzo appedrsn R o slasgnatd s

122 As has been noted elsewhere in Spanish novels of female development written under
Francoismnthe use of this bestiary rhetoric informing #ducation of women has a
clear subversive purpose. Its use represent
propaganda intended for the domestication of the femal@Bseaer and Johnson;
Briggs Lopez Gallegpinter alia)
122Consi der e dtralffavdrito delR®@ i me@aad ( P®r epaynsighd P ®r e z
Al fonso Paso deferred to the most conservat
Spain, with genderelhden comedies such Bss derechos de la muj€t962),
Educando a una idiotfl965) orDomesticar a una mujefl970). He also contributed to
the cinematogr aphi c &hd aamingoftheShrewhitlh Shakespea
might have inspire@Ensefiar a un sinvergliengB967) (Paya 57). His play, which was a
blockbuster since its premiere (PaBbteatro2), was adapted for the big screen by
Agustin Navarro in 1970.
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only is the young lady smitten by the floving rascal, but also her parents, who see
him as the ideal candidate to domesticate their wild offspring. In an interview with
Lorenzo, Gregorio makes it clear that Rosana is like a beastd of tamingiiUsted
es nuestra salvacioNadie ha querido acercarse a ella. O usted la doma o dentro de
cinco aios mi mujer y yo estaremos a pan y agua como el conde de Moritét@isto
Throughout the play, t habdudingophemasduinen of t he
control overRosanaeminisces the zoomorphic conception of female instruction
(Puchau 27). At the end of the comedy, in f
adjusting to the prototype of submissive womahile the rogue pkerplayercontinues
with his dissolute |ifestyle despite his gi
sacrificest?*

Prior to Pasos6 comedy, dbedlegogicak Jar di el
taming of a sekwilled woman inBlanca por fuera y Rosa poedtro(1943)1%° During
the constant quarrels between married couple Blanca and Ramiro, the former exhibits
her brutal tempér yelling, insulting, pushing, scratching, throwing objécts
comparable to a beastds behavitodefineli®sami r 06 s

brutal wid efis(aigaanindi iieje assdobowdd Byohis letermination to

i nstruct Auna muj er i nd- thiodglapghysicahamd verbat a me a b |
abuse
22'n this regard, Ana Puchau de Lecea obser\

para convertirse en su mujer o, en su defecto, para seguirle de la forma que él
establezca. Se ofrece a él siguiendo el prototipo de mujer sumisa. Lorenzo, por el
contrard, no ofrece nada, se mantiene en su papel de vividor e insiste en que no va a
cambiar su estilo de vida por ellao (66).
125pedro Lazaga took this play to the big screen in 1®i7the movie poster
significantly,she is seen wearing boxing gloves on tbpey defeated husband.

141



This famingoften entailed physical violence andrbalabuse in filmic
productions where men used artifacts designed for the subjugation of beasts, such as
horsewhips, leashgand chains, to discipline woméff.The male protagonists of Pedro
Lazagads bvente adAlerhania, Be@#®71) animalize their female partners
to defend theimaltreatmentAf t er ref erring to her friendos
mule],duetoher r eti cence to support Pepebs deci s
Angelinobds r eoemanmnk ®Rrladr &lse |l de que | as domao (
her a thrashing@im Mandee!| Fditnflase hardrseh er .
Fernando hits his stepmother Estrella with one of his horsewhips after finding out that
she has married his father Juan in order to
ignominious actions gives way to a series of bloody scenghiah she is explicitly

compared té and treatedlikkone of Fernandods wild equi nes

1281n Destination DictatorshipJustin Crumbaugh notes the story of the taming of sexy
foreignfemale touristsn Spanish movies. His analysis®dhia de Palm@Juan Bosch,
1962), the firsSpanisif i | m t o di splay a bikini on scree
taming of the bikinic | ad shrewo (97). The sexy Swedi sh
submission by the Spanish Mario who responds to her provocations with a forceful

blow to the face that eventiyaknocks her to the ground, leaving her both in pain and

in | ove with him. I n Cr umb suegghtdas wor ds, t he
submi ssive Spani sh wo maimseveiaSsansgs efthéterno d o me s
(being tamed, becoming domestic,aedacsi ng t o be foreign)o (97)
127 The animalization of females also went hand in hand with their mistreatment in

novels.! n L a Nada(¥47§ 3uan constantigsultshis partner Glorizalling her

Afi 64,8 b e s(122, 425, 27Dorfi p e rd9)ard alsobeash er up: fAJuan me
a Gloria en la bafiera y, sin quitarle las ropas, solt6 la ducha helada sobre ella. Le

agarraba brutalmente la cabeza, de modo que si abria la boca no tenia mas remedio que
tragar aguaé £1 sol t . anpwniataztslerals dalezailaegy | e en
se qgued:- otra vez quieto y |jadeant.e:l ndé Rcerl an
La familia de Pascual Duart@l942), Pascual sees his rape of Lola as the taming of a

mar e: A Fue uerdbada enkehaasujéta es@alza mas hermosa que

nuncaeée Sus pechos sub?2 an ayephsa.jYalbdayarre del respi
pelo y | a ten2?a bien sujeta a |l a tierra. El
sangre, hasta que estuvo rendidaydacico una yegua joveno (68).
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con la manada, llévame a tu lado corriendo como un perro, atame a tu caballo, pero

| | ®v a me 0 H s0t2e | 2lgerifsda)isnevithfa dog, evelbegging for physical

abuse as long as she can remain with her beloved man, seems to reflect her

internalization of the faunistic view of female education. Aware of her transgressive

behavior on taking the reins of her sexual desires, Estella debasditbehsecategory

of a faithful pet and asks for forgiveness

her.

Image 76. Fernaﬁdopunishing Estrella with his horse whip to teach her a lesson in Manuel Mur

Ot iFédm(1956)
I n Cl ement ¢éacRamaoghdatd MLa®®sA) , Guadal upebds wuncl e
orphan niece with a cat (A&daAhOPOAL29] vas a e
while beating her up with theame slippers used to train her feline companion for
refusing to follow hiscommasd When repri manding his wife,
stick to cane his spouse Acomo un perroo (O

streets i B caltadebgall19%5)!%F 06 s

128\While exploring domestic violence in Francoist cinema, Fatima Gil Gasson
notes the use of animal metaphors in scenes dealing with female abu2&9256
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This bestiaryrhetoric reverberated in music@mpositions that metamorphosed
women into all sorts of beasts subject to physical violence for didactic purposes. Lola
FIl oresd AMi abuelita ten2a un pollitoo (1914
disobediencéy identifying the domestication ofy@ung girl with that of a chicken.
Unli ke the compliant fowl, which performs t
fregasksigned)o t he f emal e s e Xectionothee rg rga rmcdhddanog thtee
commands regarding marriage results in her beihgith the stick usetb trainthe
animal Mdima aguela, yo quiero casarme/ Y de eso también replicarme/ La vieja
enfadada cogi - una varita fontana/ 6é4aQue te
Far from pertaining solely to the fictional world, thés@ ed gigc al 0

zoomorphic i mages were part and Ipfact c el of t
the regimedbds pr opagan doasecvilentd imite newspapersa i ned g ¢
Published in the regional journéal Regadidn1 956, t he ar gaisedlas AaDebe
mujeres® t ackl ed the issue of domestic abuse.
between women and beasts, the wriggommended wife beating on instructive
grounds:

Una pequefia paliza es, a menudo, la manera mas eficaz de corregir a una

muj eré La mujer | lega a este mundo co

aprender la diferencia entre el bien y el mal y es el marido el que tiene el

deber de ensefarl eéEn t al caso, el ma

elogiado por pegar a su mujéytd. in Fandifio 116)
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This instance irFrancoist medigs representative of the steffaunistic view on
female educatiothatwas channeled and perpetuated through its official institutféns.
Thetotalitarian government, indeed, adopted the taming simile in policies regulating its
female citizenryThe natality measures on January 224 1,outlining severe penalties
for abortion were i mplemented Adomando | os
es i mul ando el deseo djeGutrehagarlo8h The sameyear,qt d. i
thePatronato de Proteccion de Mujer, an institution founded to rehabilitate
prostituteswas establi shed to Adomar a | as [ mujer
Apara amansar su esp2ritu con +hieggadedipl i na vy
mainstream societfNavarro00:45:00.

Of all theagenciesinder the auspicesof Fam 6 s admi ni stration it
wo men 6 s barFalangethat mdst significantly contributed to the entrenchment
of the animalistic view ofemale education. Theeccion Femeninahe official
institution in charge of defining womanhood durtheg dictatorship, regularly deployed
animal symbols in the instruction of women.

Conceived to instill the feminine ideal of domesticttye Seccion Femenina
highlightedthe primitive, instinctual side of the female $broughthebestial

iconography In her inaugural speech outlining the goals of the Falangist organization,

128 During Francoism, sexual crimes often reduced female victirttsetcategory of a

beast to underscore the i nappropriateness o0
outside of wedlock, and to teach them of the dangers of being with males. IfEL967,

consultorio de Elena Francgishe most popular radio program aimed at females,
represent e d-defence o @raatteinptedsapd by her boyfriend as the fight

bet ween two beasts: fla javen]restuveem unchilodecaedtens f i er
ese terri bl e Iselwecanddrontovae@.eds piitne Brmer partner 0
female broadcaster places the male agent and female victim on the same animal level.

The presentero6s recommendation: fAcuando est
concurridos vy Dbllowedbyhdr advice to enary Isind and put up with
his violent temper: fATambi ®n debe consi der a

posi bl emente seguirg8 con su temperamentabil
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its leader Pilar Primo de Rivera drew attention to the unruly, adikea¢ssence of
females to justify the provision of mandatory courses on housekeeping and grooming:
In our Schots, we will absolutely insist that a vase is placed well and
that unhar monious strikes in conversa
of our personal grooming, housekeeping, of our concealment of our
animal instincts, we must keep on telling our comradesthey must
organise their lives so that their outer appearance is in accordance with
the truth and finesse of their Falangist temperanfgtd. in Richmong
The Yoke35)
The Seccién Femenindesigned textbooks offering guidelines and aduite
home décormealth, and beauty to camouflage the faunistic nature of women (Glenn and
Ferfn87Labanyi, AReseman)Iin€Caezmerg Wemnheirn8ol 3h
Pequeiias Regld4941),the chapter devoted the sanitizatiorand aestheticizatioof
womenos btaldgyesntwad ed ADe | a higiene o disirt

Hygiene or The Dissimulation of Animal Lifelts practical, simple instructions served

toshamethefeml ed6s anatomy by rel ati fhgmantal t o it s
Formacion Familiary Socigl 1 946) , anal ogously, associated
ani mal drives in order to encourage manner s

persona correcta oculta su vida animal (su miedo, su frio, su calor), oculta sus
preocupaciones intimas (su excesiva agegt excesivo dolor) en beneficio del
bi enestar general o (9).

The magazines sponsored by the organizatftan inculcated their female
readership with the cultivation of their physique via symbolism of the beast within.
InYa womanoés bircladed byushing hett ciothes and taming her mane:

Afentregarme a una presunci-n tard?amente | u
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mel ena, acostumbrada hastRombmdoontEedd) allentesa
I'ts section AEscuabal] &8&ehBducati PhyB#%# sal Edu
the dangers of gaining weight should physical education be neglected by comparing a
girl 6s carelessness with her sport :doutine
Y todas las muchachasgostumbradas muchas veces a un descuido
gracioso de animalillo joven, que pasado muy poco tiempo se convertiria
en desgaire antiestético de hembra pregorda, van aprendiendo la belleza
suprema del gesto, de la linea cuidada y flexible, el encanto y taecien
de |l a actitudé Adem8s de | as cl ases d

especialmente adaptados a la mujer, tenemos varias horas al dia para

natacion, juegos infantiles y deportivos y atletigmb ul a, @A Cart a de
cursillistao 58).
Other descriptionschncer ni ng a womanodés | ooks drew fron

A

The same newsletter commented on a girl és n

(Puerto, B8WMvhemugeaesr ca | adybdés expressionless g

compared to that of an old bea$tL raujer mira al chico con la fijeza inexpresiva de

|l os animales viej2sim®so (S8nchez, ANochebu
This obsession with the taming of the beastly feminine did not merely apply to

the outward appearance of women and their homes, but, above all, to their innermost

feelings and moods, as Carmen Martin Gaite recalllsos amorosos de [@osguerra

espafiolafiaquella competencia o incompetencia femenina habia que demostrarla no

sélo a través de las capacidades para gobernar el desorden exterior sino también el

interior, o sea | a doma de |lofact theSet@donos h u mo

Femeninaolstered the binomial femafeauna t o f o sregelationffe mal es 6 s

domesticdutiesereposi t ed as a mechanism tan Adomar |
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Alonso89 , the promotion of physical educati on
t he s orcillb,dheSédoction90).

The periodicals of th8eccion Femeningrojected female moods onto different
animal species. Negative emotions such as anger, envy, nervousness, jaatbusge
were usually conveyed throughetaphoriovild beastdo underscore the
inappropriateness of such feelinGsagons, foexample, gmbolizedw me n 6 s
di sappointment at ind: nfalnmco ncthaoh Icees osfe fbari ase ¢
alimentado secretamente la esperanza de convertirse en suegras de raffiectm
conlafuriadecied r a g oRweerot o, 58)Mlaemietapbadriaal tigress defined
a r e adfishr ténperamental and unstable disposition according to the
graphological analysisft he @A Secci -n de Grafolog2ao [ Sect
TIGRESA Pequefos ego2smos. Tempableawment o ner vi
desi gual 0 drsénalityteAtmetetred ® a sylparite, idle female prone to

emotional crisis as Buna indomable fierecil

Image 77. Extract from the Graphological Section defining a woman as an indomitable wild
beast inRevista Y (1 October 1941)

130The Graphology Section frequently used anima@ mes t o descri be wome
personalities. IiRevistaY number 61, fAbicho raroo appl i e
female (5).
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The taming trope also served to mock the stereotype of the loud wordan in
Il lustrated with several vignettes caricatu
rui deLara2®80), ai med at Al ogr alassqauedeli®pavaoz de |
el o2doo (29), proomdedaausarclkeisl obnaop629Dp
humorous tone, the article transmitted the prototype of the demure, quiet female by

encouraging people to control the tone of voice and verbakityomen

En general, es més ficil domar a una chillona aislada que
en colectividad, pero cabe la esperanza de que colaborando
en esta campaiia, se consiga poco a poco disminuir ese griterfo
con que atruenan las chillonas los lugares adonde van, bien
sea de visita, bien en un restaurant o salén de té.

Image 78The t aming of the | oud wo(Mdunel 1939 Campafa

This identification between female instruction and the taming of the beast was
commonplace in these magazines that gftémedtexts pertaining to the education of
womenCngel es Vill art a6 s-29)publisheding anshdrtastary 6r ar a 6 0

aboutt he transf or mat iienpanontonventiona girintoana r ar ao (
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exemplary wife thanks to the aid of her husb&mbtie was rife with animal symbotg!
Defined as 0 hoestthiea oy oaunndg Withra thist &r knovleadge | gi r |
gradually gives up her studies as she falls in love with a man that would end up wedding
her.Their courtship, interpreted in tesnofthetaming of awildbeagfie | | a hab?2 a
| anzado aquel | d29¢ 8 pQué tal & vadcen Rara@l.a doohaste
yafe, fnera preciso da®prauw!l miun actoersp rveintsh -tnhoe p |
domestication through marriage and the removal ofberiqueti r &r @ No es wuna
ninararaEs una chiquilla preciosao (29).

