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THE PROBLEM o

The tragedy, La casa de Bernarda Alba, by Federice

Garcia Lorca is generally recognized as one of the finest
' poetic tragedies of the Twentieth:Century, yet it has not
drawn the critical attention afforded the plays of Lorca's
contemporaries, such as Tennessee Williams, for example.
Ironically, Williams® early plays evince a definite. |
Lorquian influence.l Close attention has been paid to
the poetic texture of Williams' plays, yroviding an
important contribution.to_understanding the art of his
poetic tragedy. The same has not been true of Lorca.
This may be dﬁe‘partly to the fact that Lorca's trégedies
have not played very well in the United States and partly
.due to political considerations in his native Spain,

It is the purpose of this essay to make a detailed

analysis of the poetic structure of La casa de Bernarda

. v , N
Alba to show Lorca's brilliant welding of the basic
elements of the drama into one underlying statement of

theme, This will be accomplished through a close reading

of the pi&y‘mm originally written in the Spanish language

lSam.ﬁ&mefarb, "L,ife and Death in Garcia Lorca's
House of Bexmarda Alba," Drama Survey, Vol. IV, No, 2
(Summer, 1965}, 120, n. 1. -




N

with especial attention paid to ite setiing, dominant
image patterns, characters, and actiocn. ’Phese, then, will
be examined and elucidated in relationship to thematics,
thus demonstrating Lorca's dramatic technique of fusing

these fundamental parts through use of language and
. ‘ g ‘

symbol into one unified whole..



CHAPTER. IX
THE PLAY
I. HISTORY AND BACKGROUND

La casa de Bernarda Alba, the last play in Lorca's

trilogy of tragedies, composed of Bodas de sangre, Yerma,

and L.a casa de Bernarda Alba, was completed by the play-

wright on June 19, 1936, exactly two months to the day
prior to his death before a firing squad in the opening
days of the Spanish Civil War. Its premier performance
did not take place, however, until March 6, 1945, in
Buéno& Aires, Argentina, with Lorca's longtine friend,
actress Margarita Xirgu, in the title role.l The same year
a French version appeared in Paris, an English version in
London,-and‘a Czech version in Prague. Honig refers to

it as "Lorca's suppressed drama," which appears an apt
description since the Spanish text was not printed until

1946, followed by an American translation in 1947.2 The .

Spanish premier finally took place in 1950.

lRmhﬁrt‘Lima, The Theatre of Garcia Lorca (New York:
‘Las Americas Publishing Company, 1963), p. 263.

2Ed%ﬁn Honig, Garcia Lorca (Norfolk, Conn.: James
Laughlim, 1963), p. 219.
_3cam1 W. Cobb, Federico Garcfa Lorca (New York: Twayne
pPublishers, Inc., 1967), p. 138.




This play, like Bodas de¢ sangre, has its basis in

fact. The factual details, as with the earlier play,
3 - . ¢ .

provided only a point of departure for the dramatist.

Carlosz Morla Lynch, in his intimate diary covering th

period of close personal friendship with Lorca, recounts

4
a conVersation with the playwright in which Lorca disclosed
the play's background. Lynch remarked to Lorca that the
women of the play resembled women from Castille rather than
~from Andalusia. Lorca replied, explaining the events that
formed the basis for the play had actually taken placa not

far from Granada:

Hay, no nuy distante de Granada una aldehuela en la

que mis padres eran duebos de una propriedad pegueiia:
"alaulrublo. En la casa VeClnu Y colindante a la
7~

nuestra vivia "™ Jofna . una v1udu de muchos

atios que @jqula una ifs¥orable v tirdnica vigilancia
sobre sus hijas qolterag. Prisioneras privadas dn

todo albedrio, jam&s hahlé con ellas: pero las vefa
pasar como sombras, slempre silenciosas y siempre de
negro vestidas. Aho;a blenw—pr051due~- habia en el
confin d@] patio un pozo medianero, sin agua, y a &1
descendia para esplar a esa *amllla extraha cuvas
actitudes enlqnatacas ne 1nur1gaban. Y pude observarla.
Bra un infierno mudo y frio en ese sol africano,
sepultura de gente viva hajo la férula inj lcxlble de
cancerbero oscuro. Y asi nacid--termina diciendo--

La casa de Bernarda Alba, en que las buouestradas son
andaluza S, pero que, como Uu dices, tienen quizd un
co’orldo de fierras ocres mds de agueldo con las mujeres
de Castilla.’ :

4Carlos Morla Lynch, En Espalia con Federico Garcia
Lorca {(Madrid: Aguilar, 1958), pp. 488-489. All trans-
lations are mine, unless otherwise indicated.




(There is, not far from Granada, a little village in
which my parents owned a small property: Valderrubio.
In a neighboring house adjacent to ours lived “dofla
Bernarda", a very old widow who exercised an inexorable
and tyrannical vigilance over her single daughters.
Prisoners deprived of all free will, I never spoke with
them; but I saw them pags like shadows, always silent
and always dressed in black. HNow then, he proceeds,
there was in the middle of the patic a well without
water, and I climbed down into it in order to spy on
that strange family whose puzzling activities intrigued
me. And I was able to observe it., It was a silent and
cold hell in that African sun, a sepulchre of living =
people under the inflexible rule of a dark, severe, and
incoxruptible guard. And thus was born--he ends saying--
La casa de Bernarda Alba, in which the isolated ones are
Andalusians, but that, as you say, they have perhaps a
coloration of ochre lands more in .agreement with the
women of Castille.) '

Claude Couffon, whose source was Lorca's cousin
Maria, adds that the character of Pepe el Romano was drawn
directly from Pep2 de la Romilla, the real-life lover of
5

one of the unfortuanate daughters,
IX. BRIEF SYNOPSIS

Lorca's drama opens in the midst of the funeral
observance for Bernarda Alba's second husband. As soon as
the mourners leave the house, Bernarda announces to her

five daughtersG.thEEfthe traditional mourning period of

SLigg, op. cit., p. 265, citing Claude Couffon,
“Como murid Garcia Lorca," Nueve Democracia, Vol. XXXIII,
No. 3 (July, 1953), pp. 64-81. ‘

brhe five daughters are Angustias, thirty-nine years
¢ld; Magdalena, thirty; Amelia, twenty-seven; Martirio, twenty-
four; and Adela, twenty.



6.
eight years will bg.strictly enforced by her.  The house is
to be sealed off and the daughters sealed in just as it
was done in her father's time. Angustias, the eldest
daughter by Bernarda's first husband, receives the bulk of
thé>estate& s0o only she has a sufficient dowry to marry a
man of her class. Ironically, she is the least marriageable

daughter from the practical standpoint of age and physical

condition. The situation becomes even more ludicrous with

g

the revelation that her prospective bridegroom is FPepe el
Romano, a handéome"young man only twenty-five years old;
The sisters resign themselves to livés without men with
the exceptian~of‘the youngest, Adela, She openly declares
she will not be closed up in a prison and watch her youth
fade away. The écquiescence of the other daughters to
their mother's tyrannical orders masks their inner despair
and frustration. The act énds with the appearance of |
Maria Josefa, Bernarda's eighty-year-old mother, who has
momentarily escaped her imprisonment'and'begs Bernarda

to let her go to the seashore so she can marry a handsome

young mad and:be“ﬁéppye_ - T

The bacé'quickens in the second act with the
disclosure that Pepe is playing a doubie game of courtship,
visiting Angustias and someone else, too. Midway through
the act Angustias bursts in to ask who has taken her picture

of Pepe. Bernarda orders Poncia, her main servant, to search



the girls' rooms to. find it. She returns with the picture,
having found it between Ehé sheets of Martirio's hed,
Martiric convinces her mother, but not her sisters or
Poncia, that it was just a joke. Soon afterward a heated
c&nversation between Martirio and Adela reveals Adela as
the object of Pepe's early morning visits and Martirio'é
bitter jealousy and hatred of her sister because. of him.
‘Martirio's futile passion for Pepe has warped her mind so
intensely she threatens to tear Adela from Pepe's arms or
kill her if necessary to stop her.

During Act iII Adela sneaks out to meet Pepe in the
barn but not vndetected; Martirio follows her, but the
appearahce of Maria Josefa interrupts.her pursuit. The old
“lady carries a lamb lovingly in her arms, crooning a lullaby
to it as if it were her baby. Martirio locks her grand-
mother in her room and resumes her search for Adela. She
calls her sister softly at first, then lcudly. Adela |
reappears, her hair disheveled. Another tense, passionate
cogVersation takes place between the two sisters in which
_Adéla discloses Pepe's love for her and her love for him and
the lengths to which she is willing to go to have to have
him-~she will debase herself and incur the denunciaticn of
the village by becoming his mistress after he marries
Angustias. Martirio blurts out that she loves hiﬁ, too,

and Adela will not have him as long as there is a drop of



&
blood in~her body. When Pepe whistles, Adela runs to the
door. Hartirio blacks her exit, yelling for her mother to
cone. Bérnarda enters to be met by Martirio, who points
out Adela's disgrace, indicating the straw in her petticoats ‘
as proof. Adela steps in front of hér nother, informs her
that her imprisonment has just ended, breaks her wother's
cane in two, and announces that the only one she will take
orders from is Pepe. Bernarda calls for her gﬁn; she rushes
out, accompanied by Martirio, A shot rings out. When the
two women return, they intimate that Pepe is dead. Adela:
runs from the room beforée she c¢an hear Martirio explain to
vaoncia'ﬁhat actually Pepe has escaped on his horse. A
omoment iater a dull thud emanatinq from Adela's roon draws
»Lthe.womén there. FBernaraa demands Adela open the door.

When she fails to do so, Poncia pushes the dooxr open to
find Adela's body hanging. Bernarda takes chargs imm&diately,
declaring her daughter has died a wvirgin, orders silence

and another pesriod of mourning.
IXY. THEME

ne

(o

Lorca in this last tragedy continues tc explore
problem created by the conilict betweeﬁ individual passion
and social custom. The adherence to a strict code of honof
represses man's natural instincts, negates his life force,

denies his essential humanity, and deters his fulfillment



S
as a human being: This artificial restraint imposed on wan
by social custom oppresses him and perverts his basic drives.
By so doing, it alsc throws'the’y§2§lwgﬁw§§§§§3y cut of gear.
Instead of being a Wwenign force by which man achieves
happiness»amd good fortune, it becomes rather a dark force

bringing te man pain.and despair, tragedy dwd dPuth With

the passage of time this dislocation leads to fruwtratlon

and hopelessness which, in turn, gives rise to extrene

'EEQEiggﬁl’stress,'chaxacterlgeq by hatred and passion; the

only logical conclusion to such a negative course i§f5éatﬁ;'ﬁ

The necullcrly Spanish concept of honor bas prov1ded 
the catalyst for drama since the Golden Age of Lope de Vega
" and Calderdén. 'In this earlier drana honor possessed a two-
fold meaning;'lt concerned both pg?%fc reputaflon and the
sense of personal integrity and moral worth.’ Since that
'time, however, the concept of honor has lost much of its
lustre and chivaltic content. It has becoﬁe compressad
——_ —and—twisted into merely an obsessive concern with the
preservation of one's public reputation, in other words,
- with "lo gus diréh,“ what people'will séy. Brenan remarks

that honor depends less upon @ man's own actions than upen

7 . a2 . . s . .
Re I’o P, Pring-Mill, in the Introduction to Five

Plays by Lope de Vega, trans. Jill Booty (New York: Hill
and Wang, 19615, p. viii.




o 1o . s o 8
“uhe puplle repoxt Oorn cihem,: Warren

Carrier, in an article
in Drama Survev. discussing La casa de Bernarda Alba, is

even more explicit when he states, "The appearance of honor
is even more important than honor itself. . . ."9

Specifically, in La casa de Bernarda Albsz, the thene

emerges -as an indictment of this code of honor and its

application by Bernarda. Bernarda's obsessive, single-
minded desire to preserve her family's honor at all costs
transforms her into a cruel, unfeeling, dowmineering tyrant
over all those under her control, including her daughters,
her servants, and her aged mother. The force of tradition
‘oxr custom férms an integral part of Bernarda's code; it
underlies the criteria by which she judges what mustibe
:dqne. The~§ight vears of mourning she imposes on her
daughters serves a dual purpose: it satisfies Spanish
tradition and family integrity as she explains to her
daughters:

En ocho aflos que dure el luto no ha de entrar en esta

casa el viento de la calle. Hacemos cuenta qgue hemog

tapiado con ladrillos puertas y ventanas,, Asi pasd en
casa de mi padre y en casa de mi abuelo.”

8Gerald Brenan, The Literature of the Spanisth People
(New York: The World Publishing Co., 1961}, p. 28C.

, 9Warren Carrier, "Poetry in the Drama of Lorca,” Drama
Survey, Vol. I-II (Winter, 1963), 303,

'lOFederico carcia Lorca, Bodas de sangre, La casa de
Bernarda Alba (Wew Yori: Las Americas Publishing Co., 1964},
p. 123. All quotations cited from i.a casa de Bernarda Alhba
will be from this text.
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{In the eight vears that the mourning lasts, the air

from the street is not going to enter this house. We
will act as if we have sealed up the doors and windows
with bricks. That was the way it was done in my
fathher®s house and in my grandfather’s house.)
Bernarda's imposition of the period of mourning
provides the repressive measure that sets in motion the
tragic forces of destiny. It not only affects the daughters
as a group but also fatefully pits the daughters against
each other. Adela, the youngest, is the only one who openly"
expresses rebesllion against her mother's decree:
No me acostumbraré., Yo no puedo estar encerrada, No
quiero cque se me: pongan las carnes como a vosotros; no
quiero perder mi blancura en estas habitacion s mallana
ne pondrp mi vestido verde y me acharé a pasmar por la
calle. 7 Yo guierec salir! (p. 138)

(f will not become accustomed to it. I cannot be locked
upe. I ¢o not want my skin to look like yours; I <o not
want to lose my skin's whiteness in these rooms; tomorrow
I will put on my green dress and ‘go out walking in the
street. I want to leavel)

‘Amelia answers her, "Lo que seade una serd ge todas"(p. 139).

(What is to be for one will be for all.)

Martirio and Adela present the strongest conflict among
the daughters. Martirio's hopeless passion for Pepe el Romano
crystallizes into a venomous hatred for Adela who has succeeded
“in obtaining his love. Martirio tells Adela their blood is

no longer the same and that she sees Adela not as a sister
but just as another woman (p. 199).

Traditionally, too, the woman is bound more closely

by the ¢wode of honor than the man. Lima cites this reason
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for the promninence of female characters in Loreca's drama:
Lorca sces woman as - the more tragic figure because of
her role as bearer of children, prisoner of tradition,

and servant of man. As he views her, Lerca ochserves

the great sorrows which Fate has bestowed upon bar
existence. Man, however, appears as a passionate

creature whose selfishness oppresses woman, He is
free to act beyond the rules, ironically, the same
precepts which strictly govern her life.”

Lima's evaluation of Lorca's intent is borne out by the
subtitle he affixes to the play, "Drama de mujeres en los
pueblos de Espaffa," {Drama of the Women in the Villages of
- Spain), suggesting theat ﬁhe play is not just about one
particular family but actually symbolizes the fate of
women in the villages of Spain.

| Further ccmpiicating the situation for the daughters
and additonal proof of Bernarda's inflexibility pertains
to the necessity of providing dowries for marriageable
daughters. Only Angustias, the eldest, has a sufficient
dowry to marry according to Bernarda's standards. Thus,
the period of mourning compounded by lack of dowry not

only breeds frustration but hopelessness as well. Bernarda's
arbitrary imposition of her iron will in steadfastly re-

fusing to allow her daughters. to-marry-bengath them, another

aspect of honor, closes the door on any prospects they might

have had for marriage to anyone.

