






































































































sonador ... y todos los sofiadores sabemos 

que el mundo no es solo esta sucia 

realidad que nos rodea: que en el tambien 

hay, aunque no lo parezca, una permanente 

y misteriosa maravilla que nos envuelve. 

Irene.-- que s{? 

Daniel.--s{. Y esa maravilla nos mira, y nos 
, , 

vigila, y nos penetra •.• Y, algun d1a, 

puede que logremos verla cara a cara. 

(71) 

Buero Vallejo utilizes one of the characters, "La Voz," 

to link the real and imaginary worlds of Irene. "La Voz" 

does not participate in the physical action of the drama as 

Juanito does, but has a significant role in the world that 

Irene creates. "La Voz" is only audibly present to the 

audience and Juanito, and only speaks when Juanito is on 

stage. The powers and knowledge of "La Voz" extend beyond 

those of Juanito, at times demonstrating foreknowledge of 

Irene's actions and Juanita's thoughts. It is an 

authoritative entity to whom Juanito looks for guidance. 

When Juanito questions whether his existence is real or 

imaginary, it is "La Voz" who confirms his existence in 

Irene's mind, explaining that he is a part of Irene's 

subconscious. Most importantly, it is "La Voz" that directs 
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Juanita to take Irene away from the household where she 

lives because: 

La Voz.--Ella no puede ya vivir sin lo 

maravilloso. (91) 

The decisions made by Irene in the determination of her 

destiny are influenced by "La Voz" and Juanita, her own 

imaginary creations, who have become a part of Irene's real 

world. Irene determines her destiny by deciding to go with 

Juanita and jumping from the balcony, but it is "La Voz" and 

Juanita who extend an invitation to her in order to extract 

her from the abusive world in which she lives. 

Irene's complex, imaginary world, as well as Penelope's 

tapestry and Amalia's drama, are created in the struggles of 

these women to break away from the demands put on them by 

society. While the autonomy of Buero Vallejo's male 

protagonists is not challenged in society, his female 

protagonists are forced to creatively establish their 

autonomy at a considerable risk. Penelope risks her 

position as queen and her very life when she weaves her 

dreams of Anfino in her tapestry, and Amalia risks 

destroying her fragile personality and financial future in 

the drama she creates in order to confront Mauricio's 

family. Similar to Penelope and Amalia, Irene refuses to be 

totally dominated by the hostile environment which surrounds 

her and creates her own imaginary world which ultimately 

provides a solution to her problems. It is Irene's created 
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world, however, that separates her from Penelope and Amalia 

and makes her unique to Buero Vallejo's theater. Irene's 

creation is certainly the most creative and bold of the 

three female protagonists, a creation within her own mind 

that undergoes an amazing transformation when her imaginary 

world becomes real to both her and the audience. The 

physical, on-stage appearance of the imaginary Juanito, as 

well as the audible presentation of ''La Voz," forces the 

audience to experience the complete fusion of Irene's real 

world and her imaginary world. Furthermore, Irene is unique 

to Buero Vallejo's theater as a protagonist who not only 

goes beyond the limits that society has put on her, but one 

who goes beyond the limits of the real world and into an 

imaginary realm. The solution to her difficult existence 

requires her total immersion into an alternate reality. 

Irene's imaginary world, like Penelope's tapestry, and 

Amalia's drama, are creations that provide an atmosphere in 

which these female protagonists can find a resolution to 

their problematic existence, within the boundaries of the 

society in which they live. 
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Chapter Three 

The created worlds of Penelope, Amalia, and Irene are 

the stepping stones that ultimately lead to their final 

destinies. The final outcomes of their lives, though, are 

more complicated than they first appear and require analysis 

on two levels: external and internal. 

superficially, Penelope seems to suffer a stinging 

defeat both externally and internally, but close examination 

will show that, although she does experience an external 

defeat, the internal, spiritual victory is to be hers. 

Penelope is defeated externally because Ulises forces her to 

live falsely the life of his loyal wife. Penelope rejects 

him in favor of Anfino, and his marriage is a shambles, but 

he refuses to admit it to others. An emotional exchange 

between him and Penelope in Act III reveals his intentions: 

Ulises.--Me marchare ••• Fingire que tengo que 

cumplir un voto de peregrinaje. 

Penelope.--iMarchate y sigue fingiendo! 

Ulises.--Lo hare. Pero soy el rey de Itaca. 

Nuestro nombre debe quedar limpio y 

resplandeciente para el futuro. Nadie 

sabra nada de esto. (75) 

Even the new rhapsody which Ulises writes for the chorus to 
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sing after his return to Ithaca indicates the lie that 

Penelope will be forced to live. 

Coro.--Penelope nos dice de Grecia: 

cinco, diez, veinte afios no son nada. 