The parallelism between female learning and aniaraiiig was so ingrained in
the ideology othe Seccion Femenina that its publicatibdeliberately reversed it to
caricature British suffragist Sylvia Pankhurst as a male domesticating her caged
feminized husband in the ironiEltombrequec!| e nACi
esta a la derecha de la fotografia, con los ojos cerrados, es Sylvia Pankhurst, famosa
agitadora revolucionarid\ la extrema izquierda aparece su esposa, con las medallas
gue ha ganado domando en el interior de una jaula a su marido {igraes
(Mi quel arena,35iCivilizaci - -no

As a matter of fact, the epithet Ai ndoma
feministsproposing educational reforms like, for example, Federica Montseny or
Margarita Nelken (AlvareRomero 3; CruzCamara 7). The former Spanish
intellectual and Minister of Health, indeed, had published, years earlier, her semi

autobiographical worka indomablg1928) [The Untameable Woman], which

BlThe expression fAchica rarao (literally #t:!
inclined girls that deviated from the conventional domestic and maternal feminine
figure. I n her essay fiLa chica rara® Mart 2n

rarao to explore the artistic protest again
female character starring comiofrage novels defied social norms and pushedwell
defined gender boundaries by pursuing activities outside the confines of the home.
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advocated female education by subvertingfaiidoric motif of i te kaming of the
beast e&C§marrmz A MA)X andoo 14

The insistence on establishing a link between woman and beast ultimately served
to underscore the limited intellectual capacity of the female sex and to clip their wings
regardingany aspiration aside the limits of the home, such as pestondary studies
Despite having the right to access wamsity after completing the mandatatgmestic
trainingandcorresponding official exam established by $®svicio Social]Social
Service] an educatedvoman was aara avisand theSeccion Femeningresented
womends intellectual pur¥onAugust 39y unnatur al
provided Schopenhauerds misogynist quotatio
|l argos e ideAxiontbet asd®i cB4) iNbsotras, | as e
criticized femal esd academic ambitions by r
beasts, because, regardlessheir achievemest men would always be superior to
them: AEN igualdad de condiciones, siempre
con la educacién universitaria] la mujer continuase siendo el clasico animal de cabellos
| argos e ideas cort as @Vithtregesathe intenion®odr 2 guez T
diminishing female intelligence, the jouridedinaused the previous symbol in a poem
that describevo men as i rrational and primitive bea
de hembra, [/ mi fe ani mal y pura y primitiyv

Through the identification with tingnimals women were encouraged to

minimize theirpresence in intellectual circles atiet work force One of the leaders of

132The Seccion Femeninereated th&ervicio Social This domesticity-oriented

program lasting six months was mandatory for any woman ag88 Who wanted to

obtain a passport, a driverdés |license or to
addition to vdunteering in hospitals, schools, orphanages and nursingshéeneales

were instructed in Nationalatholic principles that instilled the canon of domestic

womanhood
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the SecciorFemenina Carmen Werner, urged womgnconceakheir importancéy
becoming charming little ants: Adi si mul emos
en el trabajo. Seamos hor mi guibd)alke, hor mi gui
organi z at i daalo®opted forathe deg,aamotheralland laborious insect, to
cajole females into the sweetness of house
beesé to carry out constant and essenti al I
Keene 247)

In its zeal to instill its domestic curriculum, tBeccion Femenindisseminated
the trope of the womaashousehold animal via its publicatiord. Ventanalsummed
up the female condition as the state of the
del a mujer es | a de animales reproductores

in Paz Torres 60)n this line,the poetry published in the jourrdedinaemployed

symbols of reptiles with carapace to visual
suchasthesnaghMar 2 a Beneytods fACaracol o: AENn mi p
penar/a Ser ® como el caracol / que recdqdgie bajo el

Jurado 540). This newsletter, whose literature circumscthmteminine sphern® the

kitchenwith avianimageryi De s pu®s me i r® otra vez a mi ¢

mu d dgtdoin Jurado 542] fostered subserviencemparingwiveswith docile little

creatures at the service of their husbandg:o | | evar ® el saauh hasta t

animalillo siervo tuyoo (qtd. i n Jurado 540
Entrenched upothe folkloric motif of the taming of the beast, the faunistic view

on female instruction permeated all facet s

novels, plays, movies, songs, radio and television programs, governmental policies, and,

above all, he Seccion Femeninavith its multiple propagandistic artefacts and

educational programs, contributed to the domestication of the female sex. The myriad of
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zoomorphic images in didactic matters, apart from justifying gender violence and abuse,
gavethefd e i mpressi on of womamlsgrsedioourtall | ect ual

femal esd6 academic endeavor s.
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Chapter 5. Hitting the Bull

Animal Metaphors

5 1. Letting the Cat out of the Bag:

Gata(1956)

La Gata era una moza en un cortijo de Almonte, al borde de las
marismas, mas cielo y tierra que grano. Alli manda el toro. Es el
rey. Y se lo merece. Hay casta, trapio y pitones con puntas
como alfileres. Alli, arisca o carifiosa, como una verdadera gata,
bravia indomita, como los toros que ella conocia uno a uno,
como los toros que ella queria y cuidaba, vivia Maria, la hija del
mayoral.(La Gata 00:21:180:21:20)

Surrounded by a male group of bull breeders in front of a fireplace at night, Juan

Eye: Deconstructi

Rev

recounthi s passionate | ove story with an Andal

Gat ao {cat]rBeand®d her identity with the zoomorphic sobriquet, the
farmworker ascribes a feline personality to his former flame. To enhance this portrayal,
the Casanovadtuses on the mighty bull to recreate his partner's temperament. The
beginning of his narrative is, thus, articulated around the pair cat/bull, gexeer
met aphors that will generate the sexual
inner conflct to come to terms with her true feminine nature within a ydatainated
wor |l d. I'n this way, eoswoss thigsedidnevid anblye t h e
how faunistic imagery revealsa G aetret Sessuous persona that defies the dictates
ofr ancods Spain.

Tandemmade by Margarita Alexandre and Rafael Torrecilla before leaving for
Cuba in search of greater freedom of expression abroad during the Francoist

dictatorshipLa Gata(1956) was the first Spanish Cinemascsfereophonic
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production (Bentley 1273 The novelty of the movie resided not only in its
cinematographic technique or in its femdieector (Aio,Margarita Alexandre Garcia
Lépez 29; Martinez Tejedor 336), batore importantly, in its representation of gender
roles revising the clichés of dictatorial Spain (Maiarquez 25264; Santamaria-1
2), which inevitably r e&tTherreatidrama sesiotheds cut s
cortijo of a bullfightingstate f ol | ows Mar 2a ( Aur orca@heBati st a
daughter of Don Manuel gets immersed in a love triangle with José Guardiolaa
young family friend, and Jugdosé Mistral), the new horse trainer. Rebelling against
paternal authority and transgressing the social, moral as well as physical boundaries
delimited for her sex, M&a rejects the ideal suitor #oand, instead, engages in
amorous dealings withuanwh ose sol i d reputation as a wom
father and the men working under his command. In fact, despite their constant
warnings, Maria will have an affair with Juan, eventually losing her life to save his.
Al exandr e and DaGataowss itsltitle odhe faunistie momiker
of its female protagonist. The synergy between the feline species and the central

character is evident in the movie poster, W

133 Married to aristocrat Juan José Melgar y Rojas, XII Count of Villa Monte, Alexandre

and her husband decided to go their separate waysightdivorce was not allowed in

Francods Spain. Dur ishgmetcinema sriicdaredllaywhoof a mo

beame hemersonal and professional partner till the end of her life. Together they

founded Nervion Films, the production company that mad&ata Due to the lack of

freedom during the dictatorship, Margarita and Rafael abandoned Spain and settled in

Cuba after the triumph of the Cuban Revolution in 1959. There they partook in the

creation of the Instituto Cubano de Arte e Industria Cinematogréficas (Jihéakk

6).

134 There was a national and an international versidraddatadue to its erotic

innuendoes. In fact, the sexual charge resulted in a pornographic French adaptation.

Alexandre confessed her shock after learning that theentad been projected in a

Parisim porn theater with some Habibdietelcaladode s cen

en la secuencia del pajar cAarora Bautistay Jorge Mistral imagenes ajenas eon

musl o por ac8, un seno por all 8§, pleito, revol c-

pero al final |l a cosa se qued:- como estabad
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(image 79):* This visual dyad seemingteflects the Francoist binary virgin/whore
that the onomastic pair Maria/la Gata conveé§4. the former clearly alludes to the
Virgin Mary, the latter refers to a woman who actively engages in sexual relations and

even in prostitution (Faulkner 659; Mim-Marquez 253}3’

BAUTISTA

MISTRAL

LA caTA

AT DO s
~ RASTMANCOLOR,
e SR T

| & —d

Image79. Movie poster of.a gata

135 Apart from symbolizing bad luck, the black cat also oozes sexuality since it
representsthedatkai r ed Mar 2a. The protagonisto
stereotype of the Andalusian woman traditionally associated with an unrestrained and
destructivepassion (Ruiz and Sanchez52). In fact, the first time appearing on screen
Maria is wearing a light pink night gown that accentuates her feminine sensuality and

S

voluptuous physique. As she stretches in bed after presumably having had sex with Juan

thenight before, the satisfied young woman looks at herself in the mirror.

1361 terms of name symbolism, Carmen Santamaria Salinas statées! thetb de

nombrar construye en si una dualidad identitaria marcada por la rebeldia inherente al
propio fgamaeé& YLaMar 2ad se convierten

en

phy

no

model os de mujer que parecen ser encarnados

¥l'n Francobds time to speak oWwomehe cat
sexuality Artistic productions often dépyed feline imagery to add to the eroticism of
femal e characters, which often resulte

del morrongoo related a womandés genitalia

3). Popularized by Carmen Sevilla hetfilm La guerrillera de Villa(1967) the scene

of the song was immediately banned, for it included the sensual performance of the
Spanish actress caressing a fizzy cat for their mutual satisfdakemise, in Victor

Er i Elespigtu de lacolmena(1973), adolescent Isabel tries tofeaate a cat and
when the aimal bleeds, she uses its blood to paint her lips. As for foreign cinema, the
US movieCat on a Hot Tin RogfL958) starring Elizabeth Taylor underwent some

wa s

d

t

n
W

changes due to censorship. letl s tterj aandsol adtei azn |

as opposed to the Latin American versi
the erotic relationship between women and.cats
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To complemer& and bolsted this patronymic symbolism, the two males that woo her
are called José and Juan, with the corresponding heavenly and devilish associations

attached to thenktvocative of the biblical figure of Joseph, the first name relates to the

Virginds husband, aligning in this way witHh
signaling, then, his adequacy for the overs
connect with the 1| iter ar-knowbdAndaludianan, Tir so d

philanderer condemned to the Inferno after seducing women with the false promise of
marriage. Significantly, the antagonistic love rivals argue about how to address their
coveted girt*®*Whi | e Jos® corrects Juands use of t he
insists on calling her Al a Gatao echoing po
i mplying her | oss of chastity by striping h
Maria es el noilore de la Virgero

Juan: ¢étY¥ siempre has vivido entre | a

Joselillo [raising his voice and body in an aggressive attitude]: ijNo la

llames asi!

Juan: ¢Es que no te gusta?

Joselillo: Tiene su nombre.

Juan: Si, ya lo sé, pero todos la llaman asi. Y a mi me gusta. Ademas,

Maria es el nombre de la Virgg00:34:1000:36:02)

At the outset, then, the onomastic symbolism discloses the Manichean construction of

the feminine gender as either a religious ahagiman or as a sexual predator. Yet,

138 ater, when José steals a rifle to threaten Juan, the two will argue again about the

form toaddress Marig01:01:0101:01:24)In addition, Joselillo will confront a group

of male workers that sing a song ablauGata After hearing the lyrics referring to

Mar2a (AQue | a gata | a |l amaban y era una

[01:03:.00) , the young suitor t hefloows the vocal.
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when the movie progresses, the viewer will soon realize that these names are mere
social labels whereby the true nature of a woman is trapped in a religious fabritation.

The only child of alifecisacondiioeed lbyder sex. blevn e r , \
domestic universe revolves around her father, the head of the famibf tredfamily:
run bull business. His masculine dominance is visible in several scenes where he
presides the home r e adeadwhpereaasnhtd daughterms i mposi ng
cooking in the kitchen in the background (image 80). As the camera zooms in on both
characters, the viewer soon notices the different roles and spaces assigned to the sexes.

The @i ntmayoldall chiargezof his bull indstry deals with the world outside

whereas Maria is limited to her household chéf@s.

|l mage 80. Mar2a does house chores in the kitct
Not content with her prestablished location in a patriarchal society, Maria
constantly pushes boundaries. Climbing onto roofs and walls, which helps define her

feline profile, the young woman achieves a privileged position from which she gains

1¥gysanMain M8r quez states that fAthe ani mal met
out the human quality of Mar2ads sexualityb?o
140 Regarding spatial symbolism, it is worth commenting on the numerous scenes where

Maria is behind gated windows to talk to Juaframt of other people in theortijo.

This sharply contrasts with the open fields at night that witness their incipient romance.
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access tohe masculine world. As she pans down to a group of men in the bullring or

the courtyard below (images 81 and 82)atatakes pleasure in the male anatomy.

Image 82Maria looks down on the male workers who are bullfighting

Mar2ads gaze becomes explicitly sexual a
from the top of the house. Rejoicing in the
interest in her loveto-be and concomitant objectification represents a reversal of
traditional gender roles (Iniesta 5; MarMarquez 258). In fact, as explored in Laura
Mul veyds classical articl e ofpl¥asuseunddokin| easur e
has been traditionally split between active/male and passive/femake Gatg
however, there is a subversion of this representational schema, for it is the female
protagoni st that seeks and obdymdfferentpl easur e
places (e.g.cortijo, house, bullring, barn, countryside) and from different angles (e.g.:
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hidden, faceo-face, from walls and trees). This visual effect is, thus, part of the

transgressive nature of a film that questions traditionad@econstructs and nornts.

Image83 Mar 2 ads sexakadlJuagaze at a half

Having caught si ght o flikenature willresuface thrtugh pr ot ag
a series of hunting metaphors where she explicitly takes on the role of (sexual) predator.

When Juan notices that Maria is alone setting up mice traps in the leathreputed

seducer acknowledges her control over mal es
aquiZ?No queda ni un rat - n. EsThegprogectienrobtte muc ha
pair cat/rodent onto Maria/man is followed by several shots with arguerotic

charge. As the couple getsinAlveces acdes | 95 &
zal amera como [|-00:83:19 iadites beoto geclrrie@ @vaylb her true
feelings. Yet, despite the mllyoejeaasginni st 6s pl

After this anticlimactic moment, she is seen running to the courtyard, where a male

YWAccording to Barbara Zecchi, fdel cuerpo de
directora, que se concentra a menudo erdstalles: cuando se lava el torso desnudo,

los primeros planos, en este caso flmados con una camara objetiva, se fijan

detenidamente en la piel del hombre, poniendo en evidencia, con claroscuros, el
entramado de sus venas y sus m¥Wsculoso (225
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wor ker that overheard her previous conver sa

soundiBh, t %, gat a!-008Mi6)au! o (00: 33: 14

Image84. Maria plays the role of sexual predator while setting up mouse traps in front of Juan
Feline imagery will further reinforce th

After | ear ni-grlgiend, Carmen,iswree mfdhe seaspnal workers in the

cortijo, Maria adopts a vigilant attitude towards them. Taking advantage of her upper

social status, she marks her territory by keeping them apart and even ordering her rival

to | eave the ranch. Given CatxraredMaia r ef us al

engages in a verbal and physical confrontation reminiscent of a catfight (image 85).

Image8 A catfight over Juands affection bet we

Maria: ¢ No tenéis faena en tu cortijo?
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Carmen: No esperabai s nmneeesidaeAquimee h? Pue
pagan mejor.

Maria: ¢,Solo buscas eso?

Carmen: Yo cumplo. Lo demas corre de mi cuenta.

Maria: Coge tus cosas y vete.

Carmen: ¢ Es que tu eres la manijera?

Maria: Yo soy quien soy (raising her voice), con que ya sabes.

Carmen: Bueno es lo bno. Mas mujer tenias que ser para echarme de

aqui.

Maria: No me haga decir lo que me vengo callando, aunque todos lo

saben y se lo callan.

Carmen: ¢, Qué tienes tu que decir de mi?

Mar 2 a: Lo que correé Te va a escocer
Carmen: Lo que pasa es queno me tragas por lo que yo me sé. Pero lo

saben t0s.

Maria: A mi nadie me ha faltao como a ti. Deberias irte a Huerva donde

no te vieramos mas.

Carmen: CS8llate o é (she | eaps on Mar
[A few men try to stop the fight between the two women]

Maria: Déjane, que la mato.

Carmen: Canalla. Suéltame. Me las pagaras.

Maria: Déjame.