11

Lima, op. cit., p. 295.
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Martiric had had a chance for marriage- to & man of

lower g¢lass, but Bernarda secretly interfered. The
deterioration of Martirio'*s character and her deep feeling

of worthlessness dates from her mistaken belief that she had
been spurned by hinm,

A Poncia, with the clear perception and native intuition
uniVersally given to servénts in drama, appeals to Bernarda's
humanity and common sense, for she alone sees the violence
just below the surface in the'household. Bernarda, of course,
rejects her warnings as nonsense. Bernarda's obstinarice
again is a métter of presexrvation of honor-~she cannot admit
to - a servanﬁ thaﬁ there is anything amiss. in her household,
Her continual denials blind even herself to'éhe events
hap?ening under her own roof, Poncia warns Bernarda about
tampering with fate by altering the course of human emotions:

Petovles cuesta mucho trabajo desviarse de la verdadera
inclinacidh. & ni me parece mal que Pepe esté con
Angustias, y a las gentes, y hasta al aire. / Quién
sabe si saldrén con la suyal (p. 172)

(But it is hard work to turn them from their destined
course., It seems wrong to me and to the people and

even to the air that Pepe is with Angustias. Who knows
if they will get what they want!)

IV. SETTING

La casa de Bernarda Alba contains three acts with no
subordinate scenes. The general setting, as the title implies,

. remains the same, the house of Bernarda Alba, the controlling

\



symbol of the play. aﬂh’gcc provides a different per-
spective, but all take place w1%h3 the thick white walls

of the house which effectively cut off the inhabitants from
the outside world in a combinationAprisonmnumnery atmosphere,

In Act I (p. 111), the furnishings of the glaring
white rdom do nothing to relieve the starkness of the setting,
but rather enhance it. The rough texture of the jute
curtains decorated with ruffles and tassels in the arched
doorways and the wicker chair add to the impressiocn of
austerity, barrenness, and harshness. The coarse curtain
~material and lack of embroidery, lace, or other decoration
Jremovesfany indication of softness, domesticity, or warmth.
fEVen the ruffles and tassels seem more utilitarian than
“decorative.

Fanciful pictures of landscapes Featurlnc nymphs and
1egendary kings adorn the walls. These rather whimsical
pictures seem strangely incompatible with the severity
of the rest of the setting. However, a closer examination
of them as symbols reveals how appropriate they are for
Bernarda'’s house. The word “"nymph'" comes from the Greek woxd

12

meaning bride or doll. In Greek and Roman myéhology,

nymphs were any qroup of minor nature goddesses represented

12 . :
J. E. Cirlot, A Dictiecnary of Symhcls (New York:
Philosophical Library, Inc., 1562), p. 227.
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[#32

P . . 7
as beautiful maidens living in rivers, mountains, or trees.

Most often they are assoclated with water--running water,

feuntains, springs, torrents, and waterfalls. fTheir

association with water makes them an ambivalent symbol as

they may equally preside over kirth and fertility or over
. RN 14

dissolution and death. Jung reiates the concept of the

nd

)

nymph to the notions of temptation, multiplicity,
dissolution.15

Aside from the symbolism connected with the nymphs,
the derivation of the word and its dictionary meaning

demonstrate Lorca's irony in using them as part of the

setting. None of Bernarda's daughters is destined to be

©

a bride, and, with the exception of Adela, they are far
from being beautiful. The water symbol, too, suggest
running water rather than the contained water of wells,
However, the dual significance of water does correspond to

Lorca's own personal. symbolism--running water as a synbol

of life, fertility, and male sexuality, and contained or

13Webster's New World Dictionary of the American
Lanouage, College Edition (Cleveland: The ¥World Publishing
Company, 1960), p. 1010. '

14Cirlot, loc. ¢cit., citing Mircea Eliade, Tratado de
historia de las religiones "(Madrid: 1954).
15

Ibid., citing C. G. Jung, Psvchology and Alchemy .
{Collected Works, 12) (London: 19537,
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still water as a symbol fd; sterility, repression, and deatlh,
The Jungian idea of the nymph foreshadows Adela's actions:
in the play--the tempting of Pepe, her multipliéity in
attempting to take him away from Angustias, and the
dissolution of her moral character and eventual death as a
result. &Adela, it may be noted, of all the sisters most
nearly fits the description of a nymph.

The pictures of the kings of legends'and romances
convey the tenets of the chivalric tradition as ihterpreted
in literature-and art, of which the code of honor was a bhasic.
principle. Their inclusion in the setting reveals a portion
of Lorca's purpose, to show that Bermavda's strict adherence

to such a code, based as it is on a fictionalized, anti-

-

guated vergion, lacks validity and proves both unworkable
and unrealistic when applied to the particuler problems
presented in the drama,

| What is missing from the walls is almost as interest-
ing as what is there; no cross, religious icon, or picture
appears, usually standard items of decoration in a typical
.Spanish houseﬁold. Bernarda’s ritualistic observance of

all the obligations connected with tradition and honor is
her religion. She goes through with the necessary funeral
rites for'her dead husband only to satisfy the requirements

of her public‘reputation rather than because of any deep



17
abiding religious faith. Bernarda's world symbolized by
.her homecenters on the harsh realities of life in the
present and‘a strong regard for the past with no thought
given te spiritual matters, "la vida mfs alld,” (life after
death), ordinarily an extremely important consideration
for the average Spaniard,

The time of the drama, summer, employs a popular
dramatic technique of using seasons te mirror the smotions
of the characters. The hot African sun beating down on the
landscape reflectékthe smoldering passions that erupt in
the play.

A heavy brooding silence hangs ominously over an
empty stage, accentuating the brilliance of the glaring
white walls and the bare appearance of the room, creating
a sense of foreboding and doom. Into this stifling atmos-
‘phere comes the sound of death; the church bells ring an’
end to the funeral service for Bernarda's husband as the
play kegins.

Act II set in an iﬁner white room of Bernarda's
house opens-with Bernarda's daughters except for Adéla
seated on low chairs sewing:; Magdalena embroiders. Doors
on the left lead to the bedrooms (p. 143). The pleasant
domestic scene belies its hidden corruption. The normally

creative occupation of sewing has been perverted by Bernarda



who ordered the girls to pass the time of the mourning
period by preparing their hope chest linens, vet the events
of Act I indicate conclusively that.only Angustias has any
hope of marriage. The low chairs suggest the daughters'
subservient position to their mother as if they were hand-
maidens to a gqueen. Even though Bernarda does not appear
on stage in the opening scene, her presence, nevertheless,
is felt in the obsequious condition in which the girls are
shown. |

The setting for Act III moves to the interior patio,
The four walls are suffused'with the soft bhlue radiance of
night. The patic also pessesses little decoration. Lighté
from the house sgep under the doors providing soft illum-
ination, Center stage contains a table around which are
seated Bernarda and her daughters eating. Poncia serves
- them. Light for the table ccmes from a shaded oil lamp.
Prudencia, a friend of Bernarda, sits apart. As the
curtain rises, the ﬁeavy silence 1is broken only by the
noise of plates and silverware {p. 178).

The setting for the last act like the first is rich
in symbwlism. The walls which have so far dominated the
stage, though softened by the evening light, seem even
more impesing because all four are now visible, thereby

completing the pilcture of the house as a prison.



There has been another transition regarding the
walls through Lorca's userf two Spanish words for wall;
in Act I they are "muros grﬁesos," heavy thick ﬁalls;

1 as those used for outside supporting walls of a house
or for surrounding a house or a city, vhereas in the last
act they become "paredes," lighter, thinner, interior walls
ordinarily used for room dividers. Four key conclusions
emerge from the distinction between the two words: (1) the
 heavy outer walls visible in Act I effectively separate the
outside world or the village from the inside world or

Bernarda's house; (2) while the outer walls are like those

1

of an impregaable fortress, the interior walls are more

ey

fragile, capabl

o}

of being torn down; (3) although the outer
walls may successfully shield the occupants from prying
neighbors; the inner walls are incapable of providing
privacy for anyone; (4) finally, there is movement from a

1

room constructed partially of an outer wall to the patio

r

’

constructed entirely of inner walls, or, in other words,

movenent toward the center.

The location of the scene in the interior patio, the

6]

center of the Spanish home, adds to the sense of entrapment.
On a deeper level movement toward the center suggests move-
ment to the depths of the unconscious, to the deepest

recesgses of the minds of the characters. It also implies

arrival at the crux or the heart of the problem.
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Steady progressiﬁn'éccurs in the time element also,
- Although not expressly stated in the setting fof Acts T and ' | =
IX, the first act takes placeduring the morning; the second S ;L
around noon, and, finally, Act III at night. The time of
day is specifically mentioned midway in Act I when Magdalena
tells Angustias it is twelve o'clock (p. 134), and midway
in Act II when FPoncia mentions it is three o'clock when
the girls watch the reapers returning from the fields (p. 157).
The lighting offers & number of important insights
into the unfolding of the dramatic action. The indirect
iight from the house interior, the shaded lamp on the table,
and the muted bluish‘toné of the walls combine to sﬁoﬁ the
weakness of the light and the strength of darkness. Night's
dominance of the'écené reveals that the forces of darkness
have gained control over the lives of the women living in
the house, cloaking the stage in =a cloud of inpending doom.
The sense of foreboding deepens with the realization that
the darkness alsc symbolizes Bernarda's blindness in
refusing to acknowledge the conflict between her daughters.
The stage directions for all three acts provide for
the subtle reduction in light intehsity through the word
nwhite"; in Act I the room is "blanquisima" (very white),
in Act II it is "blanca" (whité), and in Act III the walls

are "blancas ligeramente azuladas® (lightly bluish white).
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Later in the third act the state is enveloped in complete

-

darkness. J. Rubia Barcia in an article in Revista

..._—.-—.._-..

. - s
‘Hispanica Moderna states, "De la claridad mixima en el

. ‘ .~ - s
primexr acto, se pasa en transicidn gradual & la maxima

oscuridad, en el acto uﬁtlmo,"ls

(Prom maximum clarity in
the first act one passes in gradual transition to maximum
darkness in the last act.)

The délicate shiftvin lighting'demonst;ates the

systematic breakdown in communication among the principal

characters. In Act I they speak freely with one another,

g
/I'" ‘(.‘ (}[0&3‘(”“5(‘

openly giving vent to their feelings. The servants Qerabe

" Bernarda for her ‘inhuman fkreatment of them. They join

e

':Bernarda in scéznxally cComme { ing on the mourners, Bernarda
ekplains to her‘daughters precisely how they will observe
the mourning period for their father. The girls frankly
express their sense of frustration at the thought of being
imprisoned for eilght years. In Act ITI the conversations
become more veiled. The girlé talk among themselves but
not to their mothesr. Poncia attempts to converse with
Bernarda about what is happening among her daughters and
with Adela about her shameful conduct with Pepe but is
repulsed by both of them. In Act III communication has

deteriorated to the point that_no one is speaking to anyone

16 .
Je Ru01a Barc;a "Rl reall 'mavlco' de 'La casa
de Bernarda Albka,'" Revista Hlonanxca MOﬁOrnc KAXXY, Nos.

1~4 (Jan uamy~0ctobpx 1965), 397.
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at dinmner until P,udencia,;an outsider, breaks the silence
and beging a conver&ation.with Bérnarda; the girls remdin
silént. Later in the act Martirio confronts Adela about
Adgla‘s clandestine affair with Pep=. The violent dekate
accomplishes nothing; Martirio cannot &%ﬁﬁﬁﬁde Adela from
continuing to see Pepe, and Adela cannot convince Martirio
to leave her alone.

_ The soft blue radiance of the white walls coupled with
the presence»bf Prudencia, who has retreated from her earthly
~problems by seeking refuge in the church, projects a
spiritual aura over the stage, indicating the entry of a
divine forté’inﬁo‘sernarda's rnouse, one that previously has
been SuchSEfﬁlly'shut out by her., The reintroduction of
the spirituzl and the church recalls the opening scene
where the funeral rites for‘Bernarda's husband are being
concluded oif gtage; now death haé crossed the threshold
and penetrated the very center of th nouse itself, showing
that both the setting and the action that is to take place
in Act III has come full circle in the drama.

| The central image of the'meal, a commonplace domestic
séene,.recalling the cleaning scene in Act I and the sewing
scene in Act II, conceals the undercurrent of tension among‘
the family meﬁbers, but the.immensé silence around the

A eV T

dinner table betravs it.
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Berparda's friend, Prudencia, siis aparf from the
family group around the table, indicating she neither
participates in the meal nor comes under Bernarda's realm
cf influence. Bernaervda's refusal or inability to provide
nourishment for other than family members supplies vet
another link to the first act in which the servants eat
greedily in Bernarda's absence and condemn heyr for not
giving them enough food and Bernarda's failure to offer
food to the mourners when they come to the house., Bernarda
does offer Prudencia some honey and cheese later, but
Prudencia, upset by the sound ¢f the stallion drumming

_ . S .

against the wall'with its hoofs, declines, saying she has

lost her appetite {(p. 180), illustrating once again the

o]

egative aura that permeates éernarda, her house, and all

she possesses, Food is a symbol of nourishment_-physicélg

" spiritual, and psychological; Bernarda is incapable of

vroviding any type of nourishment to anyone, including herself,
The great silence only interrupted by the sounds of

plates and silverware joins the heavy silence and the.empty_

stagé im Act I, enhancing even more the domed atmosphere

of Bernarda's house and the sense of forebeding felt by

anyone wiewing the:setting for theflast act.

A close analysis of the setting in La casa de Bernarda

Alba reweals that the house itself is the controlling symbol

of the play and that it along with its owner merde into one
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overpowering symbol of repression and tyranny, harrenness

and sterility, deoom and death,
V. IMAGERY

The tautness of Loreca's style, the economy of his

language, and his use of prose with minor exceptions have

G

ontributed to a more realistic drama than either of his

first two tragedies--Bodas de sanqre or Yerma. A close

r

riend of Lorca's, Alolxo Salazar, reports that a
private reading of the playJ Lorca exclaimed with enthusiasn
after he:finished reading each gccne "JNi una gota de

: s £ 3 - 3 7 =14 q 11517 3 - 1
poesial [ Realidad! /Realismo! (Not a drop of poetry!
Reality! Realism!) 2Although Lorca felt he had succeeded

in eliminating poetry from his drama, La casa de Bernarda

Alba offers some of the most poetic prose written for the

stage, Lorca's prose abounds in the kind of imagsry

‘ ﬁsually‘found only in poetry, and as in poetry it exerts a

profound influence on the deVelopmeht.of the play--its

theme, setting, characterizakioﬁ, and actibn. The control- ' N
llng symbol of the house which, in reality, is a projection

of Bernarda herself, aypear“ as a backdrop for some of the
image clusters, such as the first one to be di scussed--the

-

color symbolism of white in all its varied forms.

17decia Ibld., D JSS Cltlnq Adolfo aalazar "Un
drama infdito ae Federico Garc1a Lorca," Carteles, (April 10,

1938).
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ﬂﬁite. Following the house and the character of
Bernarda in importance as major symbols and clesely linked

to both is the large and complex white image clusteyn

Nody e

The title, La casa de Bernarda Alba (The House of Bernarda

Alba), and Rernarda‘s name, which is a part of the title,

demonstrate their association with one another. Bernarda's

last name, Alba, is derived from. the Latin word dlhuu meaning

white.-18 In Spanish "alba" signifies the early light of

dawn before the sun rises or the white r

19 o ; L
at mass, Both of these definitions can ke applied to

g worn oy npriests

e A AN €N AT

Bernarda. Barly dawn light is cold, lacking warmth because

~“the sun Hﬁs not yet risen: Bernarda is cold and unmoved by

s“the problems of others,  The white priests! robes recall

~that Bernarda's strict enforcement of her personal code of

honoxr is her substitute for religicn; she, therefore,
symbolically dons the priest’'s robe and becomes‘a priestess
“to her own religion of negation.