El amor no envejece y nuestra sangre 

sabe esperar la vuelta del amado. (76) 

Penelope is doomed to live this matrimonial mockery, and 

still worse, she must live it without Anfino, who is killed 

by Ulises. It is obvious in Penelope's final speech of the 

play that death is preferable to this life she must live: 

Penelope.--Tu eres feliz ahora, mi Anfino, y yo te 

envidio ... ioichosos los muertos! (77) 

In spite of the external defeat which Penelope suffers 

and the lonely future which awaits her, she wins an internal 

victory. She has openly rebelled against the limits put on 

her by her assigned role in society. Although she was 

expected to remain physically and emotionally chaste while 

Ulises was off fighting a war for another woman, Penelope 

dreamed privately of Anfino and dared to declare her 

feelings publicly. She did not suppress her dreams and 

feelings, but wove her fantasies into her tapestry. 

Ultimately, Penelope rejected Ulises upon his return to 

Ithaca, unreservedly pointing out his deficiencies. 

Penelope.-- ... Y ahora te queda tu mujer, si, a los 

ojos de todos: pero teniendome no 

tienes ya nada, ~me oyes? iNada! 
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I 
Porque el se ha llevado todo para 

siempre. Una apariencia; una 

risible •.. cascara de matrimonio te 

queda. i Tu eres el culpable! • Tu, 

par no hablar a tiempo, par no haber 

side valiente nunca. Te detesto. 

(7 5) 

Penelope also detests Ulises because he is insensitive. 

She challenges the rational approach of men, which totally 

overrules the female's capacity to dream and feel. Penelope 

sharply criticizes Ulises for being cold and rational in Act 

III: 

Penelope.-- ... Yo sofiaba entonces; isent{a! La 

bondad de Anfino, que me traspasaba y 

1 , h I ' me envo v1a, y me ac1a me)or ••. 
. , , 
ISent1a! Lo que tu, mezquino 

razonador, nunca has debido hacer. 

(74) 

In Act II, Penelope is also quick to discredit man's 

reasoning power when she points out Anfino's mistaken 

reasoning. Anfino makes it clear to Penelope that he is a 

man and knows how to reason. He has concluded that she 

unweaves Laertes' shroud every night because she still 

faithfully waits for the return of Ulises, but in the 

following passage Penelope cleverly points out the fallacy 

in his rational thinking: 
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Penelope.--Te marcharas manana, lno? 

Anfino.--~Por que? 

Penelope.--Para seguir tu razonamiento . Sabes que 

destejo para engafiaros. Terrninaron tus 

esperanzas. Arno a Ulises y tu eres 

demasiado bueno para tomarrne a la 

fuerza. Tu razon debe aconsejarte que 

abandones el campo . . 
Anfino.--JNo me ire! 

Penelope.--lPor que no? 

Anfino.--Porque ..• porque. ioh, basta! 

(Se vuelve para marcharse.) 

Penelope.--iEspera! Aun no. Te llevo diez anos 

y me pareces como un nino a quien 

hubieran roto el juguete precioso de 

su ... razonamiento. Las mujeres no 

-sabemos razonar, pero sonamos. (40) 

Penelope continues to inform Anfino that she unwove the 

shroud because she enjoyed the attentions of her suitors. 

Penelope's eternal bond with Anfino is also a part of 

her spiritual victory. Though physically absent, Anfino is 

still present in Penelope's dreams. He claims to be a man 

of reason, but he is actually different from the other men 

Penelope knows. He, like Penelope, is a dreamer and says so 

as he bravely awaits Ulises' fatal arrow. 

Anfino.-- ... acepto morir a tus manos. Me matas 
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porque tu estas muerto ya; acuerdate de 

lo que te digo. La muerte es nuestro 

gran sueno ... Gracias por tus suefios, 

Penelope. ( 68) 

Although Anfino is killed by Ulises, leaving Penelope to 

dream alone, she finds comfort and satisfaction knowing they 

will be reunited in death. 

Penelope.--Pero aun tengo algo •.• Mi Anfino ...• iOh, 

Anfino! Esperame. • I • Yo 1re cont1go un 

dia a que me digas la rapsodia que no 

llegaste a hacer... (77) 

Penelope's external defeat sentences her to a dreadful 

future in Ithaca, but the satisfaction of her spiritual 

victory compensates for her suffering and provides her with 

the strength to endure the future. 

Amalia enjoys both an internal and an external victory. 