Carmen: Sinverglenza. To porque le he quitao al novio me quiere pegar.
Porque soy mas mujer que ella me quiere echar del c@@j&0:52

00:32:15]
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The womenédés violent behavior, in turn, <c
Despite their constantgliput es over Mar 2ab6s affection, wh
experience to measure their manhodl {u edad habia hecho yo mas de una capeay
ten2a ya un siete aqu2o0 [01:12:03]), they n
masculinity is questiced throughout the movie via his associations with the peaceful
doves that he keeps in the secluded attic where he also conceals his literary aspirations,
the aspiring matadoroés hegemBGatads pHFwetity i

Juanadmi ts Mar2ads contr ol in their relati
mandao (01:05:27). Her domination not only
daughter of the overseer, but also due to her sexual agency that shifts the traditional
dynamics wherebynanpursues woman (Mart-Marquez 254}43In fact, it is Maria
who sets eyes on Juan since his aréivahd not the other way round. Right after
witnessing the branding of her fatherdds cat
where Juan is trainingoinses. Despite the apparent dominant masculine pasitiens
yelingand usingawhibt he camera adopts the femaleds p
enclosing Juan in a fenced space, Maria perches on one of the branches to see the

equestrian exhibition. Fromeh characteristic feline position, the young female awaits.

142 Martin-Marquez offers a homoerotic reading of José. In addition to his association
with dove® palomoin Spanish is a euphemism for a homosexual éndteselillo is
afraid of bullfighting. While Juan exhibits his equestrian expertise, he is featured in the
bullring crouched behind a railing and later tragically dies charged by a bui@5H9
143 Throughout the movie Maria actively pursues Juan. During the day, she tries to see
him in the fields, the courtyard, the house, or the barn. At night, she leavestih on
horseback and rows herself across the marshes to meet her lover.

163



When Juan notices her, Maria stares at him, smiles and sensually eats a grape in front of

her loverto-be, in anticipation of her sexual hufit.

Image 86 Maria approaches Juan whilethees horses

The next scene br i ngsawdremessofter (dnimal)ef r ont N
magnetism and power over males. Once she has entered thelh@ema,goes straight
to the mirror. Practising sensual poses, the protagonist takes delight imrhienage.
This sequence, which certainly calls for a
theory of the mirror stage, marks a deci si v
her essential libidinal relationship with her body imdgstead of coforming to the
canon of Catholic womanhood that only conceives sex for procreation within wedlock
(Morcillo, True CatholicWomanooyl Maria comes to terms with her own femininity,

giving free rein to her sexuality.

YMar2a6s subversion of gender roles is higl

Juan. Just before these shots, Don Manuel a

this manof ill-r e p udt Grandmither: ¢ Qué tal es el hombre que te ha traido el amo?

d Don Manuel: Sabe el oficio, pero no me gustan sus forfesalsrabucénd

Grandmot her: No piensan | o (@0:19:6800:11:8835 muj er €
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Image 87Maria looks aherself in the mirror after her encounter with Juan

The mirror scene will be repeated throughout the movie when the protagonist
has sex with Juan. After a presumably torrid night, Maria wakes up in a sweat and
rushes to do house chores in the kitchen, eher grandmother sits quietly sewing in a
corner. Instead of ironinda Gatagets a beautiful, patterned piece of cloth and, in front

of a mirror, wraps it around her body to accentuate her voluptuous physique.

Image 88Maria posesensually in front of the mirror

Even though Don Manuel 6s arrival puts an
the protagonist goes against her fatheros c
sexual desires. The oversmaenibszsedi 6apampoatb
es de buena calafao [00:32:44]), which equa
(ANo es hombre para una mujer decenteo [00:

daughter. Nonetheless, disregarding patriarchal authority, Marimges trespassing
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boundaries. To reunite with her lovea,Gataleaves the house at nightvith the

nocturnal connotations associated with her feline portrayal.

Image89 Mar 2ads passionate encounter wit

Furthermore, although thmeayoralsuspects that Juan is ruining his bulls by secretly

fighting them at night, Maria decides to aid his lover by informing him that her father

has ordered his men to shoot the intruder that is ruining the cattle. In thisMeuds,

di shonors the name of her family and the bu
As Mar2ad6s romance with Juan intensifies

characterization highlighting her sensuous personality. In addition to her feline portrait,

numerous scenes visually and lingigially relate her to the bull. Whda Gatafeeds

the bovines, for example, the camera aligns them both.
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Image90. Maria is visually and symbolically juxtaposed with the bulls

The domi nant chr omati s m dduromhahy,foatllegareo ut f i t s
yellow, pink, and r ed, “tMoreover, thé maticousof t he ma
rumors about Mar2ads relationship with Juan
familyodos bul |l s iYiBesides dutingheirgphssionatereacpumtprs, r s .

Juan equals his | ovlaverdadies dque t¢ ieey npsgtsiemtot ani ma

gue | a carne me quema co@d00duando tengo cer

Image9 1 . Th;e chr omat ism of rdani ha & edr ¢ heexc od Yomibso I
cape (yellow, pink, red)

As a matter of fact, in the narrative prolo
the seducer compares Maria with the regal creature. When hearing the bulls moaning,

the herderremask: fAbuscan vacao (00:05:03), to whioc
buscao (00: 06 : 06 laGatabideowtuam attréolitess thé roate arldu | | /

female animal species to the feminine and masculine characters, respectively. It also

45 According toMartin - M8r quez, the protagonistoés yello
whipped by the wind, evokecapote(262).
The movie makes it clear that the reputati

with Mar2zabés. At t he edbothylis makésnhg localbeadiineMa nuel 6
for their bravery. Yet, once Maria gets involved with Juan, who surreptitiously fights
the bovines at night, the newspapers harshly criticize the beasts. For example, after an
evident passionate night of sex, Mariaegn satisfied in bed while her father reads the
negative reviews of his cattle in front of some male workers icdhgo.
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foresees the questimg of the fixed gender constructs in a movie articulated around the
Francoist bestiary rhetoric.
The film finishes in bloodshedhe orphaned young man Joselillo is fatally
gored by one of the bulls, ironicmltoly call e
impress Maria in the Sevillian bullring b MaestranzaAfter the unfortunate event
and worried about Juands safety, since he <c
as usual, |l eaves the family house at night
men accidentally mistake the redawled young wman for their intended target,
shooting her to death.
The protagonistés tragic end, then, seen
which sanctions women that transgress the boundavig®ther social, physical, or
morab strictly demarcated for thesex. In this sense, the movie apparently reproduces
the traditional 19-century gendered discourse that allowed females to temporarily defy
the established order to finally punish them (e.g.: La Regenta, Madame Bovary, Anna
Karenina). Yet, when considegrihe censorious context of the dictatorship and its
prevailing bestiary rhetoric, the denouement of the movie is certainly ambiguous. To
avoid censorship, Mar2adés death was unavoi d
subversive message articulamdund animal symbols. Notwithstanding that the
protagonist dies in the arms of Ibert hleover,
denouement dfa Gatacenters on the now living dead Juan. The former Casanova
concludes his story affirming that Mastll chases him every night when there is a full
mo o n : nJuan, para su desgr\ehealpspemdoa vi ve, P
todas | as noches de luna |l ena como estao (
With these words, reinforcing the bond between the protagonishand t

nocturnal cat, the solitary horse rider continues roaming through the Andalusian fields
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as the bulls bellow in the backgroufdThese t wo ani mals that for
identity symbolically begin and end the film. Furthermore, despite beingtedroy

Juan, the death of Maria/Gatah as not sil enced a woman6s voi
sexuality regardless of her (nick)name. Aft
protagoni stodés baptism name servest to decons

brands females that do not conform to the virginal archetype of domestic womanhood

YWThe soundtrack poignantly increases Juano:
the song ASuf r i en defeefngsowf asnutpdeluab, who isenty@blee s st
to speak to tell his love story with Gata
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4.2. Keeping the Wolves at Bay. The Marginalized Sh@/olf in the Song
ALa Lobao (1960)

fiLa Loba, jvaya una fama!
no callarse, jqué mas da!

fiLa Loba, ese es mi nombre
no te calles, jqué mas da!

(CoplainLa Lobao)

Written by Rafael de Ledn and Andrés Moles in 1959 and adapted later by
Manuel L-pez Quiroga for Marif @908)egheTr i anads
musi cal c¢ompo s i,{The&hewoh)was inimediately clagsified dy
Francoi st censoortshaats ifisnot or asdaiyablneot t o be b
5).148 Despite its original ban from national radio, the song reachedégls of
popularity (Bejarano 2; Roman 4). It was performed at theaters, cafés, cabarets as well
asverbenadi.e.,openair dances) and sung in countless Spanish homes. There, cooped
up like the hens that the Francoist bestiary forged in its zeal maopecdomesticity,
women were presented with an antagonistic model of femininity (Gallego 6). The
predatory Shavolf that starred and named the hugalgcessfutoplacould eventually
wolf down the very same metaphorical avian prey used by the Regingetmpble,

belittle and, above all, silence womEiNot wi t hst andi ng Francods p

“The show fACarrusel de Espafaodo not only enj
Spain as soon as it was premiered, but it also served to establish Marifé de Triana as a
successfutoplasinger.
1491 a copla also known asopla andaluzacancion espariolgonadilla or cancién
folcldricais atype ofSpanish popular song derived from pgaetic formof the same
name. Although this musical genre has a long tradition, it flourished in the 1930s and
1940s thanks, mainly, to the works by Leon, Molesladypkz QuirogaNartinez and
Fouce 90. Stephanie Sieburtthe f i nes t hem as fAanandhghl gam of
cultural genres that united new forms with traditional o@eglaswere simultaneously
poetry, narrative, music, theatre, and sometimes dance. They drew on traditional
folklore but also on the highbrow poetry and classical music of the tweoéethry,
which themselves haappropriated popular form$hus, the postvar copla was an
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keeping females at bay, as stated in the title of this chapter, the wild feminine fauna that
populated Spanish music like in the abovementioned song unaaddyigposed a threat

to the hypermasculine state. In fact, far from not making a peep, the female protagonist

of ALa Lobaodo howls her suffering at the soc
doing, voices the vulnerable situation of many other ermvhose destinies are

inevitably at the mercy of men.

Image 92Mar i f ® dE@anciomeidaansae®dds on her musi cal show A Cze
(1960)°°

exceptionally rich middlebrow compendium of traditions dating back many centuries in
several )gyenreso (46

150 mage taken from http://www.tesorosdelayer.com/espésdisn.php?id=152.
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ABC DOMINGO 17 DE ABRIL DE, 1360 EDICION DE LA MANANA. PAG. 125

AUTORES EN «CAPILLA»

José Lépez Rubio, José Antonio Gimé-
nez-Arnéu, Alfonso Paso y“Tono”

El Domingo de Reswrreccidn, que ha here-
dado la tradicion featrol del Sabade de Glo-
- ria, comienza la femporada de prunavera
en los teairos madrileiios. Este aito la car-
felera anuicig el es-
ireno de cuairo come-
dias orsgnales de au-
iores espafioles. Par
esta ves predomuna la
¥ oducardn nacional
sobre la extranjera.
Los cuatro comedié-
grafos en “capilla®
son José Ldpes Ru-
bia, José Antomo G-
ménes-Arnan, Alfon-
s0 Paso v “Tono” y
¥ }'arge Llopis.

Lépes Rubio estre-
#a en ol Goya, Al frenle del elenco figura
Conchite Monies. La obra se titula “Diana
estd comunicando®,

=V austed. soud comumica em ectns muo-

Lépez Rubii

Image 94News on

LAS DOCE NOVEDADES ESCEN!CAS
DE HOY

Siete estrenos y cinco cambios de cartel

Hoy, Lueungo de Resurreceidn, los teatros abren de nuevo sus puertas. ¥ hay
luyia de estrenos. Algunos, con las compaiiias que ya actuaban. Asi, el Alcazar, donde
Rafael Rivelles dard s conocer “El rey ha muerto”, de’ Giménez Arniu, ¥ con otro
primer actor, Guillermo Marin, cn ¢l Teparto, ¥ el Maris Guerrero, con “La. Tltima,
opereta’”, de Tono ¥ Llopis, ¥ Ia inelusién en el reparto de la primera actriz Amelia
de la Torre. En oiras salas, ademis del estreno, hay presentacion de nuevas forma-
ciones: Gusfﬂ con “Diang estd comunicando”, de Lipez Rubio, ¥ como primera figura,
Conchita Montes, Comedla: “Las nifias terribles”, de Alfonso Paso: direccién escénica,
de Alberto Closas ¥ un reparto con tres primeras figuras: Luehy, Soto, Nuria Torray,
Luis Prendes, Recoletos, con la presentacion de Maria Amparp Soler Leal, direceion

de Gonzilez Vergel ¥ estreno de “Présteme usted mil francos”, de Barlllet ¥ Gredy,
en versién de Rulz Iriarte. Beatriz: estreno de “El pecado vive arriba”, de Axelrod;
direccion de Cayetano Luca de Tena; primer actor, Juanjo Menéndez. Ca.lderon con
e] estreno del espectaeulo folklérico “Carrusel de Espafia”, Ge Ledn, Molina y Quirc-

v presenlacion de Marifé de T

Huy cambio de cartel en Eslava: “Ven ¥ ven al Eslava”. Fuencarral: “Copla ¥
cancion”. Marav.\llus' “El abuelo Curre”, con Martinez Soria. Variedades en Price,
¥ la revista “Holliday on ice” en el Palacio de Deportes. En total, doce novedades,

Tras el febril ajetreo de los ensayos, se alzaran los telones, se calmarin los ner-
vios v el mérito decidird quién o quiénes son los mejores. De todo brocuraremos dar
puntual referencia en nuestro numero del martes, En esta fecha tradicronal. que
viene a ser como un comienzo de nueva temporada, deseamos de todo corazin buana
suerte a la esforzada v animosa gente de la fardndula, aquella a la que, segiin propia
g?ggeéliéal; Tué aé;:dionado Don Gnjote desde muchacho ¥ tras la que se le 1ban los

the popularity of the

ABC (April 17", 1960, p. 125)

ESTRENO de la fantasta lirica en dos actos y en verso

de Espana-»

Orlyinal de Rafael fe Leba y Andsis Wollaa Molss misica del famosa massiro Mansal Qoiraga

(Leafl et
January

show

Despite being aambra that is, a style of Flamenco music part of the gypsy

ritual of

danci

ng that

mar k & me o ai ond sAlli)ap

151 1mage taken from https://www.todocoleccion.net/eioketos-mano/cartel
programafolleto-manacineroyalmalagaano1960carruselespananarife-

triana~x40040956.
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L o btheoe is neithethewooing nor wedding expected for a woman within Francoist
society'®? Instead, the listener is moved by the story of an abandoned single mother

who drowns her sorrows at night and witnesses ttemaetment of her own life as her

son, following in his fatherdés footsteps,
pregnamngirlfriend. Behaving like a wounded animal, this maternal figure cannot be

hushed, but, rather, emits a piercing cry that echoes the grief of a woman betrayed by

her lover and father to her child. Morally fallen into disgrace and socially condemned to
odracism,la Lobadoes not hide, but, honoring her zoomorphic nickname, fiercely

attacks the society that preys upon women while letting their male predators get away

with their misdemeanors.

Thematernaf i | i al tension at t heatofcore of W@ALa
melodrama. This dramatic subgenre, characterized by its excessive theatricality and
histrionic sentimentalisnhas traditionally been linked to the feminine essence
(Herlinghaus 27) and to the-salledcancion espafioléCastafio Vera 123; J.

Rodriguez 125 6 ) . Despite having been disregarded
academic circles (Brito and Capito 1293; Brooks xiit54), its subversive potential

should not be underestimated. Indeed, from its inception, melodramas have been a

vehicle for theexpression of the popular classes and, as such, werawesheéth a

clear subversive purpose, allowing for the transgression of strict social limits, as studied

i n Michael L o wy Rebealidn y Reldidramathe révalytionary content

a

ofmeloda mati c stories | ike the one transmitted

A1l t hough for methodol ogical purposes in t
be used to refer to the song fiLa Loba, 0 st
classified as aambra a type of flamenco music stemming from Arabic culture and
intimately associated with festivities, particularly weddirfgs. more on its etymology,
origin, and history, se@értrudix andsértrudix(185).
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its instant ban by Francoist authoritiésft t er al | , as social discou

coloca a los marginados en los relatos oficiales, en la centralidad discursiva,

hacitnd | os parte de | a historia como forjador e
Capito 192)
ALa Lobao | yrics

(Rafael de Ledn and Andrés Moles, 1959)

Siempre escondiendo mi pena por la cortina del vino,
pero no ambiciono mas fortuna que mi corazén desierto
y la plata de la luna entre las sombras del puerto.
Prisionera de ilusion rezo a la cruz de mi alcoba.