" Indirectly white relates to the sheets the daughters

are making in the sewing scene in Act II, and, as such, acts

as an ironic comment on the fate of Bernarda's daughters.

Angustla 'brlaal she ts and those being nade for the other

5 e g g e L RTINS

18_. . .
Webster's NWew World DJCthh&J& of the American

Language, on. cit., p. 34.
13 A ~ ’
Mariano vel&squez de la Cadena, Edward Gray, and
Juan L. Iribas, Yew Revised Velascuez Scaxlﬁﬁ ?nﬂ “nglish
Dictionary (¥ew York: . Follett Publishing Company, 1960),
P. 41l.
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daughters are destined never to ke used. Rather than suggest-

ing sexual fulfillment, they become iust another symbol for ' N
sexual fggﬁ&gﬁiion and sterility. When Martirio takes b

she hides it between the sheets of her bed.
'Placing a copy of him there ig as close as she will ever

come +o sharing a bed with Pepe or any man., Even the

e N -

Stdlllﬁn’ﬁhlch is the major symbol with Pepe of male

Iy

m

sexu llfy looks white to Adela and like

s N~

ghost to Amelia
~when they see it in the blackness of the night {(p. 187).

The great stallion also has been desexed but only temporarily,

.

for it will be placed with the mares the following morning.
Adela's eerie vigion of the stallioa infers that she, too,
will fail in her attempt to obitain the love of Pepe.

Maria Jesefa, Bernarda's mother, has white hair., In
Act IITI when she interrupts Martirio's pursuit of Adela,
she carries a white lamb in her arms. She tells Martirio:

Como tengo el pelc ﬂlapca crees gue no puedo tener

crias, v si, crias y crlao % 0f¢ab. Este niffo tendrd

el pelo blanco y tendrd otro nifio v ste otro, y todos

con el pelo. de nieve, seremos como las olas, una 54

otra y ctra. Luego nos sentaremos todos y todos

tendremos el cabello blanco y seremoz espuna (pp. 196-197).

(Beca use I have white hair you bcllcve that I cannot
have babies, but I can, cabies and habiss and babies

This baby will have thite hair and the other baby will

have white hair and this one also, and all with snow

white hair. We will be like the waves, one and another ;
and another. Then we will all sit down, and we will i

all have white hair and we will be seafoam.)



She seeks rejuvenation from the barrenness of old age by a

return to the sea, the sourge of 1lifz and fertility. Her

reference te seafoam recalls the birth of Venus, the goddess
- of love, who was born of seafoam. This submerged mythical
allusion 1links the sea to sexuality and shows that Meria
Josefa yearns for sekual fulfillment while keing doomed %o
the soiitary existenpe of an old woman. In this, she
resembles Bernarda's daughters.

It is one of the bitterest ironies of the w»lay that
the only one who forcefully attempts to escape Bernarda's
prison is her eighty-year-old mother. In her madness she
comprehends more than the gifls do about their situation,
Even at her age she does not wish to spend the rest of her

days imprisoned in Bernarda's house of mourning.

" ¢ Laei ™
swetits

Words in Spanish that are etymologically joined by
sharing the same root word or possess several related
definitions or form an alliance by theif English translations
juxtapose several minor image clusters with that of white,
These include cleanliness, heat (fire), and cosmic imagery.
Each one will be discussed separately with their correlation
to one another specified.

- .y £
v Nogiede ;o ggop Wangioce Y gt
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Cleanliness. Whiteness and cleanliness merge through

the universally accepted belief that they are synonymous.

Morris Freednan refers to Bernarda's desire for cleanliness

-
'




Bernarda Alba is sadistically compu!‘lvn an<at ordexr,
pathological about cleanliness. As in
two old maids spend all their tine keehw 3 housge -
spotless, go the barrenness, immaculatens e Bernarda
Alba's usgablishment are related to sterility; her house
is gat merely a denial of passion but a denigration of Tk
it.

Aalsojos asnde

Labunt s armende

In Act I the servants laboricusly clean the house in

in which

prepaiation for the arrival of the mourners for the wake.
They discuss Bernarda's preoccupation with cleanliness,
using words, such as cleanest (aseada), clean (limpia),
polished (barnizado), scour {(fregar), soap {(jebdn}, wash

{lavar), and whitewash (blanquear). The word "blanguear"

; . et . .
{whitewash) tiesg the cleaning motif to the large white image

cluster. The Lollow1n~ dialogue between the servant and

@
&w\:mns)“ f*!”‘ o

“Poncia tyvpifies their conversation aﬁd poi ints out the
symbolic importance of the cleaning motifi:

La Poncia. Limpia bien todo. 8i Bernaxda no ve
relucientes laos msas me arrancard los
pocos pelos qgue me quedan.

Criada. Sangre en las mancs tengo de fregarlo todo,

. - s
La Poncia. Ella, la mas as ella, la mas &paan0’>
ella, la més alta, JBuen descanse gand su
pobre marido! | )

(La Poncia. Clean everything well. If Bernarda does
~ not see everything shining, uqe will pull
ozt the little hair I have lef

- 0

L

2 Morris Freeman, "The Morality of Passion: Lorca's
Three Tragedies," in THc hoxa} tmﬂulue Hodern Drama from
Ibsen to Present (London: Feffer & &lnms, Inc., 1967), p.9%4.



Sarvan I have blaoq on TY hands from bCOdran
bveryuhlnq. ;

roncia.  She, the cleanest; she, the most decent: s
she, the highest. Hexr poor hushand earned a

qood rest!) )

o

A spotless house symbolizes an unblemished reputatipn,
the ultimate goal of all Bernarda's vigilance. Poncila‘s |
remarks also disclose the unqgquestionable link between
Bernarda and her house. As long as her house shines, so
does her nane. Ironically, in La Poncia's remarks the house's
'sterilityiiS_alsc recognizable.

Bernarda's diligence ox, rather, the servants'

Herculean c¢¥fort

[44]

on her behali, has fallen short of her

goal. Poncia netices that the glagsware has spots on it

;,5

to which the servant repiies that she could not get then
off with sbap or flannel clothg {(p. 115}, Spots on the
glassware indicate Bernarda's prescripition for respectability
is flawed. Her fanatic adherence to an ouimoded code sets
“her in conflict with everyone around her, her family and
villagers alike, Instead of commanding their respect, she
is;gossiped about, attacked for her caustic remarks, and
hated for her superciliousness; Barnarda's error is not
s0 much the code she has made her own, but:her narrow
ihferpretation of it. &he has only taken that portion
which suits her purpose; she wantS‘tﬁe end product of thé

code, honor and respect -, but fails to contribute those
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personal atitributes that the code requires. The chivalric
code of honor expects from its proponents generosity of

spirit, just consideration of those in its power,

faith-
fulness, virtue, bravery, honor, courtesy, and mutual
respect. Bernarda does not adhere to the code herself,

so can not sxpect to reap its henefits.

Heat (fire). Lorca employs the heat-fire imagery to
mirror.conflict, sexual passion, and fertility, following
a-long~accepted technigue in literature to use nature to
reflect the emotiocnal state of the characters., Included in
this cluster are hot (caliente), heat (caicr), warmth
(calentural, fire (fuego), burned {quemado, encendido},
burning (ardiendo), fingers'of fire {dedos de lumbre), ‘ %
and hell (infierno).

Early in Act II Amelia asks Poncia to open the patio
“door for a 1i£tie frésh air. This turns the conversation to
a discussion of the weather, revealing that the stifling

heat of the previous night had kept nearly e

causing them to be aware of Pepe's departure from the
window of Angusiiass they, however, disagree as to the
hour hé left {p. 145). Inability to SIeep, spying on
Pepe's courtship of Aagustias,»and questicninq»thé actial
departure time of Pepe give evidence of the hidden conflict . |

and the building tension amceng the women,



A short time later the reapers pass the house
returning to the fieldé to work, Poncia describsa them az -
burned trees (&rboles quemados), referring to their sun- -
b;ackened complexions. The oppressiye heat {calor) does
not affect them; théy reap through flames (llamaradas)

{(pp. 158-159). After the reapers have gone, Martirio

complains that the heat makes her feel ill {p. 160). fhe

reapers who symbolize earthiness, uninhibited sexuality,
and virility, work out in the hot sun in the fértile fields

of grain with no ill effects, but Martirio, deformed and

va

sickly, who‘is prevented from satisfying her natural
instincts by her mother's code of honor, becomes ill from
the heat, even though or because she is indoors and
protected from the full efiect of the sun's rays.

Act II ends dramatically with Bernarda crying out
for revenge on a young woman who has borne a child out of
wedlock and killed it. Before killing her, Bernarda
shrieks, "fCarbdn ardiendo en el sitio de su pecado!"

(Hot coals in the place of her sint) (p. 178). This is

the old code of eye for eye, teoth for tooth., Her hot
sexuality must be purged with heat, 'Thus it is a perversion
of the begetting of life.

.The heat image sywbolizes sexuality and fertility at
the begiﬁning.of Act III when the stallion kicks against

the wall. Eernarda vhispers to her friend, Prudencia,



“Debe Lener calor."{ile must be too hot.} (p. 180},

A A et

Cosmic, The word sun {sol) unites the heat-fire
cluster with that of cosmic imagery. The main purpose of
this image cluster is to inject the element of fate into

t foreshadows the tragic destiny of all

=

the action, for
the charactexrs but especially Adela, who contemplates the
night sky and wonders about the significance of the stars
and the lightniné. The cosmic imagery includes sun (sol),
star (estrella), cloud (nube and nublo), thunderbolt or
flash of lightning (rayo}, lightning flashes (luce un
reldmpago), sky {cielo), and moon (luna)a
| The foreshadowing begins in Act II during the

conversation about the sleepless night when Magdalena
informs the others there was a black storm cloud and some

drops of rain fell (p. 145). The storm clouds gathering

over the house depict the repressed passions, the jealousy.-

s

and bitter rivalry between the sisters, the hatred and
suspicion that eats away at the spirit of the imprisoned
women.

The ﬁareboding becomes more ominous in Act.III when
Adela declares, "Tiene el cielo unas estrellas como punos."
(The sky has stars like fists.) (p. 187). Adela's vision
of the sky and ﬁhe stars denotes nature as hdstile and

retaliatory. Martirio's reply prophesies Adela's tragic
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fate, “ﬁéta se puso a mirarlas de modo que se iba a tronchar
el cuello.” (This one staféd at them until she almost broke
her neck.) {(p. 187). ‘ | : -
Adela questions her mother about the meaning of an
cld saying people repeat when they see a star fall or a
lightning f£lash, but Bernarda has forgotten (p. 188). Both
the falling star and lightning imply nature out of joint.
Stars long associated with the foretelling of human destiny
through their'appearance as falling stars indicate a fall
in fortune. Falling stars are dying stars that burn up
as fhey plummet to earth. The lightning flash, too, conveys
a sense 6fvimpending doom, though for an opposite reason.
it iﬁplies a raw, unbridled dynanic force, an unleashed,
terrifying, uncontrollable power that carries death and
destruction in its wake. Though the images are divergent
in that the stars represent dying energy and the lightning
an excessive amount of energy, both portray destruction and
death. Since only Adela expresses an interest in the sky,
this cgsmic.imagery concerns her alone and foretells her
trégic_fate._ She is the only daughter who dares to disobey
her mother and acts to free herself from Bernarda's prison
but falls short of her goal. She burns herself out and

only in death does she finally find release from her torment.
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Hiding-blindness. The hiding--blindness imagery

conveys in figurative language Bernmarda's manipulation of

her code of honor, coinciding with the ideas expressed by
Brenan and Carrier that the appearance of honor becomes
more important than honorx itself.21 Bernarda's single-
minded concern for preserving her reputation moves her to
unscrupulous, despotic, and arbitrary actions te maintain
it, including locking up her aged mad mother ond her
daughters, denying reality, blinding herself to the signs
of conflict among her daughters, and refusing the counsel
of Poncia because she must keep up the facade even in her
own household,

In the cluster of images are clesed or locked up

-

.

{cerrado), stop up or wall up (tapiado), cover up (tapar,
se tapan, tapara, tapo), has nct seen (no ha visto),

hidden (escondide), blind (ciego), hide {(ocultar), hiding

place (escondrijo), darkness (oscuridad), in darkness (por

lo oscuro), blindfold (venda).

Bernardals callous treatment of her old mother is a

result of her attempt to hide the fact she has a madwoman

in the house. She keeps her locked in her room. While the

. ”
mourners are in the house, the servant has to cover Marila

Josefa's mouth with an empty sack to keep her from crying

21 .
nn. 8 and 9.
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out and exposing her presence (p. 124}, Bernarda instructs
the servant to take her mother out to the patio for some
fresh air but cautions her not to let Maria Josefa go near
the well, not because she is afraid her mother will f£fall in
but because the neighbors can see her there (p. 125).

During the wake one of the girls remarks she has seen
Pepe el Romano among the men. Angustias affirms she has seen
him, too. Bernarda immediately retorts it was not Pepe but
Darajaliﬂ the widower. She and Angustias have seen Pepe's
nother, not him (p. 119). Bernarda disclaims the truth,
s0 that no one will know of her secret negotiations to
arrange a marriage between Angustias and Pepe. She fools
no one bhut herself, however, and all she really accomplishes
is to make herself the target for biting, vindictive comments
by the women. Ironically, her plans for Angustias are
" common gossip in the village Whe:eas not even her daughters
knew about it until they éverheard the women discussing the
matter at the funeral.

Martirio's explanation that her hiding of Pepe's
picture was a.joke is accepted by Bernarda because she
does no% wish to acknowledge the discord it exhibits,
Poncia tries to make Bernarda see the gravity of the
picture episode in the following dialogue:

Yo solo. te digo: abre los ojos y verds. . . Siempre

has sido lista. Has visto lo malo de las gentes a cien
leguas; muchas veces crei gue adivinabas los pensamientos.



36

- Pero los hijos son los hijos. Ahora estds ciega. . . :
Buenc, a Martirio. . . {Con curiosidad.) & Por qué -
habrf escondido el retrato? (p. 169]. B '

Q

(I only tell you: open your eyes and you will see. . . -
You have always been smart. You have seen the evil in
reople one hundred leagues away; many times I believed
that you read thoughts. But your children are your
c¢hildren. Now you are blind. . . Good, to Martirio.
(With curiositv.) Why would she have hidden the
picture?)

'S -

The servant and Poncia decide they are powerless to
make Bernarda see what is happening among her daughters
because she is too proud to ackﬁowledge it. The servant
comments, "Es tan orgullosa que ella misma se pone una
venda en los ojos.ﬁ (8he is so proud that she herself puts
a’blindfold over her eyes.) {(p. 192).

Bernarda's heartleséness Conéinues to the end when
she cmldly%admohishes,the daughters and the servants not to
say anything about Adela's death, for it would mean her

ruin (p. 204).

Time. The frequent references to time and the
passage of time, first introduced in-the setting, demon-~
strates its considerable influence on the entire drama--thene,
setting, characters, and action. Time weighs heavily on the
hearts and minds of the girls who face eight vears of
imprisonment, the thought of which breeds frustration,
dissension, and hatréd. The continual mention of time

also reflects Bernarda's regard for the past; most of the
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refervences apply-to something that has already taken place.
The time of day becomes a topic of conversation when the
girls attempt to pinpoint the actual time Pepe leaves
Angustias'® window; this discussion reveals that Pepe is
tarrying at a second window until much later, disclosing he
is playing a double game of courtship and that one sister
is not conducting herself honorably.