La vida me hizo traicion y por esta sinrazon

me conocen poré | a Loba.

La risa en los labios, la noche en el peloSu pelo es de plata y sigue bebiendo.

saiando vestirse de blanco azahar Un dia una moza la viene a buscar

y un dia sus rosas cayeron al suelo y ve que su hijo la aparta diciendo:

con cuatro palabras: note quieroya. fiper d- name madre, no | a ¢

A nadie dijo su historia Palabras de desengafio,

y el barco de su alegria palabras de desengafio,

se hundié sin pena ni gloria gue vuelven a su memoria

en el mar de | a f badaBoale tantos afios

La Loba, jvaya una fama! La Loba, ese es mi nombre

no callarse, jqgué masd no te calles, jqué mas da!

pero a ver quién me lo llama pero a ver si tu eres hombre

con | a cara Al evanfifBa opod®r mel o0 quitar.

La Loba, fApal 0 guelahdba pal gad hace dlade

de jugar con un querer de jugar con un querer

y 1 lfa@asle cobarde y fApao |l amarte cobarde

al que engafa a una mujer. si no cumples tu deber.

jAy, paredes de mi alcoba Por la cruz que hay en mi alcoba

carcel de condenacion, gue no digan sin razén

gue aunque quiero ser la Loba gue eres hijo de laoba

no me deja el corazon, y no tienes corazon,

no me deja el corazon! y no tienes, y no tienes corazon.
ADocument os hi st - rioindManued\éazquez|l or i ncal cul

Mont al b 8§ rCansioneral2),cha other social discourse captured the sentiment
of life in the Spanish postar period agoplasdid (T. Moix 113-13; Quifiones Z;

Sieburth 24). Although already in vogue during the Second Republic and the Civil War
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(Carrefio 4; Postigo 15570), their blatant appropriation by Francoist authorities

which singer and songwriter Carlos Cano aptly compared to a dog peeing on a tree in

order to mark its territory (qtd. in Pefiascelt f or med part of the st a
propagandistic operation to divulge its rals through the most popular artistic

mani festation at that ti me (P@237N8Apat 3; Pri et
from dominating the airwaves for decadesplaswere part and parcel of popular

festivities such aBestas patronaleandromerias(i.e.,regional and religious
celebrations), which were celebrated throug
addition,coplaswere sold as cheagancionerogi.e.,booklets with song lyrics) in

newsstands and small shops. Lay people, thus, knew the lyrics of these songs by heart

and often sang them at home (Ramos 2%%7).

Inexpensive and accessible to most of the populatimpiasbecame, then, an

indispensableimdct ri nating tool i n the hands of the
central to a demographic project to control
coplao 287). Thecabrpdriéeadntciy- nfeshafcsload w

seductive lyrics, wich vividly recreated the female anatomy (Ruiz Barranchina; Ortiz
Hedesa 27-B11;Sopefa 1469). The figurative dismemberment of a woman into her
eyes, gazes, tears, lips, mouths, moles, saitssmiles, as seen in suggestive titles

such as AXO|MSuU svpeirrdeess d e ,0E ppaofva ad eadr af Bplath ensao

153 As regards the extreme popularitylafcoplaand its use as an indoctrination tool,

Lucia PrietoBorregos t at e s : ALa copla visitaba | os 1|1 ug

fiestas patronales y romerias a través de compafiias de variedades que la divulgaban en

espacios comunes o bien en espacios mas restringidos donde actuaban de forma

punt ual & tulmseras temperalds,§ero tras la fiesta, las letras cantadas

habian quedado adheridas a gargantas que las soltaban en las faenas campesinas, en el

hogar o en el lavandero. Una oralidad que, acompafiada de melodiosos compases, en

lugar de golpear con elartillo del adoctrinamiento o de dogmatizar mediante el

sermon, introducia subliminal pero eficazmente el modelo de mujer que la poblacion

espafola deb2za r8Buiro (ALa coplao 314
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eroticism to otherwise prudish songs whose focus was on the biological dimension of
the female sex (J. Vallejo4). Underpinning most of these musical compositions,
indeedwasa clear gender biathat reflected the biopolitics of a patriarchal regime
which subordinated females to their reproductive functions within the sacred institution
of marriage (Cayuela 62).
Even though the protagonists of the worldeotoplaalmost never wedded, for
they were mainly adulteress, prostitutes, concubliestines,and single mothers, as
detailed in Mar2za Carrefo6s maturdiymdinny wapl a
always pending in their unfulfilled existendgd. At the el of the day, their sad and
bitter stories were the consequence of their dissolute actions, since their (sexual)

independence led them to abandon the safety of their homes and walk through perilous

pl aces. The street s, thausesfragsentedppysuchwomenbr ot he
would eventually cause their downfall, as h
y la coplao

It is significant that the official term to refer to such axemplary women was
Amuj er e d.e.talbed woansniimplying their moralsocial,and even physical
degradation for taking the reins of their sexuality (NUfiez Bia@art 290291).
Besides, in 1941 the Francoist state create
Redenci - -n de Muj er es ardadodiranation ofsochwoméne i nt er n
(Egido and Montes 285). This institution, among many others, had a punitive and
disciplinarynaturel t s ai m was del i nternamient o, corr
cazdas 0 pr-ximas a caetruen: leutim@iely®@) oo ( Pri e
persecuted and secluded women efafpute to prevent them from setting a negative

example for the rest of their congeners. Therefore, on the margins of society, the
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heroines otoplasongs mirrored a series of (sexually) sgressive behaviors easily
identifiable and socially punishable during
The boom ofa coplawith its execrable female protagonists took place in the
very particular context of the first years of the dictatorshien theGeneralisimavas
trying to secure his dictatorial mandate through a vast moralizing project whose main
target was the subjugation of wom@ime songs that narrated the despondent stories of
Amuj eres de mal a vi da o0 sdems8arqggueenlelsa sd eq ulea tsroa
(Garcia Moreno 3), then, had a clear didactic and moralizing purpose since they
Afadvert2z2an de | os peligros de |l evar otros
nacional cat ol i ci Asmawmnatter(oiGact; tigpassiondoloveestooes 3 ) .
that conformed the universe of tb@plamasked social policies oriented towards the
control of the female citizenry, particularly as regards their sexuality (M@2ljd’rieto
Borregg fiLa copl a-66)290; Rosal 23
In La copla sabe de leyg¢2018) Rosa Pefiasco has delved into the legal
backdrop to some popular songs where women are aware of the legal void they face

when engaging in illicit sexual relationshi{?$ The unknown prostitute in Juanita

154 Accordingto PrietoBorrego i No par ece casu@lcdndlad que t a

divulgacién de un contra modelo arquetipico de mujer a través de la copla, coincide con

la implantacion, en los primeros afios cuarenta, del vasto proyecto de moralizacion

impuesto a los espafoles. Un proyecto que pasaba por el control del tepngaaio

femenino, sobre todo en | o que a su sexual:|

%The fifallen womeno p ocoplkbfter morplged inthbeasts ni ver s e

to take revenge on those men responsible for their miserableT$tatprostitute in

Ignacio Roman and Francisco Gasti®@ j er o6s A Consol aci -n, | a de

pant her to stab the pimp that Alcaferdelda her i nt

Bizcocha, llegd de Utrera, /un campero de rumbo gitano, / y la nifia morenaoggyraci

como una pantera, /salto faca en mano. / Mirame, bien a la cara, / para que sepas quien

te dio, / piensa un pocologavengeheraefamed que t e

honor, the marginalized protagonist of Quin

turns into a beast, kills her resentful suitor and warns other men of the fatal

consequences of playing wi tdntratoelosse i

defendiera, [/ Candelaria, | a del Pu
1



Rei nads 0Yo)mabably emesants thelz8ritH2of marginalization, for not

only has the protagonist of the song been stripped of her identity, as revealed in the lack

of a proper name (fisoy | a que no tiene nomb
(Aque vaa deen eessqquuiinna o) i n a society that, a
rhetoric, treats her |ike a stray dog (AY a
Yo era luz del alba, espuma del rio, Yo soy...esa...

candelita de oro puesta en un arta. esa oscura clavellina

Yo era muchas cosas que ya s'han perdio que va de esquina en esquina

en los arenales de mi volunta. vorviendo atras la cabesa.

Y ahora soy lo mismo que un perro sin amo, Lo mismo me llaman Carmen,

gue ventea er sitio donde va a mori. gue Lolilla que Pilg;

Si arguien me pregunta que cémo me llamo, con lo que quieran llamarme

me encojo de hombros y contesto asi: me tengo que conforma.

Soy la que no tiene nombre,
la que a nadie le interesa,

The status of female |l overs is |ikewise ech
ARomance de | a Otrao (1944) clearly il lustr
entitled to neither a place nor even féokt alone some legal rights:

Yo soy la otra, la otra,

y a nada tengo derecho,

porque no tengo un anillo

con una fecha patentro.

No tengo ley que me ampare

ni puerta donde llamar,

y me alimento a escondias

con tus besos y tu pan.

In the same fashion, single women who took pride in their sexuality by engaging
in carnal relationships with different men were chasteneeérogtual solitude and

agony. The disdain with which the protagoni

treats her | overs (ADec2?a | a gente que si e

no le advierto, /que, entre lirios y rosales, ha sembrado también pufales, / Candelaria, la
del Puerto. o
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burl ando, 06 or AEI Il a, que asilermprcen rraez2oan eys opr e

unpunished in a patriarchal society, and, it goes without saying, it is a man who will

avenge her insolence and dar.d nAjl dorye tarkd ng h

heartbrokenla Zarzamorg(i.e., the Blackberry), whose eyes resemble such fruit

because of her inconsolable crying, has been condemned to a life of lonétinlesss.

way, quoting Marina Garc2a Moreno, Al e] n fo

Su cancion un escarmientoporhafpear e r i do gozar de su sexualid
Nonetheless, it was not prostitutes, mistresses or promiscuous women who

became the main headache for the Francoist body politic, but single mothers who

occupied an interstitial position in sociely.fact, as Lucia fetoBorregoa f f i r ms , i el

trasunto del peor de los demonios del proyecto moral del franquismo [era] el de la

madr e sol t er a deg@llii andsoddatlygmargializ&Myptheir

reprehensible sexual behaviour outside of wedlock, their offspringg\er, was

central to the stateds natla’lbi)s.t Tpheoelriecfioerse, ( N

hij os dé &stheyewera dffially known following the religious terminology

adopted by the government to rempdBelsat e f ema

8-36)d were indispensable for the project of the fascist state (Bmtegqg A L a

c o p | a3D6).3nderd, at a time when abortion was illegal and prosecuted and many

women were forced to terminate their pregnancies in clandestine places easvers

order to avoid social stigma and exclusion (Ignaciuk23Q; Ortiz Heras &4; Sethna

and Davis 411), the existence of these illegitimate children, to some extent,

ireconciliaba a | a mnmBojregg Gba ¢ a&pvetatasi 83dapfo (

156 The issue of illegitimate children was sucbamtroversial one that even the Penal

Code (1944, article 416), which harshly punished any type of measure against

procreation, contemplated the reduction of sentences for women who alleged the
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was only the case for those mothers who ended up marrying the father (or another male
who could be a fathedigure) totheirchildi 6 [ | ] a muj er ca2dadé era e
Oreparadad en una boda posterior y por tant
[PrietoBorregg A L a c]p whileah® re8t,GvAAose children were never
acknowledged, faced constant humiliation and discrimination.

As shown i n Mi goeaking dBcameatdiya smédrelsotaa r t
(2010), single mothers under the dictatorship bedameictims of a system that
promoted natality exclusively within the traditional family model. Legally forsaken,
since the Penal Code of 1944 exempted the male parent from any type of obligation
with his illegitimate child (Priet®orregg  ftloaa |l ao 305), these women
difficulties in finding their place in a famitgriented society. On many occasions,
single mothers were interned with their son
caida®@ wher e, as a s or tceddofworkferdreerfoctee,santeh ey wer e
community that constantly rejected them. Most of the times, however, deemed morally
unfit and, consequently, unable to perform their maternal duties, they were separated
from their children.

During a period when eugeniass popular across European fascist states, the
Francoist regime pushed for children to be taken away from unsuitable mothers, which,
basically mean tie.Répabicammettiersg (Borraz® .aNavarro (
1-7).35" Their political ideology, blieved to be a hereditary pathology transmitted in the
socall ed Agen rojoo [the red genellg threater

preserve filagopuhesa deildreazhad to be sepas

potential dishonor caused to their families when voluntamiégrrupting their
pregnancies(@rtiz Heras 3
¥The umbrella term fAirojasd encompassed all
political ideology (i.e., Marxism, Communism, etc.), supportecRéptblic.
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parents: Adida taza ipadif eorregise, sindeenbargo, a la temprana edad de

la infancia. De ahi que se requiriese que a las manjeessse les quitaran los infantes

para evitar su contaminaci-n y degeneraci -n
Leading eugenics psychiatrist Vallej#jera often portrayed Republican

mothers as segrazed maniacs closer to animals than human beings in order to justify

the abduction of their offspring: Ala mujer

bestiales y sanguinarios@e@nemofecdon efvamo aichdd

crzmeneso (qgtd. Muereslencarcdadab2d-129)MtHindia d o

organicist view of the state, the Francoist physician promulgated the necessary

separation of dissident parents from their tots for the sake of the bady dolc : fAl a

segregacion de estos sujetos desde la infancia podria liberar a la sociedad de una plaga

tan t eLmiodurb2YHi(s goal was the elimination of

extermination of political dissidents. The abduction of the childrén A muj er es r oj a

not only guaranteed the termination of their lineage (and probably ideology) but also the

erasure of their memory in historical terms, as the doctor exposed in his jpsedidal

tratises: Al a extirpaciosdelashe ileadsadt samagr ¢ a0

renuncia de sus descendientes a su apellido, para borrar incluso la propia memoria de su

existenci ao ( d° This faunistic d®course parndeated Giang .

i nstitutions where detained Ared mMB8therso w

The doctordéds obsession with the children

studies that focused on the dangers of home ambience in the young indinidhiabs

y jovenes anormalg4941) VallejeN§jera proposed the internment of these childnen

state institutions that promoted Auna exalt

eliminacion de los factores ambientales que, en el curso de las generaciones, conducen a

la degeneracion del biotipdqtd. in Baelo 26p

1591 addition to testimonies of Republican inmates regarding binefal treatment in

Francoist penitentiaries (Macsutovk93), the most common punishment applied to

il as rojas, 0 that is, the shaving of their

related to animalAs | awyer Eduardo Ranz explains, @]
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In the Andalusian archives of tifkatronato de Proteccion a la Mujeone can see their

categorization as sanguinaryshelv es: fiesos ni fos han de ser
de mujeres salvajes €€ de | obas cruentaso (g
files of ALa Casa Cunao in Extremadur a: i ma
Meanwhil e the fliosmo chRdodir2equeedf Amriaams) wer e

given up for adoption, sent to orphanagemtarnados catolicoéi.e., Catholic
boarding schools), in which abuses have also been reported, as journalists Montse
Armengou and Ricard Belis have widely docunteel in their hairaising documentary
Los nifios perdidos del franquisri{@002) and their historical accoums internados
del mieda2016).

Pushed aside by societg,cancion espafolprovided a space for single
motherst®® Their marginalized existences were at the center of several, sdnigh,
somehow, mirrored their wretched conditions
guieroo (1948) expresses sdaniseeprivedeyerafat i on of
| ast name by hiSabesquediénesqm eydhilel apelido ke @ienes af
dar. A similar lament is heard in otheoplass uch as AAl mudenao (Le:- n,
Marianao (Le-n, 1943), AAmparoo (Quintero,
puerta oscurao (Quintero, Le-n and Quiroga,
Quintero, 1944)The first one, which probably hints aetimaternity prison Nuestra
Sefora de La Almudena, a num institution which assumed guardianship of single
pregnant teenagers, tells of a female whose

fid Y papa, ¢nuncaene?d /me pregunta quien tiene/ derechpraguntarm@® As f or

ocodotarl o el Uus o easelptlgd engpr esiopmaocdapanlk an
definiae | prop-sito deshumani zador del franqui s
160 See the ottine forum devagd to single mothers itoplasongs:
http://sellamacoplal.forumotion.com/t30B¥madreenla-coplaespanola
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the second, the presence of the protagoni st

gue al hospicio fue a rondar o) searching fo

su hijo va a buscar o) athtefoundedén$titutonst s t hei r i
The thirdcoplarecreates the sadness and loneliness with which a single mother

rocks the cradl e Anipardtaste meck éndagunt/ammat e baby:

chavalillo que es un lucereEs su madre una cualquiera/dicen por la vecindad, el morir

m8s | e valiera, MTh&gs@meemnimagedeé scleav&ledo i r

puerta oscura jQué pena, Manuel Centenaue no quieras de venir/ a ve este clavel

moreno/ que me ha nacido de ti! / Bordando pafales/ pa su criatura, / lloraba a canales/

la de Puerta Oscuta  Tldstesong blames a mother for the suffering of her illegitimate

seventeetyearo | d Que nazérefia/ la pena traidora/ que el nifio sufrigmad la

Salvaora. / Diecisiete afiviene mi criatura/ y yo no me extrafio/ de tanta locura

ALa Lobad is embedded within this repert

lyrics by Ledn and Moles share certaimilarities with other coetaneouseplas After

all, the harsh reality of a woman who engages impaétal sex in the hope of marriage

but is abandoned when pregnant and excluded from society with her illegitimate child

must have certainly rung a bell within the Francoist musical panoramautmteted

the dangers of female sexuality outside the traditional Catholic family. Yet, despite the

exemplary social punishment inflicted upon women who (freely) made use of their

bodie® as seen in the previous sodghere was something in thisplathatset it

apart. As a matter of fact, no sooner was i

to censorship (fAiLos inicios de Marif ®0) , an

composition to take off under the scrutinizing gaze of the dictasiatd. Despite these

difficult beginnings, however, thisoplabecame a hit, making a name for itself in the

music industry (Roman).
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bojo un limon, limonern
lo lobo
+ coulivo

+ e unu esquing cuolgliorn BEW

UQQUE;STA MONHBILLA Fdirigido por el M. QUIHDBA

|l mage 95. The cover sheet of Marif® de Trianai
(1959)¢t

~

Furthermore,thedrmat i ¢ perf ormance of fAlLa Lobabo
significantly adopted this animal name as part of her artistic persona (C. Fernandez 2;
Parra 2; Pérez Robles 7), contributed, without any doubt, to the mass appeal of this
copa The Andalusian singer would declare in
con esa fiera en | a gue me convierto en esc
transformation on stage while acting out the controveesiglla This fictional beast
was magificently recreated through her dramatization, which included histrionic
gestures and, above all, vocal cadences that simulated the excruciating painful how! of
the shewolf (Boyero 27). Soheatir eaki ng was her performance
Marifé wouldend up in tears, moving her entire audience, as recalled by Manuel Roman
in Retratos de la nueweopla fiSe desgarraba cantando la melodramatica historia escrita

por Molinag Moles y Rafael de Ledn, musicada por Quirddarifé llora siempre que

181 |mage taken from https://www.todocoleccion.net/diseinslo/marife-trianadisco
ep~x8788599.
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interpreta esa cancion y el publico, a su vez, queda connadqvigd&ertainly, if the

performative component of songs can never be overlooked, for the music, voice,

gestures, attire and even the stage, among other elementdyutertoithe meanings

and repercussions of lyrics (Ramos 237), in the case of Marifé de Triana this theatrical
dimension takes on special relevance, since her incompaetitemancegarned her

the pseudonym of @Al a actrriizo diee | Marciofp® ade (TE
1; Sotorrio 1):%?

To get into the character of the abandoned single mother, the native of Almeria
prepared conscientiously (Roma®p Before singing the song, Marifé admitted to
undergoing a complete makeover that would eventually helgrharatis persona
become more biglvable. Her transformation into the wounded animalized mother
entailed the dying of her hair whitefor she had to look like a mature unmarried
woman who has a son. The application of heavy make up also gave the impression of
deep eye bags, mirroring hesaturnal wandering and inconsolable crying. By contrast,
the absence of lipstick enhanced her phantasmagorical figure, which, in turn, was
reinforced by her dark clothes.

Once on stage, with a very dim light that recreated the physical and metaphorical

dak ness of the protagonistés existence, Mar i
only to break it by reciting the first stan
voice, 0 that is, a dark tone in heandvoice),
with the | ife experienceotoalluded to in the

Siempre escondiendo mi pena por la cortina del vino,
pero no ambiciono mas fortuna que mi corazén desierto
y la plata de la luna entre las sombras del puerto.

162 The incursion of the Andalusian artist in the cinema industry did not run parallel to

her singing career. She starred in two-guality movies,Canto para ti(1959) and

Bajo el cielo andalugl960), which did not receive the support of critics or audience.
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Prisionera de ilusion rezola cruz de mi alcoba.
La vida me hizo traicion y por esta sinrazon
me conocen poré | a Loba.

In tune with this aura of obscurantism that
|l i nes of ALa Lobao are built upon shadowy i
introduction of its zoomorphic protagonist: a marginalized single mother nicknaeed

Shewo | f . Her conceal ment of thfoegbalcoholignsis ( iescon

met aphorically expressed through fAa curtain

of affection is accentuated by the absence of a beloved man, evoked by heddesert

heart (fimi coraz-n desiertoo). On top of th
frequents. Whereas the port is solely illun
entre | as sombras del puertoo)tedbhar pl ain b

crucifix, which symbolically stands for the social cross that she has to bear as a
consequence of her extramarital sex. These confined and dark spaces produce a
claustrophobic dusky ambience partly remini
Following this sequence of solitary and bleak pictures, Marifépersonating
the animalized single mother of the s@nhgvould make a deliberate pause, leaving the
sentence fAime conocen poreéeéo incomplete. Il n t
tenterhooks, eagéo learn the name imposed upon the lonely He@oken woman who
dulls her pain drinking in the wee hours. Despite asserting that her social label is
unjustified (Apor est a coplafimalyadmitaiog whisperh e pr ot
thatsheish own as .0fITdh el mama mal met aphor has, ther
reputation, since the lyrics do not mention her first name at all.
Onomastics, indeed, plays a pivotal role in the construction of identity (Allport
117; Aksholakova 467; Cherchi-BD).P&@ pl edés names are the most

anchorage point for their individual and social existence, disclosing valuable
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information regarding their ancestry, ethnicity, nationality, religion and, above all,
gender. As shown in JamNemBis|l amer ®® i pgo Ge o d &
(2017), the practice of naming is intimately connected with social classificatory systems
that, apart from pigeonholing people into the gender binary, often leads to
di scrimination and bias. Asvhethercolumtasilydr,ar y, t h
like in this song, forcibl§ will invariably result in changing attitudes and perceptions
towards the (gender) identification of the subject (VanderScha3. X his is
particularly relevant when it comes to the zoomorphic categmmizaf an individual,
because, according to Allan Nilsen, animal names, when applied to people, can tell
more about human perceptiofspe nder t han peopl ebdbs names du
associations with sexuality ayvybwegs$s-d 257t hei
269).

I n this regard, the Asoci al bapti smo of
the threatening role of a predator waiting for her male prey. This reverses the traditional
active and passive roles assigned to males and females intdghorecal hunting
scenario that frequently frames heterosexual interactions (Robinseé2vZY.2Such a
gendesl aden epithet, apart from revealing prej
constitutes a form of MfAopprdiscowsseme speech ac
as s i gn me-Wyathand Wyatp2879). Transcending its pure semantic content
(Cepollaro 5360; Hedger 7480), thus, the social message conveyed through this
dehumanizing and sexualizing faunistic slur resides in its pragmatic force thighin
dominant bestiary rhetoric that constructed canonical womanhood through domestic

animals, notably the héfi® Hence, the equation womahewolf represented the

163 Coplaswill significantly deploy avian imagery to subvert the official idyllic view of
the homeasnest by transforming it into a cage that imprisons-bkel women
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antithesis of this type of femininity, conveying notions of threat, danger and, above all,

a type of (sexual) freedom that needed to be sanctioned and controlled. Through her
own murmur, the leading character of the song discloses her zoomorphic identity, which
immediately brings to the mind of the contemporary listener a whole network of

negatve associations defined in the official bestiary rhetoric; for it is no coincidence

that this faunistic symbol was commonplace to pejoratively refer to Republican mothers
(Cuevas 67; Peinado 33852).

Uttered in a reedy voice that eventually willench s i | ence, the prot
introductory soliloquy evokes the atmosphere of seclusion and, above all, fear
surrounding her marginalized existence. Apa
speech, testimonies of illegitimate children broughtuwsmme n 6 s shel t ers ano
penitentiaries recall the pervasiveness of this animal moniker in reference to their

mothers, who, as soon as they stepped into such institutions, were branded as the

predatory canid creatuf®*i A partir de | a dnei¢rteenwna- n, mi m
(Sieburth 1720 7 4 ) . In AC8rcel dedramatzésthe1959) Conch
asphyxiating conditions of a young female trapped at home by her domineering lover:

Ayo no | o pQenmdo uwrgum$jtarro me muer o, me muer
lac 8r c el de tus brazos t % réd).Mareil i v@asdea TEmicaen
AAl ondra del cieloo (1962) poignantly recre
nicknamed Lark comes to a halt with the promise of a domestic life through marriage:

AE mozo | e dijo: [/ Te enteras Al ondra, [/ jaul
Quintero, L®dmAgmuud n@uwitreq g aretfinaotpldoses dyduhg ?) al
woman into a quiet caged bird: fRAoBgqODe espe
Patiently awaiting her partner, the girl fri

i f she even c¢ oasshiundde gue una malva,i/ y giiepico nd he de
a b r iNifafeliz, que suefa con un mario, / nunca le debe al noviordéecir p2 o. 0
184 \Within the Hispanic folkloric tradition, the figure of the shelf was one of the
most popular beasts terrifying children in popular lullabiesdnte 22% like the welt
known L d&aldba, lablealle coOmpro al lobito/ un calzon deéasgey un gorro
bonito. /La loba, la loba/ salié de paseo/ con su traje lindo/ y su hijito feo. / La loba, la
|l oba/ vendr8 por aqu2/ si esta nifYfa m2al/ no
shewolf was so frightful that it even competed with théemic bull in postvar
lullabies that scared infants, Bedro César Cerilldorremochgoints out Erfiel sur,
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l obao (gtd. in Cafada 5); fANuestras madres
6); Aen el patio de | a casa de acogida se e
Alonso 19). The term, indeed, acquired such derogatory matemabtedions that it
was used as virtually seyma@adhymotulse wli t hi dimal
pr ostietautparoo s[t i tute mot hee,d whomseémpl ymdaluasa
madres, | obas viciosas con haobascisiesttaede pecado
| os arrabal esé pr ost 1%itwas alsémploged ab anirsuitinSa wi ¢ k
the expressiomsadahi ppb debibbhp (o descri be a
and ruthless behavior, as inferred from several doctsvextracted from Francoist
prisons: fAAsesino, usted es hijo de una | ob
hijo de | a | ob6a)o; (ogrt din oisn |Ceuveavnats§ bhamos y a
café que no era café ni nada. Estuvimos un montoredesrgue solo nos daban
nabos. .. EI director de [l a c8rcel de] Alic
Martinez and Ors 89).

Having introduced herself as the Skelf in a hushed tone, the voice of the
female protagonist fades away only to giige to the loud vocal sound of a narrator
that inaugurates the singing part. This external voice resoundingly recalls the past
events that led to the transformation of a cheerful younghlaakk r ed f emal e ( AL a
|l os | abi os, | a dreamdd of gadting madried ;i & sowowfulw h o

brokenhearted woman immersed in alcoholism. Such a drastic change is marked by the

el toro y la reina mora son las amenazas [en las nanas de los nifios], en Castilla, la loba
|l a gitanao (33).

165 At the end of the dictatorship, filmic productions also portrayed wicked mothers as

shewolves.For example, the widow matriarchsAma y los lobo¢Carlos Saura, 1973)

andFurtivos (José Luis Borau, 1975and Paulina in Jaime d& r mi YU caSts

varénespafnol1973).
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juxtaposition of bright and dark images that allegorically represent the two opposite
pol es of an exi s tsdrokeepramisas At Girst snettdn abdynainse, ma n 6
due to her unconditional love, blind faith in her relationship and youth, the sheer bliss of
the protagonist augurs marriage. Her wish to become a conventional bride is conveyed
through her dream of wearing &dding gown, whose white color, symbol of purity, is
emphasi zed through the pleonasm fAbl anco aza
use of this flowery metaphor related to the traditional nuptial color transmits the notion
of virginity presupposechi si ngl e women and ties with anot
rosaso), whose fall on the floor (fAcayeron
moral fall of the leading character. The flower par excellence associated with romance,
roses, stereotypicallyed, signify both passion and loss of chastity (L6pez Castro 313
342). This metaphorical deflowering in a society that chastises female sexuality,
particularly outside marriage, will eventually unchain a series of tragic events.

The pr ot ag o npregrardcyleadsngiie anmmmentdtermination of the
relationship by her partner, who, unwilling to assume responsibility for his actions, puts
an end to their | ove story with toheTheere ut
length and significancefo t hei r romantic | i ai storyp, (dxapr ess
nadi e di | oaredrastichlly duced anéminimized with the small cipher
Afouro (Acon cuatro palabraso). This dispar
power imbalane as regards gender during the dictatorship. In fact, at a time when
women | iterally did not have a say, the sec
father sharply contrasts with the hearsay a
forging ofher reputation as the Shelf. It is, after all, her inarticulateness, that is, her
inability to express her suffering and name the perpetrator that leads to her self

degradation and drunkenness, captured via the nautical allegory that equates her life
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with a ship sinking in a sea of alcohol (fAy
glorial en el mar de | a beb2zao).

Even though the protagonistodés downgr ade,
combination of images where a catastrophic shipwreckcisnaganied by a sudden
descent in the melody and pitch tone, seems to anticipate her social death, the third
stanza opens with the voice of the single mother. Energetically proclaiming her fame as
theShewol f (fALa Loba, &avaya emaarefdisesmoaemail) , t hi s
gui et (Ano call arseo) regardless of the con
di scourse | aden wi,bfhl Isairesed @h divkd rabmsa r (I fiecod |, | a rns
of her emerging fierce oratory and regais&@ngth. Deliberately using the third person
on speaking of the man that trigg@red her a
Apal qgquefpactkel aanlard ee engaffao), dAla Lobao m
universal one, for, instead of focusiogly on her own grief, she voices the social
injustice that affects many other females (
true to their words (AengafYao). Il n doing so
rights, showing support towards othergde(presumably Republican) mothers like her,

and, ultimately, creating an alliant®.

186 |nterestingly, dum g Fr ancoi s m askcenmony applieditd aohweais w

of womendéds rights. Such are the cases, fo
I b8rruri (San Mart2zn 13), Spainbés first f
Romero 2) or Spanish educator, lawyer, andflocmder ofthe Association of Spanish

University WomeiMatilde Huici Navaz (San Martin 13), all of whom were constantly
caricaturized as sh&olves due to their outspoken criticism of the patriarchal regime.