A few representative examples of the time imagery
include two hours (dos horas), one day (un dfé), last night
{anoche), clock (reloj), a long time‘agb (hace tiempo), the
first time (la primera vez), almost day (casi de dfa), at
times {a veces), at dawn (al amanecer), time (tiempo), and
year (aho).

Time is mentioned by Poncia in the first line she
speaks in Act I when she sarcastically remarks that already
‘more than two hours of mumbo-jumbo have taken place at the
. funeral (p. 111). ‘Magdalena recalls their childhood was a
happy time and that a wedding lasted ten days and no omne
gossiped (p. 133). The bleakness of their future causes
her to reminisce about a time in the past when they Kknew
happier davs.

The problem of Pepe's time of departure originates
during the sewing scene early in Act II. 2Amelia thinks he
‘left at 1:30 because she heard him coﬁgh and heard his

mare's hoofbeats. Poacia disagrees, saying she heard hinm
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ge at 4:00, Amelia then reverses herself and concurs with
"Poncia {pp. 145~146), Time seems to suggest the inevitability

of a tragedy of nubile women who are made to live without

love in a timeless househeld,

Water. One of the most impeortant of all ancient
archetypal symbols is that of water, a dual symbol which
can ke either good or evil or even both. Erich Neumann in

his book, The Great Mother, makes the distinction between

contained water and flowing water, a distinction alszo made
by Lorca. Neumann states:

8ince water is undifferentiated and elementary and i
often uroboric, containing male elements side by sid
with the maternal, flowing and moving waters, such as
streams, are bisexual and male and are worshiped as
fructifiers and movers, . » . Wnile in the well the
elenentary character of the Feminine is still
evident-~it is no accident that in fairy tales a well
"is often the gate to the underworld and specifically
to the domain of the earth mother--in the spring the
rising, erupting motif of "being born" and of creative
movenent iizmore strongly accented than that of being
contained.

Water, like time, is a major symbol in Lorca's
theatre pictorially introduced by the nymphs in Act 1.23

In La casa de Bernarda Alba, Lorca distinguishes between

the contained water of Bernarda's well, symbolizing the

22prich Weumann, The Great Mother, An Analysis of
the Archetvpe, trans. Ralph Manheim (New York: Pantheon
Books, Inc., 1955), p. 48.

3§3§£§, pp. 12-13, n. 13.
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sterility of her world, repression, and death, and the
moving water of Maria Josefa's fantasy, the seafoam and
waves, syvmbolizing fertility, male sexuality, and the
life force,

Water imagery includes water {agua), river {(rfo},
well (pozo), sea (mar), dreps (gotas), rains (lluvias),
waves (olas), and spume or seafoam (espuma).
| The village's only séurcé of water cumes from wells.
Arturo Barea writes, “"The village itself lies in a hot
plain., It is far from the river, its inhabitants drink

their water from wells and live a life as stagnant as that

£

£

2 - <9 2 . S b
water." ~Bernarda herself describes it, ". . . en este Y

maldito pueblo sin rio, pueblo de pozos, donde ciempre se
bebe el agua con 2l miedo de que estd envenenada."

(. . . in this cursed village without & river, village of
wells, where always one drinks water with the fear that

it is poisoned.) {(p. 122), The identification of the
watér with poison affirms Lorca's symbolism. A second
linking of the two images occurs when Poncia characterizes
Martirio'as a well of poison (p. 193). qﬁﬂkﬁiﬁ
Another meaningful use of water occurs in the last s

act when Martirio and Adela by turns drink water (pp. 181-

194). Alberich discusses the sexual overtones of this act

24Arturo Barea, Loxrca: The Poet and His People

{New York: Harcourt, Brace & Company, 1L942), p. 52,




in a psychoelogical study of Lorca's plays entitled, "El

Al volvenos a contrar
¥ igen acudticas. A vccpg, Sstas toman la
forma obvia v tradicional de

tratadas de maneyr a LmoLe51on nte por su insistencia

emtro de Garcia Lorca," (Feminine

a sed como £imil del
deseo gendegico {va sea en su fin inmediato de ccpulaciéh
0 en su ohjetivo ulterior de procreacidh), pero

.1

~d

obsesiva, Las bijuw de Rerna
por el calor estival {v por su hambre "Ge varén),

estdn siempre sedientzs, con las fauces secas 5, S,
levantan coantinuanmente a bebser agua por la noche,’

& Alba, atormentadas

[} i"' Q) 7:)' h‘} Pt

(In Yerma and The House eof 3. A. we encount
numerous aquatic iﬂu" e AL times, these take the
obvious and traditiocornal form of thirst ag a simile
for the desire foxr mnnﬁrﬁtion {(now it wmay De in its
immediste aim of copulation or in its ulterior
obijective of procreats 10&) but dealt with in an
impressive nannexr by *nclr ohgessive persistence.
The daughters of Bernarda Alba, tormented by the
summer heat (and their hunger for a man), are always
thirsty; with dry threats, they continually get up to
drink water in the night.?

The well, poisoned by Bernarda's stagnant determina

that her daughters marry men of their class, even though

14
there is no noney for suitable dowries and no such men
available, dooms them never to guench their thirst.

e

> .
Maria Josefa t ugh that gift of instinctive
perception hestowed on the mad realizes that no chance for
marital happiness exists €or anyone in Bernarda's house

or in the village. She escapes from her room and pleads

LS

oy,

P

: 'l
Garc1 Loroa,'
XRXIX, 24.

PCiba de Soan Armadans (Mallercal), Vol,

tion

'J..&iberich wEY erotismo femenino en el teatro de
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with Berrnarda:
Fé . .
Me escapd porque me duiero casar, porgue quiero casarme
con un varon hermoso de la corilla del mar, va yue agui
los hombres huyen de las nmujeres (p. 142).

want to marry a handsome man from the seashcre, now
that here men flee from the women.)

(3 escaped because I want to get married, because I

In the last act, carrying a white lamb symbolizing

her baby, Maria Josefa appears suddenly before Mart

irio E
and tells her that she and her child will ke like waves,
. 1 oy 26 s
one and another and another (pp. 196-157). The sterility
of Bernarda's nunnery and the static atmosphere of the
village require their leaving and going far away to the

seashore. Union with the sea will transform thelr wvhite

hair of old age and sterility to sea foam, a foree o

th

‘creative energy and fertility, and they will multiply.

Through the water imagery Lorca subtly has increased

the vision of sterility and death to include the entir o gl

village, not just Bernarda's house.

Horse. Jung connects the horse on account of

th
=
-
0

fleetness of foobt with the wind, sea foam, fire, and light

26 ' ‘ . .
Supra, p. 24, for complete ¢uotation of this passage,

27 .. . - :
7Clrlot, op. ¢it., p. 145, citing C, G. Jung,
Symbols of Transformation (Collected Works, 5) (London: 1956).




part of the seaj, and the surlight from the
“hot African sun bﬁa&iﬂg down on the fields of rive wheat;

the primaxry one is the s alllon {el. cauallo garvnon)¢

The ctuer two words in. this image pattern are horse
(caballo) and mare {jacal.
Like Pepe the stallion i3 never seen on stage, only

heard. The ominous silence of the dinner scene of Act IIT
sentgin

is broken abruptlv by the brute force of the stallion

yeat I

pounding cn the walls with its héof%.(zBernarda hag it

engevride

penned up, draw1nq an obvious parallel to what she i

[0}

doing to her daughters with one notable exception--the

. . . . . AR gL . .
stallion will be placed with the marces at dawn while the
daughters have no hope of release for their sexual ful-

s A
fillment (p. 180),

Later that night Adela, Amelia, and Martirio go to
- the doorway Ffor a breath of air. Adela and Amelia describe
the stellion:
- AL £ .
Adsla. El cabkallo garanon estabha en el centro del

corral fblanco! Doble de grande, llenando
tode lo¢ oscuro.

Amelia, Bs verdad. Daba miedo. Parecia una aparicién.

(Adels. The stallion was in the middle of the corral.
White! Double in size, filling up the dark-
ness., :

Ameliaa. It is true. It frightened me. It seemed
like a ghost (p. 187).



The

unnatural appearance of n, looming like a

monstruous apparition, embodiecs Adela’'s hopeless passion
for Pepe; 1te glgantic gize illustrates the magnitude of f

and

her deaire her. frailty in the face of & superxior force. :
Later in the scene, M&rld Josefa tells Martirio, "Pepe el

. s . o o~
Romano es un gigante. Todas lo querdis., Pero €1 o0s va

devoray porgue vosotras sols granos

de trigo. /Ranas

You all love him. But he
you are grains of wheat.

out tongues!) (p. 197).

sin lengual

Q

(Pepe el

is going to devour

Mot grains of wheat.

The whiteness of the

de trige.

Wo granos

you because

Progs

Romano is a glant.

with-

the

stallion,
symbolic color of sterility and death in the play, foretells

Adela's failure to obtain Pepe and her subseguent death.

gnificant, too, is Amelia‘'s reaction; the stallion’s s

ghootly appearance frightens her, portraV¢1q in concrete
terms the fear she expresses of men and the meek acguiescence

to her mother's domination.

Fusion of the horse image and Pepe cccurs in similar

fashion as Leonardo and his horse in Bodas de sangre; Pepe
travels on horseback. On the fateful last night of the .

play, Pepe flees on his mare after Bernarda fires a shot
in his direction (p. 204).

One notable addition, little she-mule (mulilla),

should be made to the horse image pattern for two important

reasons: its connotation and its context. A mule, being a
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hybrid, is sterile, In Act II Martirio attempts to draw
Amelia into her plot to discredit Adela, In their conver-
sation Martirio tells Amelia she thinks she heard people
in the corral very late the previcus night and other nights,
tec, Amelia asks if it could be the shepherds, but Martirio
replies £hey arrive at six. Then Amelia suggests perhaps
it was an unbroken little she-mule., Martirio agrees that
that is what it was, meaning, of course, Aéela, but Martirio's
sly allusion falls on deaf ears, for Amelia does not
comprehend her veiled reference to their sister (p. 161).

The linking of the image of the little mule to Adela
conveys an analagous meaning to that of Adela's vision of
the stallion in the corrél. Maﬁtirio's reference to Adela
as a little nule &esexes her and renders her sterile just
as Adelé's vision of the stallion desexes it; both images
" denote sterility, a means whereby the dramatist forewarns
of the failure of the love of Adela and Pepe., Througt
these striking images of fhe stallion and Adela as a little
mule, Lorca shows that given the conditions that exist in
the play, even normally fertile and productive -animals and
people are rendered impotent. This illustrates graphically
one of Lorca’s major criticisms of Spanish society,
especially in the small villages, that their way of life
founded on an outmoded code distorts man's basically

- productive nature and makes him sterile.
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Other Animals. ‘Through the use of the cther animal

imagery, Lorca'forcibly'depicts the deep-rocted hatred and C »
profound contempt that exists between most of the women in 3
the play, including the villagers, certainly not the mutual
respect so important to Bernarda's sacred code of honor,
rather the exact opposite. The manner in which this
imagery is gsed to vilify the person with whom it is
connected leaves no doubt as to the real emctional climate
of the drama.
The major animal metaphors are the dog (perrc) and

ch (perra); others are lizard (lagarto), goats (cabkras),

d—

bi
sow (marrana), and frogs (ranas).
The dispaxagément of the characters begins immediately‘
during the housecleaning scene in Act I when Poncia vehenently
declares that Bernarda treats her like a dog (bitch), "Pero
Yo soy buena perra; ladro cuando me lo dicen y muerdo los
talones de los dgue piden limosna cuando ella me azuza:
« « «" {(But I am a good dog {(bitch); I bark when they
tell me to do it, and I bite the heels of those who beg | .
when she sics me on thewm.) (p. 114).
Regardless éf how loudly they'denounce Bernarda's
airs and treatment of - them, ironically,‘they do not hesi-
tate to aﬁoPt'her supericr attitude when dealing with those

they consider beneath them. When the beggarwoman appears
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1sking for the table scraps, pleading that she and her daughter
are all alone, the servaﬁt perenptorily retorts that dogs
are also alone and they manage to live (p. 116).

Martirio bitterly explains to Amelia that men deem
women no betiter than dogs; all that is important to them
is land and oxen (p. 132).

Bernarda's sense of superiority and insensitivity
to the feelings of others is mirrored in her ccldly ordering
the servant to be quiet and stop crying, telling her she
should have had everything cleaner for the %ake. She
continues her tirade, "Vete. No es este tu lugar, (La
Criada ge va llorandc.) Los pobres son como los animales;
parece como si estuvieran hechos de otras suétancias."

{Get ocut. This is not your place. (The servant goes out
crying.) The poor are like animals; they seem as if they
were made of other substances.) (p. 117).

Following the departure of the mourners, Bernarda and
Poncia complain that they have dirtied the floor; Bernarda
remarks that the place looks as if a herd of goats had
_ paésed through it (p. 123).

The mourners do not think any better of Bernarda
either. One woman calls her a dried-up old lizard (p. 119),
Poncia, giving vent to her pent-up hatred of Bernarda after
workiﬁg for her for thirty years, fervently wishes she could

be closed up in a room with her and spit on her for an entire
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'

yezar then leave her as children do a crushed lizard (p. 114).

3

When ¥oncla startlés Adela by announcing‘she~knows
that Adela has been seeing Pepe, Adela calls hef an old
sew (p. 153},

This animal -imagery demonstrates how Lorca uses
figurative language to indicate the undercurrent of

bitterness, long~festering hatreds, and contempt +that run
4 e v s p

rampant among the characters in La casa de Bernarda Alba.

It should be noted, too, how the use of this animal imagery

contrasts with the code of honor.

Body. One of the largest image patterns in the
play is that of body imagery—;fingers (dedos), hands
{manos), head (cabeza), hair (pelo), breast (pecho),
mouth (boca), legs (piernas), heart (corazoh), face
(cara), and feet (pies). However, only the three major
images will be discussed: tongue (lengua), body (cuerpo),
and eyes (ojos). |

The constant repetition of body images draws attention
'toithe physical level, the basic problems of the daughters'
health, deformiﬁies, and hunger for men. The tongue image
cohveyszérnarda's fanatical concern for "lo que dirdn"
(what pebple will say):; the body metaphor'crystallizes'the
girls' desire for love and their hidden passions; the eyes

image serves a three-fold purpose--as a mirror of the mind,
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as an organ of sight, and as an indicator of the emotions,
especially love. This imagery also embodies the watchful
atmosphere that envelops the house-+almost everyone seems
to be watching évéry@m% else, =ven though, paradoxically,
they watch but do not see whether by design as in the case
of Bermarda or not. %Fhe inability to see acts as a parallel
to the motif of hidimg and blindness, showing that although
there is little or no privacy in the house, only a few of
the occupants see clearly what is happéning within its walls.

In Act T Poncia and Bernarda fecount Bernarda's
problem of having marriageable daughters with no suitable
men available, Pdncia tells Rernarda she should have moved
to another willage,but if she had, the daughters would be
the poor ones. Bernarda angrily retorts, 'Walla esa 1engua
atormeﬁtadora!" (Hold your tormenting tongue!) (p. 129).

Later in the act Martirio and Amelia deliberate on
vhether they are not better off without boyfriends. Amelia
recalls that Enrique Humanas had been interested in Martirio.
Martirio reveals she waited all night for him to come to her
window, but he never dlid. Bitterly, she states, nFué todo
cosa de lenguas." (It was all gossip.) (p. 132). He really
was not interested in her at all; it was just village gossip.