Even their political meetings supporting female equaliy education were presented

as fAuna manada de J{wohes Bwareg Romero-3). Mareopeg c K o f s
although less prominent, other dissidents were similarly portrayed. For example,

Republican militiawoman Maria Mufioz Caballe@ufierrez Lope 110 and CNT

(National Confederation of Labor) propagandist member Maria Rosillo Teruel (Peinado

350) were socially stigmatized as fAl obaso d
battlefield and political arena.

r
en
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In the articulation of her message, the protagonist speaks loud and clear,
acoustically signalled by her strong voice as well as the rising tone and music of this
part d the melody. Acknowledging her faunistic moniker, the vkelbwn Shewolf
dares those anonymous critical voices to face and address her with the animal name:
Apero a ver qui en me.0Ths defidntattitade has mothingltoa c ar a
do withthe initial collapse of a young female downtrodden by a society that protects the
man that did not face the consequences of his own actions and turns the back on the
betrayed woman. On the contrary, far from her former demoted presence, the star of this

copla stands up for herself and points at the male who brags about playing with women

|l i ke her (ALa | oba, pal que hace al arde/ de

thereafter, without hesitation,the Sveo | f cal | s il.jcoward)doolyingr de 0 (

(Vi pa |l amarl e cobarde/ al que engafa a una
Having called a spade a spade, the prot a

and even insulting the man that deceived her drowns in a sea of tears motivated by
asphyxiating images that flood her mind witre r  f or mer f |l ame. Sni f f i |
suffocates amid memories of confinement. The four walls of her bedroom, which

metonymically represent the place of her sexual encounters, have been transformed into

the prison where she has been condemned by soGidtyy , par edes de mi al
decondenacibwHer frustrated attempt to redefine t
becoming a brave, outspoken sinpancke mot her (
codify a countediscourse that can answer back to the Francoist society that silences

females translageinto her lack of words, expressed by the repetition of the sentence:

Ano me dej /a0 meldejacebcoran® - n

Once again, retold by the narrator, the fourth section afdpkaoffers a

retrospective view of hlkee pgonggpnioseds | Nk
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pl at ao)woltfhées Saoer st ni ght mare becomes reald.
unjustly silenced her. Witnessing the shocking scene in which her own son physically
(Al a apartao) and v eatshia pregyant gififrrered withahe qui er o vy
same speech made before by his father (Ano
traumatic experienc®’i Pal abras de desengafYo, / palabr a
a su memoria/ al cabo de tantos afios S u castatirth everds serve to underscore the
power of discourseo defame a woman.

Trapped in a vicious circle drawn by the men in her life, then, the unmarried
mother of the song is fenced in with the official bestiary rhetoric that has branded her as
awi | d beast. As a matter of fact, mnot only
wol fo due to her sexual mores, but her son
semantics of the animal name due to his despicable behavior, since, as mentioned
beforeehe f aunistic expression fAhijo de | a | ob:
people.

Unwilling to become an accomplice to the history dictated and written by the
men in her | ife and, i n a bwolbrafusesro fulfié nse, i n
t he aphor i s monsesbiOh thencontraryg shes fiemdy decides to speak at the
end of the song, with the pragmatic implications derived from having the final word,
usually reserved for the person with authority and/or the right to concludguanent
(Drew 229; Levinson and Torreira 19). The final stanza culminates with a contestation

of power based on the very same discourse of power articulated around the prevailing

167 Sieburth studiethe interrelationsipi between memory, trauma acaplas Adopting

an interdisciplinary approach that combines musicology, history and clinical

psychotherapy, herbo&&ur vi v al Songs: Conchita Piquer 6s
Regime of Terroviewscoplasas ficopi ng mechani smso that he
experiences during the Civil War and the Francoist dictatorship.
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bestiary rhetoric. Reclaiming the zoomorphic epithet as part of her igehétfemale
protagoni st admits without :0r égistear \Latbhiag n etshea t¢
nombe.0 As opposed to her previous interventions, where the animal name was
presented as a sociall yohiampgsaed nlsdnealma dme
the single mother takes pride in her faunistic moniker; erasing, on the one hand, the
negative evaluation encoded via the zoomorphic slur and, on the other hdefihireg
the semantics of a term intended to demean and silence women. In faet, the
appropriation of an offensive word by the target group not only constitutes an
expression of solidarity and even pride, but it is also one of the most effective
mechanisms to counteract abusive discourse practices that alter social reality in the
interest of a privileged group (Galinkst al. 20262029; PopaNyatt and Wyatt 2879
2904). The recognition of the zoomorphic nickname, therefore, shifts thelefeled
gender notions conveyed through animal terms by changing, or aahealsbrating, the
negative import attached to it.

To conclude her plea, the newly sptbclaimed Shavolf confronts her
offspring, the spitting image of his father, with the very same bestiary rhetoric used to
construct their identities. Drawing from pasétaphors that mirror and project her
former rel ati on s geenmithe paraltelsms bstweendtte thindn e
and last stanzas, the protagonist of the song seeks to revive the traumatic experiences
derived from the animal names imposed upoth single mothers and their illegitimate
children. By doing so, she hopes to gain the empathy and solidarity needed on behalf of
her son to repurpose their zoomorphic slurs.

Her appeal to a new sense of masculinity
erasing the soci al stigma attached to her z

is followed by a reminder to her son of his equally constructed faunistic identity.
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Through the cunning refer dobape tStewolt he ani mal
edhoes societal prejudices regarding herssoni dent ity (fAque no digan
eres hijo de | a | obao). Used as an insult f
individuals, this metaphor serves the twofold purpose of, on the one hand, rgmindin
the young male of his marginalizedistence since birth and, on the other hand, his
reprehensible behavior.

At the same time, the polysemy of the term enables thevBli¢o detach
herself from her sonds i gnomihepemetsmtioact i ons,
of the hegemonic gender models and the imposition of the faunistic sobriquets upon the
pregnant girl and her future grandchild fact, unable to relate to him now, and,
therefore, | eaving the epi tmaternaffilidlkalug,o de | a
the fiLobad exploits the sense ofHdiheartl|l ess
final words, repeati,igc e hevircetmdnitipn ohcauelt i ene s
behavior. Their estrangement is marked by presentotgenand son in antithetical
terms, since the protagonist had previously described herself abhgoar t ed ( Aino me
deja el coraz-no).

In addition to breaking with her son, her final remark simultaneously questions
the gender ideology of tHerancoist regime cemented upon the official bestiary
rhetoric. Virtwually voicing the same discou
sinraz-n [/ me cono-wdfattripuesthelinauméne teadd 9f, t he Sh
abandoning motherand childéxa si vely t o her young mal e. (.
removes herself from her own flesh and blood, leaving it up to her son to redefine the
semantics of his own name (figue no digan si
following, instead of his paternal, hisaternal exampl&he Francoist authorities that

hastened to ban the song fiLa Lobao certainl
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content. The animalized single mother starring and namingpibla clearly overthrows

the foundations of the patriarchalgime by resorting to the subversive melodramatic

discourse. Through the-eppropriation of the official bestiary rhetoric not only does

the Shewolf reconstruct her own faunistic identity, but she also deconstructs the
discourse of power whose sonisablo t o per petuate on repeatin
when abandoning his pregnant girlfriend. Cr
the Shewolf tears down the patriarchal legacy that silences women. Her piercing howl

voicing the vulnerable situatiasf other single mothers turns upside down the fixed

gender constructs of the totalitarian regime which misleadingly confers the roles of

predatofprey upon sexually active females and their male partners, respectively. No

longer falling into this trap, thmot her |l y character of Le-n, Mo
forbiddencoplaexposes her own son as the real predator, proving him to be the wolf in

sheepbbs clothing.
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5.3. Horsing around in Francoist Times: Centaur Woman Albina inAna
Mar 2 a Malterx¢pa qué te fuiste@973)

Te busqué, durante todo el dia. Tu apartamento estaba ocupado
por dos chicas. Mostr® tu foto a |
busqué, todo el dia, toda la noche, por las calles, por los bares,
mostrando tdoto (me sacas la lengua y pones cuernos con los
dedos) a camareros, transeuntes, porteros de cine y teatros,
barrenderos ya de madrugada (253)
In Walter, ¢ por qué te fuist§2973)Ana Maria Moix createa horselike
character, centaur woman Albirta questionthefixed gender construct$his
mythological creature allowfer the exploration of nemormative forms of sexualities
by aossing the welllefined boundaries that delimited the personal andksgaces of
people living undethe Spanish dictatorshigertainly,not only is Albina a hybrid
being half human, half animal that engages in amatory relationships with a clownish
cowboy, but the circus ambience to which she belongs also becomes tiseétaaio
to show all sorts of (sexual) performances within the censorious context@ n c 0 6 s
Spain As amatteroffacttbo deal i ng with tabooaltyopics suct
(masturbation, lesbianism, bisexuality), masculinenosexualityincest and rape, the
novel was blatantly provocative, and, as a resalisorship demandegveral cuts
before its finapublication(Levineg A Ce n s o keacé as th2 BuB Jn the title of
this section suggests, this chapter will analipw through the legendary figure of a

female equine the Catalondnor n wr i t erofinbhbasessarpbags wit

at the sexual mores and convention$® prevail

188 Spanish poet, novelist, short story writer, translator and editor, Ana Maria Moix
(19472014) was the only female writer includedmd ® Mar 2 a Castell et ds
Nueve novisimos poetas espafi@l€¥0) and the youngest member of the intellectual
circle ofla gauche divine whi ch ni cknamed her Al a Nena. o0
i n Barcelonads post war itnovativegoersonabwritthg Moi x de
style rife with cultural references and sharp humor that showed hdfrantioist stance
and commitment to the feminist cause (Corregoriego Semblanzag-10). A regular
contributor to the influential journ&indicacion feninista she is the author of several
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The novel begins with aanigmatic circus character named The Great Yeibo as
he approaches an abandoned house carrying a bundle of mysterious letters. The reader
will soon find out that he is Ismael, a cl o
andsexual partner. As evoked byetbiblical symbolism of his nan{€ornejeParriego,
Entre mujered.11), Ismael is an outcast, for he has spent the last seven years of his life
looking obsessively for his beloved cousin Lea, his object of desire as well as the
addressee of tHetterswritten by his other cousin Julia on her deathi$&drying to
fulfill Juliabs | ast wil |l il evestoallydake hemrtob ar ks ©
the past. Facing the family house where he used to spend his childhood summers,
Ismael is faced by thghostly memories of his adolescence, a time marked by secrecy,
lies, punishments, represssekual desire and hidden erotic practices that mirror the
strict Catholic education received during F
journey inwhichlsmal 6 s experiences as he moves onto
those of his relatives, mainly his other cousins of the same generation (Maria Antonia,
Ricardo, Lea, Maite, Ernesto, Rafael, Luisin and Julita), but also his aunts and uncles.
As the novel nfolds, the characters undergo several changeditical, religious,
sociab that go hand in hand with their sexual (mis)beliefs, inhibitions, practices and
desires to finally settle down into a comfortable conventional bourgeds \ifith the

exception olLea, who devotes her entire life to doing whateverfebks like:fia L e a ? é

novels that stand out for their technical and thematic complexity, suehiag1970),

Walter, ¢ por qué te fuistg2973) andDe mi vida real nada s@002).

1 AsComejpPar ri ego explains, fdlsmael significa

descastado, el g u eEntteimajerexi 02y Apart from tharéligiousl e ar 0 (

significance of the name, Moix also plays with the homonymous literary character in

Herman Me | Woby Diekd sihsus pensamientos se han destl

de caballitos de mar que sofiaran en terminar con la dictadura de Neptuno. Es un capitan

Acab sin rencor, ignora por qu® persigue a
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Sigue viajandoé t amhi ®&mu ee lgluae r*a éc cnms eadg wair dsoe
hacer |1 o que | e d® | a ganao (258).

Amidst the multiple vicissitudes &f s m aliée] tite €haracter of Albina always
remains the same: loving, caring, empathic and faithful to her boyfriend, whose long
|l ife obsession with Lea prevents him from s
Ismaeb s pr ol o n gaelof lEsduile searahes fonLghe centaur woman,
literally worried to death, decides to commit suiciBimally sold as horse meat, Albina
is takento a slaughterhouse, fulfilling in this way her worst prophécsne vender 8n a
un matadero, aprovechar8n | a carne de | a mi
(49).

Modelled upon a real woman who played the role of a horse in a circus because
of her resemblance to oras Moix explains in an intervieWL evi ne, A The Censc
Se x 0 tBefalulus whitehaired Albina serves as the perfect counterpoint for the
dark reality of Francods oppressive Spain,
generational portrait ikValter, ¢, por qué te fuisteRs her chromatic name indicaées
Aal binao refers t o ctafityeandcboghtoess, thelequinee as wel |
character throws light onto the obscurantism enshroutimgdolescent cousidsiring

their sexual awakening in the somber family home, symbolically described as secluded

anddarkin Envuel ta en | a oeduoog,lachsdde)!ythe odeada de
170 Chromatism plays aipv ot a | r oworé&s andrthe Maioriat élesnent certainly
contributes to the characterization of the centaur wénsard to the construction of the
novel in general. The name AAl binad comes f
Latinword,etymolgi cal 'y rel ated to Spanish fdal bao |

of the day DRAE). The brightness conveyed through her onomastics, reflected in
Al binads des dirAill pbtiinan a&d wlaibtad (0 bl ancoo [ 4:
bl anc afoc e[j4a0s] ,bl ahcpebo[ 4&] mepHalspuest o bl an
symbolizes the good nature of the female equine as well as her enlightening role
regarding the cousinsexual awakening n  Fr a n c ttéraly aadofiguragvely |,
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teenage group initiates their erotic practices in hidden placgsattics, asements,
garages, locked rooms) and at nighttime, for fear of their repressive Catholic education
Albina gives free rein to her inmost desires in the colorful circus widdither entirely
a woman nor fully a horse, this hybrid creature not only illat@® and challenges
notions of gender that defined dictatorial Spain, but also human patusein the
aftermath of the Civil War.

A girl at birth, Al binabés transformati on
precise historical context of tf&panish Civil Wat’t During her childhood, the
witnessing of the fratricidal conflict that killed her siblings and destroyed the country
resulted in Albinabés detachment from the cr
ani mali zation: Adtonm§aiEntmppedina8prdlad t r an
destructiod poi gnantly expressed through military
gue volaban durante la noche podian romperme a mi y a mama, romperla como aquellas
casasé personas r ot aalbinadalsintoadfdesructivet os, 06 [ 50
anorexia, since the mere thought of breaking foods triggers traumatic warlike
experiencesino qui er o romper comidaé nunca qui er
nunca quiero romper nada, (bl®2.Widhahar ®é yo no

psychosomatic ail ment characterized by the

marked by obscurastin, Moix uses this chiaroscuro effect to paint an impressive fresco
of dictatorial Spain.
171 Even though Moix has virtually removed the political referents that date the novel
due to the censorious context Waftebtshe di ct at
historical framework is specific: the pestr Catalonian bourgeoisie (Corndparriego,
Entre mujered.01). Ironically, as Stovall affirms, by removing the traditional political
referent and including a more personal viewpoint pertaining to sexuadlitgender
roles, fia novel from 1973 may be more relev
publishedo {1Gl)a Nenao 100
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morphing equally reflects her repudiation of socféfjReluctant to accept reality and
the cruel human nature, both fantasy and metamorphosis tusiapist mechanisms
in totalitarian Spain Albnealbsilmut at aroyn St
centaur, therefore, marks her (sexual) liberation, as observed in her transition from the
claustrophobic dar k b a sagamssotano domdeaoscutas | d war
se o02a e[408%3)r aeddbdber o dags mengssquewpwegamaldas s c hool
ni fas y |l es rompen | os dibujosé nos pellizc
el d e 6-5l]) ento the bright widepenspacesf wi I d horses (AUNn |
alelies, y mas alla, la frondosidad de los arboles se perdia en el horizonte. Le gustaba
trotar, saltar, cor r])eThelibedylskernomenjoysasar r a, | as
semtanimal only commensurate withhers e x ual ) freedom as fAa cir
(Chamberlin 830), where she performs with her clownish cowboy partner, both in the
artistic and sexual scenarib’s.

With its theatrical performances, (con)fusion of signs, comic entanglements, and
corporeal celebratigrihe circus world to which Albina belongs aligns with the

Bakhtinian carnival paradigm that explores the subversion of society throughiaple

2 ' ' ness and metamorphosis are recurring ¢t
Structureso 109; Sc-h62)pusualy S/mbolizimgpap hr eni ao 150
i ndi vidual 6s escape Vvidlih(t9%9) the homonymous ai nf ul re
protagonist,fdei ng trapped after being raped as a ¢
develops a split personality in which the doubling Julita/Julia stands for the child and

adult within. Other traumatic childho@kperiences lead to animalization, as in the

short$ ori es fAlLas nutrias no piensan en el fut
Mart2n, su padre, su madre, elincdw@alinco, t 2 a
the collectiorEse chico pelirrojo a quien veo cada @i®720 , where children unable

to adapt to adult life turn into animals.

173|n Classicamythology, centaurs typify civilization as well as sexual passions.

Elizabeth Lawrence claims that the contests between the centaurs and the Lapiths

exemplify the struggle betweeivilization and barbarism. As for their sexual

symbol i s m, Chevalier and Jung point out tha
nature and lust. Jung also acknowledges the centaur as one of the most powerful

archetypes in the human psyche, connectedtiwtlunconscious, fantasies and desires.
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disguises, polyphonic discourses, bodily functions, and laughter. If the Russian literary

critic and philosoper emphasized the anarchic nature of carnivals, noting that they
surpass and corrode spatial, religious, and
analogously, transgresses and dissolves the gender boundaries defining Francoist Spain.

Home to those deviatg from normative masculinity and femininity (i.e., the aspiring,

frustrated and emasculated poet Ismael, the foreign communist and virile dwarf Polaco

John, and the sexually active female centaur Albina), this place of fantasy provides the

ideal scenarido play with traditional gender constructs through humorous shows that

reverse the conventional roles assigned to the s€kesacterized as a cowboy

(embodi ment of manliness) and known as fAThe
that evokes magnificeneend i mport ance) , | smael 6s perfor
of the above. Abused and killed as part of hisé@ddb@r sepul tura al cowboc
parte del hid/mmasculioity is dalle@ imtg question as he adopts several

(sexual) positions anales that have little to do with stereotypical manhood. Mute in

the boisterous show, Ismael is mounted as though he were a horse by a male clown:

AUno de | os c¢c-micos se sent atbwiththea hor caj ada
homoerotic relation visually regated in this scene. Besides being degraded to a
cowboybés ani mal mate, his feminine and pass
of the play, when female equine Albina, in turn acting as an active male, rescues him to

t he audi enc e fesapladsedyialgahabias, Aibiva, e calballo blanco, cogia

con los dientes el pafiuelo atado al cuello del cowboy vy, a rastras, le daba una vuelta a la

pista® (43).

"St ovall comments on the showods reversal of
patriarchal society: Al smael , for exampl e,
masculine enough. In fact, he often plays a femirte as Albina repeatedly rescues
him, he is like the damsel who is rescued by her knight in shining armor. She is, in fact,
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A parody of masculinity, femininity, and their aesthetics, these dramatizations,
gendebecomes fAa circWei bacc@ 0 [ rSdjoevcatlilorb 89f. a v
through his cowboy costume is a fabrication, in other words, a mere illusion, which
soon vanishes when his unmanly staging takes practhermore, on blurring the fuzzy
line tha separates appearance from essence, these circus charades alsossribe
fictional and real domains, since Yeibods t
outside the circus world.

There are numerous par al Ilthiskpealars t hat att
function. Yeibods comic role as sa mute and
| smael 6s failure as a poet and as a heteron

clowns on stage continues once the show is over, with dwarf Polaco Johiyverbal

attacking hisvirilityyi ayY ese, es maric-n?, preguntaba s
catre de5A) bimant her more, Yeibods work coll
sexual partner, playing t hguéshahemidodeél,e as s a

sin la ayuda de Albinal®0 solo lo vigila, y lo recoge, por las noches, lleno el cuerpo de
alcohol y I a mente de sombraso (55), and ev
on the circus adé including acrobaticsi Con f r e c u eloswiolentos de bi do a
movimientos orgasticos, ha estado a punto de aplastarlo con las patas traseras. Incluso,

en una ocasi-n, ®I sali - disparado de | a ca

46)17

the horse minus the knighteée the fact that h

constitute a subtle criticism of therigidgender ol es i n Spaino (ALa Ne

175 1ronically, despite playing the role of a cowboy and having sex with a centaur

woman, neither Yeibo nor Ismael appear mounting a horse. In the circus, Yeibo

symbolically becomes a horse himself as another claes him During his amatory

relationships with Al Dbina, | smael avoids mo

be more |i ke a woman: fAHay otro mReba m8s c -

ella le ilusiona realizar el acto en la postura normal, ytéemt a compl acer | aodo
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This game of mirrors ultimately reflects
observed in his onomastic split Ismael/Yeibo. In fact, despite psychoanalytical readings
of the mirror as a positive element in the formation of identityyaiter, mirror images
appear to convey a process of disintegration rather than cré&tidris sense of loss in
the male protagonistés | ife, vividly evoked
still haunthim in thepresentderives from the disappearance of hisifer lover Lea,
| s maredidssonardd “Alrlei,nadés counterpart.

An integral part of the novel s multiple
mar k | smael 6s p@Thdir two photdgeaphs insidp misecinctis.suitcase
metaphorically represent their role as his life travel companions and as the catalyst for
his innermost sexual desifestill hidden and repressed in a closed spéte.

en | a pequefYa maUne anaarillentaj samantebreesntedraot o s .

merced al papel celo pegado por detras: el rostro de una mujer joven, la lengua

fuera y el dedo indice, a ambos lados de la sien, imitan un par de cuernos; en el

angulo inferior, y con tinta casi destefiida, una dediizgtborrosa: jTonto!, y

firmado: Lea. En la otra foto: un rostro mas alargado que el anterior, mucho

mas: pertenece a un caballo. Las orejas, la cabeza y la parte visible del cuello

cubiertos por larga pelambrera blanca. Labios finos, ojos pequefios, tlas

176 Notwithstanding that in most Bildungsroman mirror images reveal the positive

formation of oneds identity (Bush 154, Cipl
seem to reverse this f Oulademorstmates thefuse®fc h u mmo s
mirror i mages and doublings i1 n thdentityr ansmis

(also observed in her two names Julia/Julita), the same seems to apply to the personal
development of Ismael/Yeibo Walter.

Y Forathorogh analysis of Moixéds use of doubl i ng
Bellver.

"Recurrent in Moix6s narrative (Jones, fALi-t
symbolize both the complexities of reality
Walter,Ju i t ads favorite pastime is burying obj e

lesbian passion towards Lea.
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cejas, blancas, muy juntas y pobladas. Sonrie. Y escrito con letras casi de palote:

A mi muy querido Yeibo, de la siempre suya Albina. Y junto a la dedicatoria,

dos manchas de tinta azul, una de mayor tamafio que la otra: muy bien pudiera

tratarse @ las huellas de una pezufia de cab&l®41)

At first sight displaying fithe stereotype d
and Lea)o (Jones, & Aldinais white, caring and affectiomatee s 0 1 1 4
smiles and leaves her footprintsinaitate a human signature whereas Lea is-dark

haired, defiant, and rebellious, sticks her tongue out to make fun of Ismael and writes
Aitontoo as her s ol ed dteeseipictards,ineverthgiessi share t o her
theanimalized image of both female

If the centaur woman irremediably exhibits herhdrse k e nat ur e, Leabs
with her index fingers placed on bod h sides
seems to imitate a potent bull. Symbolswair, masculine powers and of uncontrollable
passions (Chamberlin 823; Cirlot209 4 45) , t hese creatures conyv
(gender) transgressions and (sexual) freedoms. Moix, indeed, exploits the binomial
bestialtys exual ity in the representation of | sma
the strict gender constructs and lack of (sexual) liberty in dictatorial Spain.

Mirroring the previously analyzed metamorphosis of Albina, animal imagery
equalymar ks Leabs personal change. Once again
transformation from an obedient girl into an independent woman is expressed through
her characterization as fAgato mal o0:

esas dos fotos mias: una, pequefia, vestida de blanco, peinada con rizos y cintas,

tan timida mi mirada, tanto miedo en mi media sonrisa. Y la otra: de gato malo,

me diras, la expresion dura, provocativa, el pelo corto, muy erguida, los pufios

prietos sobréa falda, ¢ qué sucedié entre las dos fotografias? Y no te lo diré,
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porque quiza ni yo sepa qué dia ni por qué decidi esa monja no me vera llorar

nunca mas por un castigo, seré como esa chica de las mayores que tan mal se

comporta y la Madre la llama el demo vestido de uniforme, papne castigas,

pero tanto me da, no me asusto cuando gritas como mama, eres una criada

mama, te cambias de traje, de peinado safmprdena(167-168)

An expression of her (sexual) freeddroats tend to bassociated with
eroticism, promiscuity, and independedc@lartin-Marquez 253 , Leabs feline
portrayal underscores her outright rebellion and defiance of patriarcal social norms, at
which she constantly laughs with her-tilké smiles:i Sonr e 2 a biosprietns, | os | a
|l as comi suras hacia arriba, -2&a3)s,0nfimisraa,de ¢
agresiva, |l a sonrisa de gato en |l os | abi os,
sonrisa de gato travi eshbchoangthdsaversivent eé s al v a
function of Albinadés comic and sexual per f o
order with her clamorous laughter and erotic practicefact, rer rejection of the
feminine gender role of subordinate mother and wiéaifestan her hetersexual,
bi sexual, and | esbian relationships with he
Julita, Ismael, and Augusté®

Il n addition, L e arbimagicary éeang thabmceats her affairl t e r
with the seminarian Augusto, opens a world of (sexual) fantasies only comparable to
Al bi nads f @&theuntost absiousform of assapigm all levels With her
fascinating stories about tfietitious beau, whom nobody has sekra mesmerizes

her young cousin€ach of theninvents their own descriptions to make Walter

1 Throughout the novel, Lea makes it clear that she will not becdroasewife and
mot her: MAPues todo el m&i,nnéd mierdaey trabajar Lea, e
tener hijos y aburrirseo (120).
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conform to their own ideédl colonel Townsend for Maria Antonia, a Sandokan pirate
and a modern Robin Hood for Ismael, Rafael and Luisindandylike Red Butlerin
Gone with the Winébr Maite (129130). Through the figure of Walter, then, the
children channel their most secret (erotic) passions and dé&fres.

| smael s discovery of the real person be
last day of his summer holidays destroys the magic of the ideallistic childhood universe:
Asin poder arrancar de tu mente | a imagen d
repetas en silencio yo iba al encuentro del Gran Walter para ponerme a sus servicios y
derrocar al r®gi men, a | os curaséy Walter e
This irreparabl e | osmveintaadtlthoed, isexpressech s 6 | i f e,
thr ough Wal t er 6 5% /sy solaf épitaph, Juliamakesathe.name
i Gu a & whegse phonetic spelling is typical of childéewut of pebblesn orderto

cover the hole where she has buriedrhestcoveted treasures (some little boxes and

cards):

Cava el ultimo hoyo, de la ulltima tarde, del ultimo verano. ¢ No entierra

nada en el interior? ¢ Por qué lo cubre de grava? Con el resto de las

piedras va formando letras hasta componer una palabra Gualter. No se

escribe con ge, le dices, sino con doble. @ué rabia te domina, solo
180Thehomosexuatharacteo f Er nest o provides a good i nsi
the fulfill ment of Déeepictoaslima®ds (kendriicpt ido
fictional b o yrdwing of Walter is,Enrrealgyshisgegif e r dr ai t : A ETr ne

dibujo la portada: el Gran Walter, alto, rubio, los ojos azules (cosa que le recriminaron,

pues en lugar de dibujarlo con ojos grises y pelo castafio, tal como Lea lo describio,
Ernestoseretra® s2 mi smo) o (130).

BlThis symbolic burial not onl&sexuggndesent s t
childhood oned but also anticipates her tragic end. She dies from anorexia at a mental
institution.
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sirves para llorar. ¢Por qué lo entierra con los crometes y las cajitas?...
Gualter, un nombre escrito, con piedras, sobre un.h@g®)

Wal terds tragi c enSdevneinr ryoerasr sA labfitnear6 sWad eta
disappar ance, the circus Amadeus Royal arrives
about Albina and theperformancetheclownish cowboy continues his search for his
bel oved cousin, to whom he must deliver Jul
showing,dayanchi ght , everyone he-likeghetegrapffean 6 s bur | e:
image of her constant defiance, literally and metaphorically speaksmael returns to
the circus only to find out that it has left:

Te busqué, durante todo el dia. Tu apartamento estapaducpor dos

chicas. Mostr® tu foto a |l a que me ab
dia, toda la noche, por las calles, por los bares, mostrando tu foto (me

sacas la lengua y pones cuernos con los dedos) a camareros, transeuntes,
porteros de cines y teafr,dbarrenderos ya de madrugada. Amanecia, al

llegar a la explanada donde habian instalado el circo, en la parte alta de la
ciudad, al pie del monteé Un hombre v
con una gorra: ¢ El circo? Se ha marchado. Ah, ya caigo usted debe

seréel cowboy payaso, | o han esperado
dejado una carta para usted (Z5s3})

There, in the empty space, whefoeest guardries todeliverPo |l aco Johnos
l etter expl ai Mimotyated bythér onhearablesanguish afgrener

boyfriendods pd lsmaelsogrurealizesahbther padner is lying déad:

182 Another mirror image in the novel, letters constitute an expressi@exual) desire

and death. Before dying in a mental institution, Julia asks Ismael to give Lea some

letters that presumably speak of her lesbian love towards her cousin. Similarly, Polaco

John | eaves | smael with a laedteteethreatehimymi ng hi
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AAl volverse | a vio, junto a lamcatentdEeo | as par
sobre la hierba, la sangre, ya seca y negra, manchando los largos, suaves pelambres del
cuel |l oAs (2hd)sl aughterhouse workers approac
Ismael faces, again, the painful readityividly expressed througthé physical and
verbal aggression he is subject to when reminding the guard that wants to sell Albina as
a horse thatsheisawomahn abl e t o prevent the ful fill me
(Ame vender8n a un matader ogmiagpoderechar 8n |
cabal |l o, [49]),dsmaelwatreessesa@ grotesque burial, somehow reminiscent
of Walterds. The centaur woman i sficdbmonal |l y d
cargaban el cuerpo de un caballo blanco en el camion del Matadei@pdlan(254
255)

With the loss of Albina not only does Ismael lose his (sexual) partner, but also
the world of (sexual) fantasiesd transgressiorikat she represents, for this has no
place in Francobs Spain. I n fact, at the en

Lea, is stildl mi ssing. She continues travel

mechanism from that oppressive reality

to kill hi m: ARAbre el sobre, apen@3s puede |
algun dia encontrarte, Polaco John te estrangula con sus propias manos. Te esperamos

dia y medio. Albina queria salir en tu busca, como durante kaslasches de mas de

siete afos, por las calles de las ciudades. Dijo, aqui The Great Yeibo conocer la ciudad,

no poder perderse. A pesar de todo, salié una noche, Polaco John verla. Regreso al
amanecer, sin encontrarte tras buscarte por los bares. Anlladeusa comisarias y

hospitales, por si te hubiera ocurrido algun accidente. Estaras con tu familia, tus amigos,

0 quiza esa mujer a quien buscabas. Eso decir Albina, al entrar en la roulotte para

disponer sus cosas antes de partir. La encontré Polagpydptel enano. Se corté la

yugul ar. Dej- una nota: ella quer2B6). que | a
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6. There is Something Fishy: The Resurgence of ti&ancoist Bestiary in
S p a iPredeatDay Politics

<« ¢ @ © & httpsy/cronicaglobalelespanol.com/politica/santiago-abascal 89589_102.htm B -9 mnomae &:

ascal-toro_28958
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ML
Santiago Abascal, lider de Vox, durante su participacién en el debate a ci

Santiago Abascal, como un toro y contra
todos

Ellider de la ultraderecha se queda solo frente al Estado de las autonomias y el 'consenso progre’
de la democracia espafiola

Image 96. Santiago Abascal in the political debate prior to the November 2019 Spanish election

Reporting on the political debate prior to the celebration of the November 2019
Spanish general election, the-lame newspapeEl espafiokeferred to the leader of the
farr i ght pol i ti cal party VOX, Santiago Abasc
(hSagbi Abd3calApart from expressing Abascal 6:
centralized Spain against the more pluralistic views of the nation held by all of his
political opponentd presidential candidate and current president Pedro Sanchez
(PSOE),Pablo CasaddP),Pablo Iglesias (UP) amilbert Rivera(C9)0 , this taurine
simile also coincides withthe (sgIf constructi on of the public

frontman, somehow reminiscent of the former Spanish dictator Francisco Efanco.