In Act II when Adela casts doubt on Martirio's expla-
nation for teking Pepe'"s picture, Martirio tells her to be

gquiet, or she will tell such things that the walls will
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close togaether with shame. Adela answers, "[La mala lengua
no tiene fin para inventar!" {(An evil tongue never stops’
inventing lies!) (p. 166). Tongue seems a very appropriate
image for a way of 1ife that stresses reputation-report
(honor) so much,
| Poncia uses body imagery when she tells the giris
about the first ﬁime her husband approached her windowv,
saying, "Me corria el sudor por todo-el cuerpo." (Sweat
ran down my body.) {(p. 148). The excitement of having a
man visit caused her to break out in perspiration. |

During the early part éf Act ITI through dialogue,
exposition»afvthe action that has taken place reveals that
Adela has not been sleeping well and that Martirio has been
following her everywhere., Martirio continually attempts
to make‘Adela.admit she has reen seeing Pepe surreptitiously
"by insinuating she has, but Adela will not do so. Adela
tells Martirio to leave her alone. She will do with her
body wnat she wants (p. 151). After Martirio leaves,
Poncia chides Adela for her outburst against her sister.
Adela replies:

Me sigue a todos lados. A veces se asoma a mi cuarto
para ver si duermc. No me deja respirar. Y siempre:
nfoué” idstima de caral®, "jQué ldstima de cuerpo que
no vaya a ser para nadie!" §Y eso no! Mi cuerpo serd
de guien yo quiera. ' '

(She follows me everywhere. Sometimes she looks in my

room o sSee if I am sleeping.. She does not let me
breathe. And always: "What a pity about that body
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that is never going to be for anyone!" And that is not
so! My body will be for whowmever I want it to bhe for.)
{p. 151).

Adela‘'s last remark hints that perhaps there is some substance
to Martirio’s suspicions and that Adela has not resigned
herself to following her mother's orders in regard to the
mourning period, that she will not be sealed inside a nunnery.

In the waning moments of the drama, Adela, her petti-
coat covéred with straw, faces her mother and sisters.
Angustias grabs her, deélaring, "De agui no sales td com tu
cuerpo en triﬁnfo. { Ladrona! | Deshonra de nuestra casal"
(You don‘t leave here with your body in triumph, Robber!
‘Disgrace of our house!) (p. 202), The latter citation
provides .a fitting climax to this parficular image pattern,
for it bares the fact that Adela indeed has been seeing
Pepe, doing with her body what she wants, and rebelling
against her mother's authority.

Aﬂgustias applies the eyes imagery as a mirror of
the mind when she refers to Adela's eyes to demonstrate
the alteration in appearance and behavior, suggesting she
is taking on the appearance of é madwoman (p. 151).

Poncia, one of the few who does see clearly, warns
Adela that her head and hands are full.of eyes whatever
Adela tries to do {p. 152). She is going to keep a close
watch over Adela to sze that Adela does not bring shame

upon the house. Later in the conversation Adela expresses
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how much she loves Pepe. When she looks into his eyes, it

_is like drinking his blaoé slowly (p. 154).
The body image cluster puts into concrete ﬁérms
some of the basic thematic conc¢erns of the drama. It
strengthens by making concrete the honor ﬁheme, conVeys
the extreme importance put on the body because of repression

of normal instincts, and shows forth conditions of the soul.

Far-near, inside-outside., The far-near, inside-

outsidé imagery symbolizes the chasm that exists between
the néafby villége and the distant world, the village
outside and Berﬁarda's house within. Lorca creates these
distinétions to depict'how wide the rift is between each
of them, criticizing the provindial nature of the village
as well as the herﬁétically~sealed house. The inhabiténts
lof the dry, barren village suffer, only to a lesser extent,
than do the occupants of Bernarda's white, sterile prison,
but all endure the stifling atmosphere of repression,
deprivation, and hatred. The iﬁside—outside metaphor on-
a secondary level detaches the outward demeanor of the
dharacters from their inner selves-~their inner torment
and despair, spiritual and moral disintegration.

Words in this pattern include near (cerca de}, to
near (acercar), vicinity (contornos), here (aqui), far

(lejos, ajenos), strangers or outsiders (forasteros),
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, to get away or remove at a distance (alejar
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-}, to go away (irse, marcharse), outside (por fueral,
there outside (ahi fuera), interior (interior).

Those who enjoy a free and uninhibited sex life, who f
openly gratifs their sexual urges thiough direct action
without fear of recrimination are outsiders or strangers in
the village. In the episode of Paca la Roseta, Poncia
points out that Paca is not originally ﬁrom their village,
that she is from far awav, and the men who take her to
the olive grové are sons of outsiders. Men from the village
are not capable of doing such a thing (p. 128). The reapers
are also from far away, from the mcuntéins, and the prosti-
tute with whom they contract to go to the olive grove had
just arrived in the village ithe night before (p. 157).
Maria Josefa voices a similar thought when she tells
Bernarda she wants to marry a virile young mén from the
seashore (p. 142).

~Bernarda carefully separates the men from the women
at the wakeu-the women inside the house and'the men outside
in the patio (p. 119). No men ever set foot inside the
house during the coufse of the action. A group of men
linger outside at the wake conversihg when Angustias over-
hears then recqunting the detéils of the story of Paca la
Roseta (p. 126). Pepe el Romano nevexr appears on sﬁage;

he comes to the window, walks around the house, or meets
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Adela in the barn. The stallion, too, is separated from
the house interior by the‘£hick walls. -
Bernarda's solution to the problem that Pepe poses
foirr her and her daughters is to advance Angustias' wedding

day in order to get him away from the house (p. 168).

Poncia endeavors to get Bernarda to see the mounting

conflict that is raging under her roof; she admonighes
Bernarda:

No pasa nada por fuera. Eso es verdad., Tus/hijas asta
y viven como metidas en alacenas. Pero ni th ni nadie
puede vigilar por el interior de los pechos.

(Nothing is happening outside., That is true. Your
daughters act and live as though stuck in cupboards.
But neither you nor no one can keep watch on the
inside of their breasts.) {(p. 120).

Y

~8he calls Berparda’s attention to the difference between
observation of overt behavior and comprehenéion of inner
thoughts and feelings. Bernarda, however, is not concerned
about feelings, only outward appearances. She makes this
emphatically clear to Angustias when Angustias betrays her
own anxiety because Martirio does not like her:

Cada uno sabe lo que piensa por dentro. Yo no me meto
i

.!_.
. eaqd - - /h
en los corazones, pero quiero buena fachada y armonia
s » e . v
familiar. ¢4 Lo entiendes?

(Each cne knows what he thinks inside. I do not put
nyself in your hearts, but I want a good front and
family harmony. Do you understand?) (p. 185).

The real action happens offstage, outside Bernarda's

house-~the reapers, the stories of Paca and the daughter of

7
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la Likrada--all concerned with sexual passion consummated,
which jmplicitly specifies once more that Fulfillment of
natural desires will be denied to the daughters of Bernarda

whils under her roof.

Houschold items - clothing. Through the repetition

of the names of household>items and clothing, Lorca stresses
what‘Bernarda considers to be most important--material

possessions, indicating again her obsession with status

and reputation, believing that inanimate objects of value

insure her sccial position. When she tells Prudencia about

Vthe furniture she has purchased for Angustias, she especially
‘mentions its cost {(p. 183). Her interest in personal property

ialso spotlights hér-céncern for outward appearances while i
 dismissing anything of deeper significance, such as natural
~instincts, spiritual and moral principles.

. Bernarda's iron rule over her household, consulting
no one, issuing terse commands, forcefully brings into
sharp relief the startling fact that Bernarda looks upon her
servants and daughters not a2s human beings but as chattels,
merely additional possessions of hers to do with whatever
she arbitrarily decides.

?ounding her cane, symbol of her authority, on the
floor, Bernarda advises Anqustias and the other girls:

A . . « . . .
No os hagdis ilusiones de que vais a poder conmigo.
Hasta wue salga de esta casa con los pies adelante
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mandaré en lo mio y en 1o vuestro!

{Don't have any illusions tha£ you are goiné to sway - ' -~

me., Until I leave this house feet first I will give

the orders for myself and for you!) {(p. 142). -
Angustias' large inhefitance does not give her a voice in
the decision-making; Bernarda will take full charge of that
herself alone.

Following the episode of Pepe's missing picture,
angry recriminations f£ly from one daughter fovanother.
Bernarda takes control of the situation by loudly ordering
silence and proclaiming that she is no£ old yet and has
five chains for eadh of them and the house built by her
father (p. 167).

| By means of this detailed discussion cof the imagery

of La casa de Bernarda Alba, the care with which Lorca

chose his words becomes evident; he created an interlocking
pattern of symbolic images to transmit his thematic

statements.
VI. CHARACTERS

The major characters in La casza de Bernarda Alba,

although individualized by name, fbllow a long succession
of multi~dimensional Lorquian dramatic personnel who through
their distinctive qualities and specific actions expand from
singular people into national as well as universal types

p . . . s
since they remain, above all, Spaniards. Franclsco Garcila
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the individual belngs. Lorca himself underscores the

symbolic nature of La casa de Bernarda Alba by adding a
subtitle, "Drama de mujeres en los pueblos de Espaia"
(Drama of Women in the Villages of Spain) (p. 111).
Carrier refers to this quality when he asserts that woman
: o C e 29 : s
in her Spanish essence is the character, The introduction
to an article written by Marta Elena Samatan eloquently
explains why the women in Lorca's plays lend themselves
80 well to tragedy:
3 . '+ e . -~
Nadie <corno Garcia Lorca ha hecho sentir mas honda-
mente la sujecidn impuesta a la mujer per, una serie
de prejulcios ancestrales. Nadie, como €l, ha mostrado
con mas crudeza que la vida de muchas mujeres suele ser
una silenciosa tragggia de anhelos sofocados y de
esperanzas muertas,
- ”~
(No one like Garcia Lorca has felt more deeply the
contrel imposed on the woman by a series of ancestral
prejudices. HNo one, like him, has shown with more

crudity that the life of many women is apt to be a
silent tragedy of suffocated desires and dead hopes.)

_28Erancisco Garcia Lorca, "Prolegue," Three
Tragedies of Federico Garcia Lorca, trans. James Graham-
Lujan and Hichard L. 0'Connell (ew York: New Direction
Publishing Corporation, 1955), p. 13.

gearrier, op. ¢it., 300.
. 39Marta Elena Samatan, "El tema de la mujer en
Garcia Loreca," Universidad, LX (Abril-Junio, 1964), 55,
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Allan Lewig, too, remarks that the rotting pasf weighs
down on the living, and faﬁ women are left alone among the
dead, or go mad with frustrétion, "dried up forever;'" out §
of the tragedy of women is implici£ the story of Spain
herself.Bl

The observations made by these Noxth Ameridan and
Latin American scholars in regard to Lorca's intent in
melding his characters into symbols will be borne ouE in

the discussion of them that follows.,

Bernarda. Lorca selects names for his charactersg
that blend into or enlarge his conception of them as
symbols. The name may nelp explain the charactér by
reflecting her personality traits or add another dimension
to the character's importance to the play. The name
Bernarda is the feminine equivalent for Bernard, a name of
Germanic origin meaning bold as a bear; the last part of
‘the name, "hard," means either bold or hard.32 Lorca's
choice of name for his female protagonist aptly reflects
her outstanding character tfaitSA-her bold, ruthless defense .

of her rep uta tlon, her hardness and intransigence in the

denial Of the existence of cmotﬂona in others, and her

31 : - :
Allan Lewis, "The Folklore Theatre--Garcia ILorca,
Thc Contemporary Thearre, The Significant Playwrights of Our

o

Time (New York: Crown Publishers, Inc., 1962), p. 249,

32, . .
Webster's New World Dicdionary of the American

S
Langnage, op. cit., p. l40°
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animalistic negation of the humanity of those socially
inferior to her, ' ' =
The character of Bernarda as symbol operates on e
three levels--the ﬁost obvious, of course, is that of the
surface level as the tyrannical mother and protagonist
in the play named after her; the second, as a composite
charactér; representing all women of the villages of Spain; T
and on the most profound level, as a reflection of Spain
herself.
Bernarda's concern with honor is not an isolated
instance used by Lorca merely as accatalyst to further the
}action, but is, in fact, a very basic fact in the life of |
the ordinary Spanish woman, especially if she lives in
rural Spain,' The burder of family'honor falls most heavily
on the woman, for she must strictly abide by the code while
. ., 33
the man is not so tightly bound by it,
Carrier sees in Bernarda the iﬁage of Spain herself,
cloistering herself into sterility and frustration for the
sake of practical honor and religious’mysticism.34 Lorca :
and his intellectual friends at the Institucidn Libre de
Enseflanza in Madrid saw Spain as.isoiated and outside the

mainstream of Twentieth-century life, They believed that

3 . 1 i
Sunra, p. 9 for complete quotation of this passage.

34 . -
rarrier, op. cit., 304,
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the intellectuval and political turmeil of the times required

new outloeks, better Europeanization of Spain, and better

s . . . N, 35
opportunities for all Spaniards.””
ot

Proof that Lorca did have these three levels of

symbol in @mind when he wrote La casa de Bernarda Alba is

provided by the dramatist himseif.through the subtitle,
“Drama de las mujeres en los pueblos de Espafia," {Drama of
deen in the Villages of Spain), and an explanatory footnote,
"El poeta advierte <ue estos tfes actos tienen la intencidn

de un documental fotogréfico;” (The poet warns that these

three acts are intended as a photographic document.) (p. 110).

As a nulti-leveled symbol Bernarda comes to represent

~all that is evil in the social customs of Spain. Through bher,

Lorca demonstrates that the Spanish condept ofvhonor Ly
distortion ovexr the centuries has iost its validity. People
' cannot 1ive prpductive, worthwhile iives while they are
chained to rules that deny life, wvitality, and nature.

Life which is.basically fruitful becomes barren and sterile
when.it is brought into conflict with the code of honor
which.soaiaty has atbitrarily imposed upon itself. Any
code ﬁhat places public honor above personal integrity or,

for that matiter, separates them at all, has distorted the

fundamental principle of honor, for public honor is only

3bhbma, op. ¢it., pp. 8-9.
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meritorious when it is accompanied by persdnal integrity.36
Lorca depicts this dichotomy in Bernarda.  She decgires
puklic honor and respect above all else but fails to
achieve it; her tragic flaw is hef lack of personal integ-
rity and blindness in not realizing‘it. Her relationship
with her neighbors denies them their right to respect; they,
in turn, deny Bernarda hers. The atmosphere, therefore,
of the whole villége is affected by the hatred and suspicion
that exists among everyone; no one escapes unscathed from
the poisoned aﬁd stifling air.

Virginia Higginbotham, explering the problem of
‘whether Bernarda is a tragic or a comic character, writ

o

[}

Bernarda suffers defeat but never gains a sense of

her owvn error. The result is a distorted figure whose
excessive pride and desire for respect are not merely
tragic flaws but constitute her entire personality.
Her obsession appeals to no higher law outside herself.
Incapable of self-realization or enlightennent, she

is, therefore, not simply a woman obsessed buj.,a con-
sistenly evil character who does not develop.

Virginia Higginbotham's observations bear a close resemblance
to Lorca's intent in depicting Bernarda as a national symbol.
He draws the character of Bernarda as an instrument by which

he can direct his social criticism at the evils he finds in

36Pring—Mill, gﬁ. cit., p. xxi.

37Virqinia Higginbotham, "Bernarda Alba: A Comic
Character?" Drama Survey, Vol. VI, No. 3 (Spring, 1968), 259.
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all that is repressive, sterile, and hypocritical and must
needs be cerrected in that society. Through Bernarda,
Lorca strikes at the very heart of Spain--her family

structure, centuries-old customs, allegiance to antiquated

codes of conduct, and narrowness of intellectual horizons.