183 These are the five dominant parties in Spain organized according to thigheft
political spectrumUnidas Podemof@JP-United We Canleft-wing), Partido Socialista
Obrero Espaiio(PSOESpani sh Soci al i s tleff)oiudddanogC® Party,
Citizens, centreight), Partido Popular(PRPopular Party, centerght to rightwing),
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In fact, a look at Spanish media shows numerous instances linking Abascal with
the bull, both literally and metaphorically speaking. For example, his twitter account,
rife with photographs of bullfighters and bullfighting spectacles (Aug. 6, 2020), not
only includes threads supporting thesta nacional(Aug. 12, 2018), but also images of
Abascal himself learning to bullfight (June 17, 2019). In like manner, the conservative

newspapeta Razén(Oct. 5, 2019) and the rightist T.V. progr&thgato al agugJan.

14, 2020) describe the leaderof Vmxsu ni t or o0 when ®iThig er vi e wi

deployment of bullfighting iconograptappealingo patriotic values might be

indicative of other similarities between Santiago Abascal and Francisco Franco, whose

government was significantly knoWw#h as HAgobi

Hence, as evoked by the title of this chagtecause there is somethififgshyoin the
representation of Abascal through bull symbolism, this section analyzes the politica
ideology conveyed through this animal metaphor in order to see whether there exist
further parallelisms between the doctrines upheld by VOX and Frandoishis sense,
special attention will be paid to the gender ideology conveyed through such zommorph
representations given the significance that the bestiary had in defining different forms of
masculinities and femininities in dictatorial tim&sr this purpose, the chapter explores

the binomial bulA b a s c a | i n the speechaegesofrmtionaVvOXod s

and VOX (VOXL at i n f wight).©espite thd victory of PSOE in the last
general election (Nov. 2019), which won 120 of the 350 Parliament seats, the most
successful group was VOX, which obtained 52 €eais from just 24 in the previous

poll in April 2019. The PP had 88 seats, UP had 35, and Cs only 10. Rivera resigned
afterthe poor results of his partwhich lost 47 seats since theeviouselection, and

Inés Arrimadas became the new leader.

184 Founded in 1998 by Luis Maria Ansdna R a editamalésances are primarily

(e} ]

|l i beral economically and conservative soci a

aguao a lasightistavievgpgirtt. & is produced by the multimedia communication
group Intereconomia, whose logotype is a bull and whase television channel is
Toro TV.
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andinternational newspapergl(mundg El pais La Razon El espafiol OK Diario,
Libertad digital The TimesThe New York Timgsradio and television programisq la
mafanaEl gato al aguaEl programa de Ana Roskl Torg), and sociamedia
platforms (Facebook, Twitter, Instagram, YouTube) devoted to the Basque politician.
The aim is, ultimately, to understand the political ageraf@gsmitted through the
discourse of tauromachy hoisted by Santiago Abasthto comparet t o Fr ancoods
partisan use of the (symbolic) universe of tauromachy.

Former PP member Santiago Abascal is an avid fan of bullfightirjs
fondness for tauromachy, manifested in his regular presence in bullrings across the
countryand, as mentioned, highly publicized on his social media, ultimbtély down
to its link with Spanish identit{®® His statements in the newspap8C.  fore st

sefa de identidad de EspafYao (P®rez, ndASanti

Marca Afatacar a | os toros es atacar a Espafa
serve to illustrate VQostwsapansdahreamhtheon t he s
partybés website: fA[el toreo] es una expresi
2nti mamente |ligado a | a identidad de Espafa
Miguel 2).

Regarded as an icon of the coudtiyst like in Francoisi@ , the bull becomes

t he metaphor par excellence of VOX6s nati on

185 Abascal was a member of the Partido Popular from 1994 to R4 §rowing
disenchantment with the PP for not adopting more-hiaedstances against the
independentist movements in the Basque Country, and, above all, in Catalonia, led him
to found VOX along with other conservative polifins.

186 As Duncan Wheelerms er v e s, fi-odsbiausycstglizel hirsselflag a
middle-aged man with oldashioned values and a fondness for being photographed in
bullrings, communicating both traditional respectability and a commitment to the epic
adventur i sm noafl Sfpiaeisntéaso n(alt7i60) .
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during his political campaigns, Abascal exploited | | i magery to convey

chauvinisticmessage and to fashion his figure as a national leaderddassing his
audience in the Vistalegre bullring of Madrid on October 7, 2018, Abascal defined his
political group as fAun miurao ready to
of Spain:

Con VOX esto se ha acabado, con vosotros esto teerhimado, porque

los sambenitos y los insultos de Pablo Iglesias, de Pedro Sanchez y de

Quin Torra, nos los ponemos como medallas en el pecho. Los progres no

contaban coeste miura de VOl que hoy se ha soltado en
Vistalegr& h e memido aqui a representar a la Espafia viva, a
representaros a todos vosotrosée
de la division, del enfrentamiento y de la ruina de Espafia jY a

combatirles! ...VOX es la Espafia grande, la Espafia alegre, la Espafia

decehm eé Esa Espafa viva éque mafYana

att a

He mo s

s al

no se va a detener ya hasta reconqui s

para que Espafa viva, para que jviva Espg@jid! in Sumba 6®&1)

The guintessence of a violent animal, the symbol of arstrareed bull is

embedded in a warfare rhetoric (e.g. Ameda
Acombatiro [combat], Aconqui staro [conquer]
Francoist Spain. Call i ng f orablebrimgsbagkc onquest

memories of the recovery of a Catholic culture under the reign of the Catholic

Monarchs, to whonel Caudilloalways looked up to formulate his Natioi@atholic
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policies’®l ndeed, after mocking communist fellow
Mezquitaso [Pablo Mosques], Abascal explici
presumably to awaken an aMuslim sentiment and to justify his afitnmigration
policies: fAsomos Europa con m8s derecho que
islamico en siete siglos deeconquistaddo( Abascal , AVistal egre spee
Abascal proceeds to emphasize the need to protect thaigndint razor wires
of Ceuta and Melilla, the two Spanish cities situated in northern Morocco that are the
main port of entry for Africans: Al a Espafa
las paredes de su casa sean protegidas, que las vallas de Ceuta y Melilla se defiendan,
gue se mejoren si es Inandnersaailgwarringténg,t d. i n Su
VOX6s | eader summons the nationébés security
nuestros guardias, a nuestros policias, a nuestro ejército, a los regulares, a la legiéon o a
guien sea, se | e den | os medios material es
(gtd. in Sumba 62Deliberately omitting the autonomic police forces, thedsts
mention the legion. This unit of the Spanish army not only was commanded by Franco
himself, but it also played a major role in the victory of the Nationalist faction in the
Spanish Civil War (Reyes11).
Furtherparallelisms betweethe discourse ohbascal anal Caudilloappear
with the for mer 6s a®Appaneatly eviving thefmythofthes pafa vi v
ARaftsipafado devel oped by the domestic ultra
designate the inner enemies of Sg@agovia Vara and Fernandez 1), #tey notion

correspondswith he concept of dedgnateddctatbralBSpatha o t hat

187WhenAbascal founded VOX in 2013, his promotional videos featured him riding a
horse ané@nnouncing a new Reconquest referencing the-déitkury defeat of the
Aoccupyi nghe@atwlic Manarthy (Wheeler 175).
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Besides, mottoes such as fila Espafa grande,
ring a bell to anyone familiar with the propaganda of the totalitarian’$tate.

Similarly, in the meeting held in the bullring La Flecha/alladolid on October
13, 2019, Abascal picked up the taurine al/l
strength and growth wi&vis all the other partie§iSomos un toro brawp noscrecemos
ante losboicots ( de | aOtFhueern tien s3t)a n ¢ eesidenexplicdyby VOXO06 s
identifies his group with a bull are found in his numerous interviews in the media.
Commenting on VOX6s presidential aspiration
efforts in the final stretch of the iwgpaign via the archetypal bovin&alimos a ganar,
hasta el rabotodoestaro ( Al var ado 3). Whe ideolgiceled about
positions between VOX api@iude@danosiesrdoson os, Abasc
mansg nosotr os s o nmBuesta B4ilLardiez )]s indicativevobtised  (
bul 6s rhetorical force in VOX6s imaginary bc

opposite group&®

188 The Francoist government always stressed the importance of keeping a happy and
decent facade to conceal the poverty and repression characteristic of the first years of

the regime (CaballeroY his was superbly encaplated in its mottai Es p a { a , Un a,
Grande y Libred

189 Abascal frequently deploys the metaphor of the docile bull to discredit Ciudadanos

and its | eader efoocodefinddo, esit@rno urdt@anzamso gue no
sabe si mira para | a izquierda o para | a de
mansoo (Lardiez 1), Ahace poco establec?2a |
bravo. El toro manso no sabem@donde va a ir, si va a embestir para un lado u otro,
para | a izquierda o |l a derechaécCiudadanos e

bravo previsible, que sabes donde va air, por déndeva &salio. s omos nNosoOtr os
(Cuesta 2)Pedro Sanchez also lmewes an object of scorn through bull metaphors

when Abascal states that the Spanish president has nothing to do with the noble and
fierce ani mal : A[ Pedr o SBheramneaknpmes recureng e | t o

i n Abascal 6s dsspoli secthd beponehéshincl ude
[ frightened rabbits] for both PP and Ciudad
naranja seguirs8n actuando como conejos asus
rabi ososo [enr aged (TheoBasje Nationalist®drtg) andEHd t he P N
Bildu (ANos han dejado a merced de | os perr

[scavenger vultures] (Muro 1).
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|l mage 97. Abascal 6s tweet referring to VOX and

respective}

The bond between VOX and the totemic bull is so strong that it has transcended
domestic borders. International media, indeed, frequently deploy this zoomorphic
identification to caution of a new faight in Spain that many see as the legafcy
Francoism (Rubid?ueyo 3). The Mexican journkbreign Affairs Latinoamérica
speaks of Abascal és group as AVoXx, un toro
underscore its overt ultraconservatiisdues.The New York Timesl s o menti ons de
toro bravoo (Fonseca 2) when warning of VOX
metaphor, the Argentiniddrgente 24 nt er pr et s VOX6s attacks on
violence | aw in Spain in ternmetVvVoX a bul |l <c¢h
Avanza | a 6ola derechadé y embiste®™a | a agen
As expected of VOX6s main representative
bull identification. His symbolic metamorphosis into the fierce beast not only pedains t
the constant projection of the animal ds bod

the politiciandbs physique, speech, personal

190 Even though the fight against gender violence has traditionally hadpadys

support (the Spanigtarliament unanimously approved the gender violence law in

2004), VOX has broken this consensus with its refusal to back any initidtiwerding

to Abascal 6s party, the existing gender Vvio
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taurine paraphernalia that the Basque legislator ostentatiously exhibits ubhés p

appearances to construct his image as a national leader. Epitome of masculinity,

physical strength and (sexual) prow@gsandes Cirlot), thebull trope contributes to

enhancing the muscular and welilt Abascali As 2 se maéhadbamseeh!| 0t or «
gi mnasi o0 ( RQ.disStrgnuoaizfitnédea wtai e has dr awn t he
attention to such an extent that he has bee
1; Rodriguez Veiga 1). lllustrated with photographs of Abascal dresseghirspiort

clothes that accentuate his toned body (image 97), several newspaper articles not only

convey an image of a virile, robust, and healthy mdrich somehow mirrors the

strength of the body politidgut also connect his btlike physiqueto notiors of

Spanishnes¥* El esparial for example, explicitly links an athletic Abascal with his

passion for Spanish historifel 6 t ode girdnasio Abascal también lee: su obsesion

con libros sobre Espafia en su bibliotétldider de Vox es uno de los politicos que mas

citas literarias lanza desde el Congreso. Le interesan el ensayo y la historia, siempre

sobre EspafiaRodriguez Veigd). El Toro TV, on the other hand, emphasizes

Abascal 6s moral strength and defense of a u
toro que planta cara a | os etarraso (Ari za)
¥lwWhen Abascal tested positive for Coronavi:
Jorge Buxade commented on the | eaderds heal
bi e Abascalesthecho un toro, ha pedido asesor ami ¢

Abascal 6 3).
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La mujer que mantiene hecho un 'toro' a Abascal: El ‘toro’ de gimnasio Abascal también lee: su obsesion
quién es Marta Palomar, la joven promesa del voleibol con libros sobre Espaiia en su biblioteca

Image 8. El toro de gimnasio Bascal

This transmission of patriotic values via the association of Abascal with the bull
is reminiscent of Francoist propaganda. Indesdseen in chapter id, several
harangue&l Generalisme x hort ed hi s troops and fellow ¢
quebdo espafol( AlOiesvcau rdseonst Moegliez Momtallwhn,| | oo 2 ;
Cronica86) to fight for the greatness ¢ Nueva Espafiaand the image of the bdike
man permeated school textbooks, courtship manuals, novels, comics, and movies in
accordance with the hypermasculine dictatorial s&uéfice it to say, a popular comic
character named T o rliftingwlaspion and thisvanimél datne we i g ht
frequently referred to suitors and soldiers during the dictatorship (Martin Gads,
amorososl44).

I f the anatomy of a bull serves to captu
similarly turns his petitions into a snarlcommunicate his staunch defense of elements
and institutions traditionally associated w
de Abascal en Vistalegre: con Morante y O6Vi
exhi be poder2o0 en Séded | (l fm1E0 Neghessigdohetaghor da un
to denote Abascal 6s speech is related to ot
bull 6s charge: AnAbascal embi ste a Pabl o 1 gl

AAbascal embiste en cwntasaodieddd®PsP dlprvVoat (e
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In addition to belligerency, the bull has a reputation for being a noble and
tenacious animal. These positive traits are

pressQuoting a PP member who worked with the dgaesspolitician, the journdtl

independients t at es: A Abascal] es muy toro bravo
tuviera simpat2a dentro del PPO0O (de | a Hoz
AEs | a tarde de Dietero extols Abascal 6s po
withalul | : finobl e como | os toros @&ldomes que su

de Andalucip | ays on the word Atoroo to refer to
prohibition of tauromachy i n fAWthat or o si gue
photograph bAbascal toasting with a group of matadors at a table, the article informs

ofd and celebratésthe sentence that annuls the ban of bullfighting in the city of

Villena (Valencia).

El toro sigue sobre la mesa

La reciente sentencia que anula la prohibicién del Ayuntamiento de Villena para
organizar festejos taurinos en su localidad es extensible a toda Espafia. Mientras
tanto, el mundo del toro tampoco se ha escapado de acuerdo de gobernabilidad
suscrito por el PP y VOX

ALVAROR.DELMORAL W / SEVILLA / 14 ENE 2019/ 17:00 H - ACTUALIZADO: 14 ENE 2019/ 17:11 H.

Expertos Indican la duracion
de la Inmunidad del Covid
tras Infectarse

Image®. A ElI toroo0o Abascal <celebrating w
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Not limited to thesymbolic domain, the construction of Abascal as a bull also
encompasses physical artefacts from the universe of bullfighting. Along with a Spanish
flag, a Jesus Chrifigurineand a framed card of the Virgin
contains the statuete of a bull 6s head and a bookend s
these el ements faorimcédan( Redcaguéz oVeiagai 1)
sell Abascal and his party as the safeguards of a Spanish identitycit@iding to their
views, hasbeen put at stake with the coalition government among PSOE, UP, and

Catalan and Basque separatist paf#ésnso Rincon 15).

23 LibertadDigital

IS Asies el nuevo despacho de Santiago Abascal en la sede de Vox

» 5/5

Imagel00O Abascal 6s office with the statuette of
mat ador 6s cape

Besides his office d®cor, Abascal s att]i
for the same propagandistic reasons. As noted in the digital newsfmpp6épuli one
of Abascal 6s favoriteCapdtebtimht adobdbandape$, th
worn by bullfighters like Enrique Ponce (Palmer8)1Furthermore, the leader of VOX
tends to carry an umbrella that has al so ca

mat ador s sword, as o0ne |pgamaguasresoguw: coneal queu mer o u
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Oasustad Abascal o (Rodr2guez Veiga 1), AEI
triunfa en | os toroso (Rodr2guez 1) or dnEI
|l l amado | a atenci(mMElenpadlasguases2soci al eso
Image 1Q. Santiago Abascal wearing El Capote clothes
Image 1. Abascal s umbrella resembles a r
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