Poncia. Poncia, the main servant in,Bernarda5s”
house and the same age as her mistress, continues the
traditional role of servants in drama, who, being of a
lower class, are not bound by the code of conduct which
restrains their masters and mistresses. For this reason,
they possess an“earthiness, a frankness, and an intuitive
insight into the problems that confront those arcund then.
Barcia states Poncia is the feminine form of the first name

of Pilate and has in common with him the tendency to wash

o]
b

her hands of all important decisions and to be governess.

(48]
o

mistress, although in her case, only in domestic matters.
Poncia, relying on her thirty years.service with
Bernarda, speaks openly to her about the conflict raging
amnong - her daughﬁers. Bernarda rebuffs Poncia, refers to
her base origins, reminds her of her dependence on Bernarda

for a livelihood, effectively breaking off the close com-

8Barcia, op. cit., 388.
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Poncia ceases her efforts to warn Bernarda about the ' ?
worsening situation in her household. 1In other words, like - e
the other Fontius, she washes her hands of the affair which
ts none of her business, according to Bernarda. | |
Through Poncia, Lorca has the opportunity also to
focus on class structure or the hierarchical social order,
a bagic precept of the code of honor. Bernarda issues
commands toc Poncia; Poncia, mistress in charge of house-
keeping, passes them on to the .servant.
Poncia's tirade on her ill treatment by Bernafda

over the vyears at the same time she is greedily eating food

P

during Bernarda‘'s absence at the funeral reflects the lack )

of wespect on both sides. Bernarda's penuriousness and

Poncia's vindictiveness indicate that no real friendship
‘ever really existed between them., It also suggests that
- basically Poncia is a great deal_like the mistress she so
despises. She addresses the servant in a commanding tone,
she disgplays no remorse at the death of Bernarda's husband,
she angrily condemns the village women for dirtying the
floors, and she worries about the reputation of Bernarda's
house because it}affects her own reputation. She makes an
effective foil for Bernarda.

Panciﬂ typifies the oid family retainer who spends

her entire 1life in the service of one family. Residing under
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the zame roof in such clcse pfoximity over the span of many
years causes her to adopt many of the same opinions and
values as her master or mistress., Her reputatioh and i
stgnding in the village, too, depends on that of the family
for whom she works. With advancing age, her dependen#y on-
the faﬁily for a livelihoocd grows and so deoes a more rigid

acceptarice of their way of life.

Criada (servant). The servant is at the bottom of
the social ladder in Bernarda's house. Her lack of a
proper name in contrast to the other characters calls
attention to her lack of identity and relative insignificance
in the household. She takes orders from Bernarda and Poncia.
Although she joins with Poncia in lashing out at Bernarda's }
poor treétment of them, it is ironic that she does not hesi-
tate to employ the same commanding tone when she oxders the
beggérwoman out of the house (p. 116). o
It is the servant who breaks the heavy silence with
an outburst of emotion which reveals that she, besides
Maﬁdalena,_is the ohly one who really mourns the death of
-Bernarda's husbgnd. She had loved him and her love was
reciprocated. Her loud display of sorrow occurs just as
the mourners are filing into ihe house, eliciting from
Bernarda her first word in the play, a demand for silence

(p. 117). Like Poncia, the servant is not restricted by



the code and may express her feelings openly except, of

course, in Bernarda‘s presence when tue code is in full force.

s

The servant's duties include houseclzaning and taking
care of Maria Josefa. The relatively few lines she speoaks
generally cone as interruptions in tﬁe dialogue in progress
and call attention to something important, such as the
arrival of don Arturo, the man who settles the estate of
Bernarda's late husband (». 130}, In addition, she provides

information and comments on the actiocn.

u

The zervant never converses with Bernarda but merely
receives her orders or notifieg her when a task hag been
complated, HMost ozteﬂ orders ar¥e hended down. from Bernarda
to Poncia and then from Poncila to the servant.

In contrast to Ponclia who is ‘so closely asscciated
with her mistress, the servant represents another kind of
life existing under Bernarda's roof that has feelings and

problems of her own to solve,

Angustias. Angustias, the eldest daughter and
Bernarda's c¢hild by her first husband, is thirtv-nine vears
X — ! R
old, dark-conplexioned, ugly, sickly, and talks through her
nose; balanced against this array of defects, her inheritance
from her father and her stepfather makes her the richest

and, by Bernarda's standards, the onl v daughter with

sufficient dowry to marry a suitable man. Lorca's irony
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5
here is unmistakable: Bernarda's arbitrary appliéation of
the cede has distorted life to the point that the least : '
physically able daughter becomes the only marriageable one, - “L
cqmpletely perverting the prinmary law of survival in i
nature that the best physical specimens should propagate
the species. Angustias' chances of a fruitful marriage are
small asg Poncia tells Adela; she will never live through
her first childbirth because she is too old and narrow'in
the wéiSt(pu 153).
The mame Angustias means anguish or great mental or

32 which refers to her outstanding physical

physical pain,

characteristics. Virginia Higginbotham remarks, "Lorca

draws attemtion to the physical repugnance of his characters,

suggesting ‘that their frustrations have deformed their

. _ o . w40

bodies as well as their minds.
Lorca injects more irony into the situation by

raking Angustias ungrateful for her stepfather's munificence,

His generosity cannot overcome her bitterness at seeing

the years slip by her, bringing her only pain and frustra-

tion. When her chance for marriage finally comes, she is

not unaware ©f its incongruity, knowing very well that she

has bought herself a husband. The years of frustration and¢

38, - D .
3 Webmter's New ¥World Dictionary of the American
Language, Op. ©it., p. 58.

a

*OHi@g&nbothamw op. cit., pp. 259-260.



mental térture transfer to her bddy, and she becones

diseased and sickly. A , I
Angustias symbolizes the negative results achieved =

by the code of honor; she is restrainéd from marriage until )

she is so cld, she no longer can look forward to a productive

married life, and it mates her to a young man who does not

love her but only wants the money and property she brings

as a dewry. She becomes merely a pawn between her nother

and Pepe's family. Bernarda's attempt to defiy nature in

arranging such an unsuitable match goes & and Angustias

. is destined to go on living her remaining years alone with

her dowky.

Amelia. The name Amelia, according to Lima, is :

derived from an Arabic word meaning a district governed by
el s AL e , s A ¥

a chieftain. Barcia casts some dcubt on this origin,
but includes it in a footnote to his article. The o
~definition, if correct, is appropriate, for of the
daughters Amelia is the one most dominated’ by Bernarda,
actually to the point of being terrifiied of her., The two

sisters who best adapt themselves to a bleak future without

husbands are Anelia and Magdalena, Barea suggests that
ot fer

41Lima, op. cit., p. 271,

42 L.
Barcia, op. cit., 388, n. 13.



Amelia is spared suffering by her almost infantile, -

e . 43 : ;
brainless vacuity. -~ Barea's judgment seems somewhat |
harsh but true; Amelia dees exhibit a childishness and E
naivetd out of place in a twenty-seven-year-old woman., ' 5
Hef mother's total ddmination of'herimay be cited as a
'contributory cause to her arrested mental deveclopment. i
She assumes a defense against the world similar to that of
her mother--she closes her eyes and ner mind in_hopes that
the unpleasantness will go away--but from a very different
perspective; Bérnarda does it consciously, Amelia, uncon-~
sciously, as-a child might.
Amelia does not grasp Martirio's intent in slyly
insinuating that Adela has been in the corral late at night
‘on several occasions but takes literally her own suggestion
that it must have been a young unbroken mule (p. 161).
She expresses a juvenile fear of falling stars and light-
ning flashes and reacts to them-as a child would by closing
her eves so that she cannot see them (p. 188).
Amelia rationalizes that since fate has decreed a
barren life for her, children must be a nuisance to their
parents, and, éherefdre, her inability to have! them is
really a blessing in disguise. She Veﬁemently rejects
Poncia's suggestion that they 'will all help Angusﬁias

with hers by asserting she is not going to help take care

op. cit., p. 54.



of another's children. She continues her negative view~
point by observing that,théir neighbors on the alley have
to make many sacrifices for four brats (p. 156). ' -
Amelia symbolizes the village woman dominated by .
some authoritarian figure and horizons limited to the
narrew confines of home and church. These have so stunted
her enotional and intellectual growth that she retreats from
the harsh realities of life by assuming a child's eye_view‘

of the world.

Magdalena. Magdalena, thirty years old, face of a
p . . o~ -
hvena, according to Maria Josefa (p. 195), shares the nanme

and perscnality of the woman mentioned in the Bible and
44 i

identified with her weeping and abnegation in love.
Magdalena offers a. vivid contrast to her sisters because,

basically, she is a positive character, not a negative one..

She is capable of loving or caring for someone besides —
herself. She alone truly loved and mourned the death

of her father; she faints at the funeral (p. 111), and

weeps at the wake until ordered to stop by her mother (p. 122}, -
Magdalena expresses concern for Adela, knowing the moﬁrning

period will fali heaviest on her. She worries about Adela'’s

heal+h (p. 149) and voices a desire to see her happy (p. 134).

44 P .
Barcia, loc. cit.



ﬁagdalana~remember$ the happy times they enjoyéd as
children when l1ife was not so complicated, possessed an
elegance and a gaiety that no longer exists. Neighbors
did not gossip about each other in contrast to the present
in which they rot for what people will say {p. 133).

She is creative and talented in sewing and embroidery;
Bernarda assigns her the task of embroidering the hope chest
linens for everyone. She also nmade Adela's beautiful dgreen
birthday dress.

Magdalena sees clearly and cbjectively the ironies
inherent in their situation. She criticizes the proposed

1

marriage between Pepe and Angustias on the ground that he

is only after her money. If he had come because he admired

&
jat}

Angustias as a woman, Magdalena would have been pleased about
the match. Realistically she recounts Angustias' defects
“and nakes the statement that Angustias least merits Pepe of
them all, and that he should have chosén Amelia or Adela
for his fianced (pp. 135~136). She senses the unfairness
of a marriage being decided upon for material gain and the
woman bhecoming merely a pawn in the negotiations. "Malditas
sean las nujeres." (Cursed be all women.) (p. 124). Later
she menzions that not even their eyes belong to them (p. 158).
Because Magdalena cares deeply, she reacts drastically
when she sees everything she values being perverted--the

imposi%ion of the public mourning period in place of a real
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sense of scrrow cver the death of their father, her wasted ;
nours embroidering linens that will never be used, the ]
marriage arranged on the basis of money instead of love or s

compatability--she becomes cynical and resigned. Barea ;

guggests that Magdalena saves her sanity by desperate !

- . , . \ \ - 45
cynicism and a clear-sighted resignation to her fate.

At one point she appears with her shoelaces untied. BAmelia
tells her she will step on them and fall. Magdalena retorts,
“{Una menoz!" {(One iessi) (p. 133).

Magdaiena symbolizes the woman who, accepting her
- fate guietly but cynically, loses interest in life, stops
keeping up appearances, and slowly deteriorates or rots
away in her isolation;'a nere ékeleton of her former self. |
In,Magdaléna‘s case, it is a waste of one of thevmore

admirable characters in the drama.

Martirio. HMartirio at twenty-four years of age is
the second youngest daughter, whose name pictures what she
has becdme, a martyr, for she is the homeliest and the only.
deformed coffspring of Bernarda.46 Martirio, like Adela and
unlike the others, possesses an ardent bedy racked by

suppressed desgire. Only once had a man wanted to court her,

45 T
Barea, loc. cit.

46, . . .
Lima, loc. cit.
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but Bernavda drove him off because his father had once been
a common laborer. Her péséion is kindled by the sight of
Pepe el Romanc on his daily visits to the windows of hex L
sisters, and the thought of him is driving her crazy. She !
céulﬂ stand a conventional marriage between Pepe and Angustias
because there would be no love or joy in it, but she could
not weaxr the thought of Adela having what has been denied her.47
Since Martirio cannot hope to take Pepe away from
Angustias or Adela, she steals Angustias' picture of him and
places it betweeq the sheets of her bed, substituting a copy
of Pepe for the man himself (p, 165).
Hiding her hatred and longing under a mask of meekness

and martyrdon, Martirio sets out to discredit adela and put
an end to her affair with Pepe. She follows Adela every-
where, spying on her night and day and making veiled
insinuating remarks about Adela's noCturnal activities
that hit the mark with Adela and Poncia but go unnoticed by
the others. %

l Martirio's owﬁ thwarted love affair which she blanes .
on;her lack of dowry since she does not know her mother
interceded has had a profound effect on her. Her hopeless

longing for Pepe envencms her mind against her sisters

because ithey have him. Her distorted mind iszsymbolically

47 . i
Barea, op. ¢li., pp. 53~54.



represented by her hunchback-deformed body. Poncia recog-
nizes Maxrtirio's true néture; she tells the servant that
Martirio is a well of peisen (p. 193)., Martirio seems to §
sense her mental affliction and explains to Adela that
ghe no longer has any control over it, "Tengo el corazén
lleno de una fuerza tan mala, que sin quererio yo, a mi
misma me ahoga." (My heart is full of a force so evil
that without my wanting it, it is drowning me.) (p. 200).

It is Martirio who triggers the succession of events
that occuﬁ that last fateful night which culminate in Adela's
tragic death. Martirio follews Adela, confronts her with
the;evidence of the straw on her petticoats that proves she
has been with Pepe, and calls Bernarda. She accompanies .
Bernarda, armed with a gun, out of the house to the corral,
and then, upon returning, deliberately lies by saying that
‘Bernarda has killed Pepe. AaAdela, without waiting to hear
any more, runs from the room and hangs herself in her bedroom.
Following thevdiécovery of Adela's body and Bernarda's
dramatic reassertion of her daughter's virginity, Martirio y
voices the hidden sentiments of all the sisters, "Dichosa
ella mil veces gue lo pudo tener." (A thousand times
fortunate she who had him.} (p. 204).

Martiric, more than the other daughters, stands for
the woman in whom ftuﬁtration and repressed natufal desire

so twists her ningd and poisons her personality that she
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develops a tatred for everyone and everything around her. ' |

Adela. Adela, at twenty, is the youngezt and bes ?
locking daughter of Bernarda; her name of CGermanic origin

is the diminutive of Adelaide, and signifies being of noble

4:8

nature. Adela, in contrast to her sisters, does not

2]

passively acquiesce to her mother's decree for ‘maintaining
the prescribed rituals connected with proper public mourning,
nor does she resign herself to a nun's existence of living
e
out her years without a man to love. She first defies her
mother by putting on her bright green dress which was to
have been her birthday dreseg and goes outside (p., 134).
When aAdela learns her ugly, aged stepsister is
betrothed to Pepe, she vows to break out of Bernarda's .
povys- («, L\ ¥ . . . :
white~walled prison before she Withers awvay as ner gisters
have. Adela passionately loves Pepe and knows he has desired
her. She is determined to €£ight for her right to his love, =

tAvae ) ' . ' . . '
he lures-him to her window the second night he comes to

1%

see Angustias; after that he pays duty calls on Angustias

B3

che early morning hours at anott

and then tarries until

window with Adels, and their encounters are paouloratg.
Adela's success in obtaining Pepe'ls love creates

anxiety when she witnesses her mother calling for the death

48,
k8Webs-ter’s New World Dictionary of the American

Language, ¢p. Cit., p. 17,

S
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of a yvoung village woman who had borne a child out of wed-
lock and subsequently killed it. Adela imterpréts this as
being her fate if her mother finds out about her clandestine g

affair with Pepe. She does not realize that Bernavda

J

e world

Q

subscribes to a double standard--one for the outsid
and one for her family. She would never allow any hint of
scandal to touch her house., Adela's failure to understand
her mother's duality contributes to her tragic death at
- 49
the end of the drama.
The action focuses on Adela in the last act when,
faced with the signs of her dishonor, the straw on her

petticoats, she boldly counters by breaking her mother's

cane and announcing that from now on only Pepe is hexr

master (p. 201). Bernarda's attempt to eliminatei:this

rival to her authority by shooting him fails, but Bernarda

and Martirio cruelly imply that Bernarda was successful and
that Pepe is dead. Adela's world crumbles around her; her
sense of guilt over her relationship with Pepe combined

with desperation at facing the future without him, culminates -
in the taking of her ovwn life, her final act of rebellion
against Bernarda's authority. She achieves her freedom the

only way possible, through death.

49, . s .
Lima, op. cit., pp. 280-281.
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Adela demonstrates how an essentially noble nature
~can be driven to tragedy and death by breaking the code of
honor mid desiring what that code expressly forbids the
womanmmséxual fulfillment., She embodies the split 5atween
erotic and maternal love sgince she ié willing te lead a life
of dishonor as Pepe‘é mistress in order to obtain his love.

The daughters as a group symbolize the consecguences
cf strict adherence to a code that has lost its basic reason .
for existence, the desire of society for betterment, being
twisted by taboos and pharasaical dominance into an instrument
of oppression,so which perverts nature and makes it sterile
dinstead of productive, even fesulting in death. Bernarda's
refusal to allow her daughters to narry beneath them condemns
them to é saintly existence that is the opposite of life,

. . ' . 51
and their natural desires come to explosion,

Maria Josefa, Marf% Josefa, the eighty-year-old

mother of Bernarda, who is mad and kept locked in her room,
escapes twice--once, to dramatically appear on stage at
the end of Act I and once; o interrupt Martirio's search
for Adela near the end of Act III. Her madness rlaces her

outside +the hounds of Bernarda's soulless code kut incar-

*%1pig., p. 291,

5 i ; . .
1Carrler, op. cit., 303.

ot et
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cerates ner inside a room within the larger prison of

Bernarda's house. Lf one should feel any sympathy for

Bernarda and her preblems, it must necessarily be removed

by her cruel and inhuman treatment of her mothér,
Maria Jozefa's role in_the‘drama follows a long

Spanish literéry tradition as explained by Barcia:

No hay personaje més libre de ataduras mentales v
morales dgue &L loco. En las letras espalolas, acaso
per tradicidn riental, los locos son los portavoces
por dn“onoma,'u'dp acguellas grandes verdndes que la
intuicidn entrevg,con frequencia, y la razdn normal-
mente desconoce.” =

(There is no person freer from mental and nmoral bonds
than the madran, In Spanish literatures, perhaps from
oriental tradition, madmen are the spokesmen by antono-

']
7
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nasis of tho"e craat thhs intuition glimpses frequentl
and reason azally dl sregards. )
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In La casa de Bernarda,Alba, Maria Josefa in her incoherent

rambling dialogue articulates the secret longings for fresdo
and marriage felt by the daughters.

At the end of the first act Marfa Josefa appears
adorned with flowers in her hair and at her breast. She
informs them she is not going to leave any of her belongings
to them~-hier rings or ner black moire Cdres s~--because since
they never will marry, they will not need them; Then she
tells Bernarda she escaped from her room bhecause she wénts
to marry a nandsome virile young man from the seashore since

whers they live the men run £from the women (p. 142), Her

2, Op. cit., pp. 324395,

v
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most significant dialogue follows Bernarda's ordering herv
to be quiet:

No quiero ver a estas mujeres solteras rabiando por la
boda, haciéndose polvo el corazdn, y yo me quisrc ir a

ni pueblo. Bernarda, vo quiero un vardn para casarme
-
y para tener alegria (p. 142}.

R R

(I do not want to see these single women desperately

longing for morriage, turning their hearts to dust, and

I want to go away to my village. Bernarda, I want to

marry a virile young man and be happy.l
In her madness, as Barcia suggests, She‘does see more clearly
ané intuitivelyvthan'Bernarda what 1s eating away at the
spirit of the daughters. Bernarda ignores her mother and
orders her locked up again.

| Lorca's def% manirulation of Maria Josefa's dialogue

. makes her serve a three-fold purvose: (1) as spokesman for |
the.hiddén souls of th& Baughters, she voices their desire @
for mafriage and shows that the hopelessness of their
situation is killing theit spirit and turning their hearts
to dusts (2) she suggests they will have to leave the villagé
to f£ind satisfactory husbands, linking the sea with sexuality
and the life force for the first time; (3) she forges a solid , -
bond ketween the images of sterility and the village, The
village men are pictured as being cowardly and unmanly,
whereas the men from the secashore are described as virile
and handsome., Though deranged in mind, Marfa Josefa evokes

a vitality and a desire to escape the deathly atmosphere of

Bernarda‘s house absent in all except Adela; her revelation
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that she is& not 2 native of their village sets her apart
from its sterile image. This fact coincides with Poncia's
suggestion to Bernarda that she ought to go to anothor
village to find husbands for her daughters (p. 129).
Evidently, Bernarda's mother's or father's family had
done so.

Maria Josefa's longest dizlogue occurs in Act ITX
when she sings a lullaby to a little lamb shewarries in
her arms, pretending it is her child; but she is not s0

“deluded that she>does not know the difference; it is merely
a substitute (p. 185). In her song she includes three
fertility symbols--the sea, the palms,.énd the coral hut;

thus, the lullaby becomes secondarily a hymn to fertility.

+

The door to the little coral hut will open by itself; there
will be no locked doors on the hut; it will open to the
"sea and to the air. After Martirio locks her in again,

she repeats the first verse, crying pathetically, knowing
she will never escape except in-death as Adela does a

short while 1atéx. i

Lima suggests that Maria Josefa is symbolic cf the
Ldecay to which the daughters will fall if Bernarda is.
allowed te continue her oppression. . . . She is an impres-

. . ; 53 7 . . .o
sive symhol of the future. Barcla disagrees with Lima

53, . .
fima, op. cit., p. 274,
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that she ig a synbol of the future, seeing her simply as
the spokesman for the daughters. Besides her role as a
spokesnan, Maria Josefa really seems to symbelize the nﬁqr -----
vhen people enjoyed the simple pleasures of life, before
their lives had become so distorted by a narrow interpretation

of the code of honor. She recalls what life in the village

ISy inmsmas o 7

was like for Martirio:

Cuando mi vecina tenia un nific yo le llevaba chocolate
y luego ella me lo trafa a mi y asi siempre, siempre,
siempre. . . Yo guiero campo, Yo quierc casas,
pers casas abilertas v las vecinas acostadas en sus
camas con sus nidos chiquitos vy los hombres fuera
sentados en sus sillas (p. 197).

{When my neighbor had a baby, I took her chocolate

and then she brought it to me and so on always, always,
alwaysE. « » » L like the fields. I like houses but
open houses and the neigbbor women in bed with their
youngest children and the men outside seated in their
chairs,) '

.@hat_a contrast to the atmosphere of gg casa de Bernarda Albal
In Maria Josefa's time there was love not hate, neighborli-
ness not suspicion, an open not a closed society, Social
stratifi Dtlbn, the spread of slénderous gossip, the putting
on of airs did not take place. Maria Josefa intuitively
emphasizes what is fruly important to make life worthwhile~-
2 husband, children, friends, honme, fiélds, aﬁd, above all,
love, not just between man and ﬁoman but among neighbors and

e

ameng parents and children

B4

fo L2 - .
Barcia, op. cit., 394,
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Magdalena connects Maria Jesefa with the past when

she mentions she has been to see her grandmother's necdle- e

point pictures which remind her of the happier times they -~ F

knew as children (p. 133). = , 7
Maria stefa-serves as the focal character of the

play. Her madness typifies the unnatural lives the

daughters are leading and the unnatural atmosphefa of

hatred, suspicion, and repression that saturates the world

of the play. She is the antithesis of Bernarda, yet she is

nother. She mo nearly resembles Adela in her des
her not! S st ly resenbl Adel h !

-

re

for freedom and a full life. Barcia declares that in the

. : . . 55
third act she becomes an extra dimension of Adelsa.
In her gentleness and concern for others, her creativity, ‘

her fond remembrance of the past, she resembles Magdalena.
There can be no doubt that she is the most admirable
"charactexr in the play; therein lies the irony. It is:her

madness that draws attention to her and causes one eventually

to wondexr who is really mad in La casa de Bernarda Alba; the
answer ssems to be in keeping with the special brand of

. - . - -
Lorguian irony; everyone is mad except Maria Josefa.

Lorca is stating that Spain has gone mad with its zealous

regard for social status, reputaticn, and honox; it has

“1bid. ,

397.
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through application of the cede that has strained them to |
the breaking point, and its repressiveness has destroved L

all that used to be natural and good in people a

o]
Q
H
b
e
-
u
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it with all that is urinatural and evil, Maria Josefa !
emerges, therefore, as the sanest and most admirable
character, and, for these reasons, she must be sealed off

from Bernarda's demented unnatural world.,

gggggggig. Prudencia, a friend of Bernarda, appears
briefly at the beginning of Act III. She stops by for a
visit on her way to church, Prudencia's story offers a
parallel to Bernarda‘s up to a point but a contrast in
her resolution of problems. She also supplies information - o
that foreshadowé the tragic énding._ Her name when it is g
preceded by "la," according to Barcfé, often is used by
Andalusians to refer to just a village woman. Whether
Loxrca intendea prudence as a virtue or Prudence as a woman

56

is not clear, although hedoes omit the"la" in front of

her namne and. dees -include it before that of Poncia, Prudencia

evinces caution, discretion

n, and circumspection to such an

[

extreme that she seems more an embodiment of res

. \ . ‘ 57
wisdom that comes with old age”’

gnation and

than simply prudence.

As in Bernarda's famil i1l feelings have arisen over
Yo 9

-the division of an inheritance and Prudencia's husband has

39

56, . -
Ibid.,

>T1vid., 389.



qu&rreled'with his brothers over it. He now refuses +o use
the front door but instead places a ladder against the back
wall and climbs over it {(p. 179). Bernarda admires his
actioﬁa, calling him a real man {(p. 179),

Prudencia‘'s husband has never forgiven his daughter .
for what is unclear, but Bernarda's remark about a disokedient
daughter becoming an enemy (p. 179) intimates her transgression.
Bernarda approves his actions; but Prudencia discoﬁaolately
tells Bernarda that she suffers because of it (p. 179),
probably meaning she has not seen her daughter since the
quarrel,

Brenan remarks that honor was a défensive conceptiocn
- and consisted not in committing but in receiving an injury
and Inc¢lined to pride and touchiness.”® Drudencia's husband
feels dishonored by his brothers and daughter. His reaction
to each insult displays an injured pride that cuts him off
from them while his consequent touchiness revealed by his
refusal to enter the street cuts him off from the village.,
Coincidentally, Bernarda has severed herself from her
husband's family, her daughters, servants, and the village
through a desire to preserve her honor at all costs.

Prudencia does nothing to ease tHe~situétion;liﬁstéad.
she takes refuge in the church. sarcfa comments that

Prudencia's solution is not to look for a solution. She has

g
58 .
Brenan, op. cit., pp. 281, 460,
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placed her life and her destiny in the hands of God through

ok

faitt and from Him she wai's direction and guidaﬁce.sg
Piudencia's passivity and reliance on faith furnish:a
sharp contrast to Bernarda's actions in which she intends
tc shape her own destiny without seeking assistance from
God. Barcia observes, "Ni la religidn ni la supersticidn
ejeréen influeﬁcia alguha sobre el alma ensoberbecida de
Bernarda.n®? (Neither religion nor superstition exercises
any influence over ﬁhe arrogant soul of Bernarda.)
Prudencia is losing her eyesighi, and she tells
Bernarda she will have to stop going to church so the little
children will not make fun of her (p. 180). Prudencia's
real blindness symbolizZes Bernarda's apparent blindness to
her daughteré' activities and the undercurrent of tension
in the household. When Prudencia no longer can attend
church, she will lose the crutch she depends on for support
and that gives meaning to her life. Equally when Bernarda
can no longer use her apparent blindness as a support for
hexr code of honor, she will be.left bereft of her defenses
" against the assaultis against it. |
pPrudencia adds foreshadowing when she obhserves that

in her time the pearls in Angustias' engagement ring signi-

fied tears (p. 182). Bernarda dismisses this omen by

59

- . 60, ..
Barcia, loc. cit. Ibid., 397.



continuing to insist that things are as one propeses (p. 182},

P . . ¢

or, in other words, one can control his.own destiny, denying - =
that there is any supernatural force which can affect it. -
Prudencia's presence, though brief, is significant
because she symbolizes an altérnative solution to that of
Bernavda for coping with the restrictions placed on the

women of Spain, stolc resignation to her fate and dependence

on faith for consolation and guidance.
VII. ACTIOHY

The action in La casa de Bernarda Alba like the inagery

and ~the characterization symbelizes portions of Lorca's
theme and skillfully bares the ultimate and often tragic
cbnSequehCes of'eit““r breaklng the code or comOleﬂc with
it. Two separate arenas of action are set up--outside
house, by far the more important, and inside it,
Outside the éc*:on comprises capsule stories about obﬁ.r

- people in the village thiat serve as a comnmentary on the
major action of the drama by illustrating ~arious facets
of it or by providing viewpoints that either conflict or
agree with those of Bernarda., The pfime purpose for the
outside action is to.provide a brilliant contrast to the
action inside Bernarda's house. Outside there are the
people, the village, the fields, life being lived vividlyj

inside there is only the frustration of women not allowed
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to live by their mother's dogmétic devotion to the preser-
wvation of her honor and that of her family and house,

Inside the house the action includes pictorial presentation -
of thematically-oriénced events and acts of rebellion by

the scrvants and the daughters against Bernarda's domination.

Paca la Roseta. The story of Paca la Roseta offers
an episbde diametrically opposed to everything Bernarda and
the village fepresent. Roseta or rosette or rose is
associated with Aphrodite and her son Eros in Greek mythology

Sand later with the heart and the nystic center.6li Some nen

Lotie éaca‘s husbaﬁd to the manger and take her by horseback
to the depths of the olive grove. Her breasts were exposed,
and one of the men, Maximiliano, held ner as if he were

Crplaying avguitar; They did not return until almost daylight.
Paca's hair hung loose, and she had a wreath of flowers on
her head (pp. 127-128).

Paca symbolizes the earthy, sensual lower-class
woman, not chained to the iron-bound code, who openly

flaunts the morality of the village and takes delight in

sex. As Carrier points out, "A woman of Spain is either a

P

mother or a prostitute; lust and family ‘are at opposite

ends of the spectrum, and the one is not allowed without

~

the other.’ Sex for the middle-class Spanish woman 1s

; . Y 62, . .
6‘}’Ci:r:lot, op. ¢cit., p. 263. Carriex, op. cit., 304,
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"obligacidn,” sowething that must be endured in order to
produce children; this concept that erotic love is sinful
forms part of the Catholic Christian doctrine in which most
Spanish women devodtlynbelieve.

Poncia quickly emphasizes that Paca is not a native
of thé village, and the men who take her are sons of out-
siders, too. Men from the village would not be capable of
doing such a thing (p. 128)., Through Poncia’s dialcgue,
Lorca separates this unabashed sexual revel from the village
as well anBernarda's house. Natural instincts are followed
by Paca and her friends, not repressed as they are in the
.rest of the village. That they carry her coff on horseback
provides a typical Lorguian link between the horse and
uﬁbridled sexual passion. Their passion symbolically
carries them off to the depths of the olive grove,

The story of Paca la Roseta suggests a kind of -’
sexual fantasy for the women without men in Bernarda's
house and presents a contrasting picture for them--one
woman and many men instead of many women and one~maﬁ,
the f£iwe daughters and only one Pepe el Romano, Lorca,
adding his usﬁal ironic tough here, éhqws that Bernarda,
who assumes such a pious attitude on morality, and Poncia
receive vicarious pleasure from hearing the lascivious

details of Paca's sabine-styled abduction.
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Adelaida. Adelaida, a young woman in the village
and a friend of Bernarda's daughters, did not attend the
funeﬁal because her sweetheart will not allow her to set
foot outside her doof. She used to be happy, but now she
does not even wear face powder. She fears Bernarda
because'Bernarda knows how Adelaida‘s father obtained his
lands. 1In Cuba, he shot the husband of his first wife,
so he could marry her. He left her for another woman whe
already had a daughter, He had relations with the gifl
and married her after her mother died insane {p. 131),

Amelia and Martirio, who relates Adelaida'’s story
7 to Amelia, comment on the details.. Adelaida has what the
~girls want, a sweetheart, but she has made her unhappy.
;Amelia does not knew whether it is better to have a sweet-
heart or not. Martirio résponds that it is all the same.
Amelia blames gossip that does not allow them to live and
prophesies that Adelaida will have a bad time (p. 131).

| After Martirio recounts the sordid details about

Adelaida's father, Amelia wonders why he is not in jail;
Martirio retorts because men stick together and cover up
for each other. Amelia mentions Adelaida is not to blame
- for the sins of her father. Martirio agrees but that thingé
have a way of repeating themsel&es, and Adelaida is suffering

the same fate as her mother and grandmother (pp. 131-132).
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Adelaida‘’s unhappiness stems from her being controlled
so closely by her swaeth@ért she cannot leave tle house, a
similar situation to the daughters. She revealé her feelings
in a loss of interest in her appearance, demonsirated by
her no longer wearing face powder. Adelaida's reaction
resembles Magdalena who does not tie her shoelaces, bdth
gigns of a rotting away of the spirit and the will to live.
Martirio's thwarted romance embitters her, so that she
cannot béar.seeing anyone else happy, a contributory factor

a

to her relentless pursuit of Adela. Angustias has what the

others want, Pepe, but it has not brought her happiness;
her mother advises nter that happiness or unhappiness is
all the same (p. 186), echoing Martirio's words about

having a sweetheart. AaAdelaidsa's father bullds his estate

)

over the bodies of one man énd three wvomen, Marrying
woman for her dowry alludes to the parallel situation of
the twenty-five-year-old Pepe's willingness to marry.the
thirty-nine-year-old Angustias while he really wants Adela
and intimates possible dire consedquences for the woman in
‘,suéh a loveless marriage., The fatzér's immunity from
prosecution for his crimes aemonstrétes the dispgrity
between the sexes in Spain. Adelaida's story and the
girls' comments on it elicit Lorca's social criticism on
the plight cf women of Spain who have become the prime

victims of the code which dooms them to being prisoners



of tradition and servants of the men., Lorca observes the
crrewe T . .03 L.

great sorrows Fate has bestowed on the womang it is no

accident that she emerges as the central character in all

three of his great tragedies.

The yeapers, The reapers arrive in the village from
the mountains tc harvest the wheat. Fifteen of them contract
to take a prostitute to the olive grove. She had arrived
in the village only the night before. A young man, taut as
a.sheaf of grainiand green—-eyed, makes the arrangements,

The next day, ieturning to work in the fields, the reapers
pass by Bernarda's house singing a song to the accompaniment
of/carraﬁhcas and ﬁimbrels that relates how the reapers go
in search of the wheat and carry off the hearts of the girls
whe look at them, They ask the village'girls to open their
doors and windows., The‘reapér asks for roses to adorn his
hat,(pp. 3.5'7~-159)o The‘daughters listen longingly *to the
lusty‘singing of the men, rushing to the windows to catch

a glimpse of them and being cauticned by Poncia not to get
too close, or the reapers will push open the windows to see
who is watching them (p. 160).

The reapers, the wheat they harvest in the hot after-
. noon sun, and the song they sing celebrate fertility-~

férxility that lies in the bright fields beyond the village.

Lima, Supra, p. 9 for the complete quotation of
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The young reaper who countracts with the prostitute takes on
the aspect of the wheat he harvests: even the gresn color ST

of his eyes i3 a symbol of feftiliﬁy¢ The mention of the : 3

rose as a love itoken in the song links the story of the
reapers with a comparable one, that of Paca la Roseta.

Like Paca, the reapers represent the earthy, unlnulhzred
Sexuality that obeys its natural urges in an open manner,

a striking contrast to the restrained life style of most of
the villagersvahd the frustrated desires of the daughters

of Bernarda Alba. The girls énvy thé reapers their
masculinity which allows them the freedom to come and go

as they please. The reapers symbdlize everything the girls

so deeply desire--life, love, and freedom.

The daughter of la Librada. The name Librada

sign nifie s freed, delivered, extricated, preserved from ill.”
The illegitimate daughter of la Librada has an illegitimate
child; in oxder to hide the¢ enormity of her crime, she
commits another by killing it. Some dogs find the body,
dig it out from under the rocks where she had hidden it,
and carry it to her doorstep, An unruly crowd'quickly
gathers armed with olive limbs and pickaxe handles to kill
the girl to avenge her deed. Bernarda and Martirio add

their voices to the clamor demanding her death, but Adela

3 . . .
Pelasouez, op. cit., p. 428,
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voices the hope the girl can escape the mob (p. 177).
Rernarda vindictively calls for the placing of hot coals

. . . B85
in the place of her sin.>>

Adela, holding her stomach,
cries, "No! MNo!" (p. 178). The second act ends dramatically
with Bernarda screaning tb kill the girl (p. 178).

Loxrca inserts irony through the name he assigns to
the woman and her daughter, for they of all people are
imprisoned by their indiscretions; the daugﬁter achieves
‘release only through death, foreshadowing the similar fate
of Adela.

The hideous death of the daughter of la Librada
supplies a grueszome example of the ignominious code carried
to its ultimate conclusion. The girl so fears the conse-
quences of breaking the code she commits a worse crime to
cover up her first one.

This episode similar to that of Adelaida brings out
with clarity and irony the double standard of morality the
code encourages: the man may take his pleasure with any

and his conduct considered acceptable, but let the

woman,

wonman's indiscretion become known, and she is ruined.

“
¥

The daughter of la Librada so feared discovery she was
driven to commit a far worsé crime to protect herself,

The same men who carry Paca la Roseta to the olive greve

-
o -
2uREa,

28-29.
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and contract with the Dlostl tute club to death a young girl
ne of them probably violated., The girl herself being
illegitimate recalls Mar -iriots d1a1oquo referring to
Adelaida that life has a way of repeating itself (p. 132).
One's destiny is inexorxably bound to thun of‘one's parehts;
the sins of the fathers and mothers are visited upon the
children.
Although the other stories make concrete portibns
of Lorca's theme or contain comparable or contrasting
details to the story of Bernarda and her daughtefs, they
remain apart from it and have no direct bearing on the
major action. This is‘not true, hoﬁever, with the story
6f la Likrada's daughter; it does influence the action in
several important ways. First, Bernarda's violent reaction
to the girlts si} warns Adela what her fate is likely to be
if her own guilt becomes known. Adela's response to the
‘girl's predicament verifies the accusations of Poncia and
the insinuations of Martirio that Adela haé been meeting
Pupc secretly. Holding her stoméc% disclmsés how far her
affair with Pepe has gone, far enough for her to worry that
the same fate ﬁay befall her. The events place Martirio
soiidly on her mother's 51de and against Adela, a situation
which will repeat itself fabexully in the tragic third act.
The stoning of the girl provides Bernarda and her daughters

with an eémotional release for the tensions that have been



rapidly building up among everyone and within each one.
In addition, the story of la Librada proves Poncia's L

earlier declaration that Bernarda can see sin one hundred

leagues away, but is biind to what her daughters are doing I

{p. 169},

The wake. Twe hundred village women dressed in black
file into Bernarda's house for the wake following the funeral
of Bernarda's husband. After the women enter, Bernarda and
her daughters appear on stage} She hushes the servant's

lamentations, commenting the poor are made of other stuff,

‘-1-

[

hereby setting up the class distinctions. Several women

sympathize with ﬁhe servants the ensuing dialogue between

hem shows the women dq not agree with Bernarda, Bernarda f
then Silences‘Magdalena’s tears and orders the servants to
serve lemonade, Anéther conver;ation pits Bernarda against
several women as to whether Pepe had been at the funeral.
Bernarda's vehement denial of his presence and remark that
women should not look at any man in church except the priest
brings out how nuch the women hate Bernarda's superior
attitude. The wake concludes with Bgrnarda repeating the
litany for her deceased husband and the women chanting the
" responses (pp. 117-121).
The opening scene of Poncia surreptitiously eating

while berating Bernarda's treatment of her and the servant
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asgiduouslf cleaning the house prepares for thé entrance of
Bernarda hergelf, The Subsequent dialogue between Bernarda
and the women at the wake coupled with theloﬁening scene
sets the tone of the drama, one of mutual mistrust and
hatred, establishes the character of Bernarda, and offers

an insight into the relationship between Bernarda, her
serxvarts, and the village women.

The women come to Bernarda's house for the wake, and
Bernarda admits them because it is traditional, not because
of any real sense of loss hy any of them. The only ones who
show real sorrow, Magdalena and the servant, are silenced
by Bernarda. Tradition redguires public mourning, not the
display of private emotions; personal feelings must be
kept bottled up within oneself. The litany symbolizes the
kind of mourning they all observe, devoid of emotion,
"merely recited by rote becausecustom dictates it should be
done., Bernarda, reminiscent of the opening scene between

Poncia and the servant, omits one integral part of the

(a3

funeral observance--food:; she does not offer tne ROULNErs
anything teo eat which is customary but only some lemonade

for the women and brandy for the men. Bernarda's deliberate

onmission of the food indicates a lack of respect for the

other villagers. The wake has been the first occasion th

(6]

anyone bins embexﬁa Bernarda'’s house since the death of her

father (p. 114}, demonstrating that Bernarda, who conziders

s e

o
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herself the matriarch of the village, has cut herself off

fromleveryone, Even her husband's famnily does not attend
his funeral because they hate Bernarda so much (p. 113).
Bernarda's house is her castle and her protecticn against
the outside world; no one enters it without her permission,

.

and following the wake, no one does except Prudencia.

Acts of rebellion. Bernarda's cbsession with proper

decorum leads her to a despotic and altegether soulless
domination of the lives of her daughters, her aged mother,
and her servants. She seems not to realize that her

conduct 50 contrary to human nature breeds frustration, des-

pair, and hatred. A natural outgrowth of such action is

rebellion, Interspersed throughout La casa de Bernarda
Alba aré instances in which Bernarda's subjecte do indeed
revolt, especially against her tyrannical dimpocition of
the eight-year-mourning period which the girls correctly
judge to be their death warrant, a living death behind

the walls of Bernarda's prisomn. Adela understands this
clearly; late in the play she tells Martirio why she wants
to run away with Pepe, "He visto la nuerte debajo de estos
techos. . .%" (I have seen death_beneath this roof. . .)
(p;vl98); Being the youngest, the prospect of eight years
of imprisonment in her mother's house seems a lifetime

to her. She early reveals her intention of freeing herself

from her mother!s domination. Contrary to Bernarxda's orders



for black mourning clothes, she dons her green birthday

dress and goes out for the chickens to see her (p. 134). ¥

i
Childish, perhaps, and a little pathetic that there is no £
person to admire her but also significant, for the green :

dress synbolizes life and fertility, the antithesis of

)3

black, and indicates Adela plans to fight for her right ' %
to live and love,

Inmediately following the division of the inheritance
in which Angustias receives the lion's share, she appears
withba great deal of make-up on her face. Bernarda,
already upset bykthe inequable partitioning of the estate,

ngrily.confronts Angustias, cilting her lack of respect
for her dead father. Angustias coldly reminas Bernarda
that he was not her father. Bernarda reﬁorﬁs that Angustiasg
has him to thank for making her fortune. Angustias replies -
she will have to see if that be true, Bernarda grabs her
forcibly and violently wipes off the power (pp. 139-141}).

| Angustias' act of rebellion is ironic; if anvone is
going to get out, it is she, and 1if anyone should be grate-
fui, it iskshe, yet she is not., Her mind is on Pepe and
her chance to live, not on the man who made it all possible.
She also does not believe her mother's report of her good
fortune., The incident illustrates how Bernarda's methods

have desiroyed the basically decent side of human nature and

replaced it with ingretitude and distrust.



Martirio's taking Angustias' picture of Pepe and

H.
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weing it between the shééts of her bed reflects the

frustration all the girls feel for being denied‘a chance

-to marry And have homes of their own. Martirio, catching

aiglimpse of Pepe when he comes to visit Angustias at her .

window, recalls her own broken drams when she thought

Enrique Humanas was coming to see her. The theft of the -

picture symbolizes her hidden desiré to steal Pepe but,

realizing her limitations and small chance for success,

contents herself vith taking his imitation. Actually

the theft of the picture is more a cry for love than an

‘act of rebellion against Bernarda. |
The two acts of rebellion of major importance ;

occur at the tragic climax:; both involve Adela. When

Bernarda and Martirio face Adela with accusations directed

toward her petticoats covered with straw, Adela is not

‘intimidated by them but instead takes the offensive by

breaking her mother's cane. Adela calls it her mother's

rod of domination (p. 201). Bernarda carries her cane

vwith her everywhere and pounds on the flocr with it lto

give emphasis when she is issuing orders, as if it were

the sceptre of & king or queen. Adela views the cane

“as her mother's symbol of authority and domination. Her

act of breaking the cane symbolizes her breaking away from

her mother's control. 3he notifies Bernarda that from now



ot 1o eone orders her but Pepe (p. 201).
Dishonor must be avenged. Since there iz no man

in the family to handle an affair of honor, Bernarda takes

| B 1

the gun to shoot Pepe for bringing dishonor on her house.

Adela, believing Pepe has been kllled hangs herself,
symbolic of her unfulfillsd longing°6 to have Pepe,
committing her finél act of rebellion, which sets her free
at last.,

__Bernarda's immediate response to her daughter's
death is to téke steps to protect the honor éf her house

- by declaring that Adela has died a virgins the kells shall

.. ring twice at dawn in her memory. Wexit, she reiterates

her decree for public mourning, silencing the cries of her
other daughters. The family will drown itself in a sea
of mourning. Her final words, the same as her first, are
a call for silence (p. 204}, Bernarda's repetiticn of
her first words as her last ones dramatically encleses

the action of the play in a framework of repression as
absolute as Bernarda's inflexibility. This enclosure of
the repeated lines form in dialogue dramatic brackets

representing the prison that Bernarda has constructed of

~her werld.

6661rhot op. th., p. 132, citing C. G. Jung,
Symbols of Wransiormattot (Collerxpd Works, 5) (London,
1956).
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Az Mavtirio observed in the case of Adelaida and

the tragia tale of the daughter of la Librada, things
have a way of repeating themselves, and in thg case of

the occcupants of the house of Bernarda Alba, the cycle

is about to begin over again with the church bells
ringing, a fuﬁexalg a wake, a moufning period, and a

call for silence. Bernarda's sense of obligation to
. protect her family}s honor at all costs reigns supreme
above all cther considerations, even that of truly
“expressing grief for a dead daughter. Bernarda's enslave-

ment to the code does not allow her the luxury of tears.
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