Her external victory is obvious. She is cleverly able to 

outlast Mauricio's family in a duel to wrench the truth from 

them about their relationship with Mauricio before his 

death. She exposes the members of this family to be envious 

egotists who will stoop incredibly low to get both his money 

and his wife. In the interest of acquiring Mauricio's 

money, Leandro has told Mauricio damaging lies about Amalia 

in the hopes he would disown her, while Damaso and Lorenzo, 

Mauricio's brothers, plotted to kill him. In the end, 

however, Amalia is able to force their confessions and claim 
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her victory. Amalia, as Mauricio's wife, receives the bulk 

of his wealth and thus the assurance of future economic 

security. Lorenzo admits defeat in Act II as he is about to 

leave: 

Lorenzo.--Supongo que debe marcharme . La 

madrugada ha side dura y bald{a. Usted 

nos ha vencido. ( 120) 

Most of Madrugada seems to deal with Amalia's quest 

to attain this external victory over her evil in-laws. 

However, the most important struggle is Amalia's internal 

turmoil. Mauricio, in the last few moments of his life, 

hinted at a spiritual victory when he alluded to their 

possible reunion in the afterlife, but Amalia was not sure 

what he meant. She relates Mauricio's words to Sabina. 

Amalia.--Cuando nos hemos quedado solos, he 

tratado de aclarar .•. Era dificil. No 

se podia caldear en unos minutes la 

frialdad de tantos meses. ~ Y, ademas, 

estaba el pudor. La verguenza de tocar 

un punto tan espinoso ... Esa maldita 

verguenza m{a, ... Al fin, solo he podido 

decirle esa cosa estupida que siempre nos 

viene a los labios: "No me has querido 

nunca. 11 y el ha dicho entonces algo •.. 

tremendo. "Ya es tarde para decirnos 

muchas cosas, mi pobre Amalia ... pero 
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quiza desde el otro lado de la muerte, te 

recobrare." (Act I, 61) 

Left with no explanation, Amalia is not unlike the young 

girl, who, while pulling individual petals from a daisy, 

says to herself: "He loves me, he loves me not .•. " She 

sorely needs to know that Mauricio did indeed love her. To 

be able to confirm that his cold attitude toward her was not 

the result of his not loving her, but the result of cruel 

lies told about her, is a major victory for Amalia. In an 

exchange between Amalia and Lorenzo after the revelation of 

Mauricio's death, Amalia expresses her feelings clearly: 

Lorenzo.--La felicito, Amalia. Ha sabido 

engafiarnos a todos. 
• I 

Pero C. que se 

proponl.a? 

Amalia. (Sonrl.e.)--tQue me propon{a ..• ? ... Quise 

saber el significado de los seis meses 

horribles de silencio que nos hicisteis 

pasar a los dos. Quise saber si me 

despreciaba y me pagaba, como una 

mujerzuela, o si me probaba su fe y su 

carino ... al casarse conmigo. 

(Act II, 119) 

Mauricio's love for her is affirmed, and, in turn, so is her 

self-worth. She no longer feels like a cheap mistress hired 

by Mauricio for his physical satisfaction but is able to 

bask in the security that being the much-loved wife of 
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Mauricio afforded her. Ironically, Mauricio's family, who 

looks down on her and frowns upon her past, reveals its vile 

nature and low position to be much more despicable than 

hers. Lorenzo finally realizes how selfish his motives are 

compared to Amalia's in Act II when he discusses Amalia's 

victory: 

Lorenzo.-- ... No era dif{cil, con el dinero a sus 

espaldas. 

Amalia.--No era el dinero lo que estaba a mis 

espaldas. 

Lorenzo.(Sardonico.)--iAh! ~No? ~Que era? 

Amalia. (Muy dulce.)--El amor. 

Lorenzo.--(Su cara se nubla, como si su sola 

mencion le disgustase.) No le digo que 

no. Usted es de esos pecos que piensan 

que hay cosas mas importantes que el 

dinero. (21) 

As often happens in Buero Vallejo's dramas, Amalia's 

spiritual victory is, in essence, a revelation of the truth 

which provides the protagonist with freedom from the bonds 

of guilt and remorse. 

As was the case with Penelope and Amalia, Irene's 

destiny is also two-sided. The culminating event of Irene's 

external defeat is, of course, her suicide. She is 

unmercifully chastised for her mental and physical 

deficiences, over which she has little control. This 
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abusive environment in which she lives forces her to look 

for an escape: suicide. By jumping from the balcony, Irene 

surrenders her total physical existence and, thus, any 

possibility of a future victory over the adversities which 

threaten her. 

It is necessary, however, to study Irene from a 

different perspective. The gradual withdrawal of Irene from 

her external environment and towards physical defeat 

parallels an increasing submersion into her internal world 

as she draws closer to a spiritual victory. Her innermost 

desire is to recuperate her dead son. Irene's spiritual 

struggle is to help her transcend the physical world and 

enter the spiritual realm where she can be reunited with her 

son. Irene accomplishes this in her own mind through her 

relationship with Juanito, an imaginary being. Irene 

willingly goes to her death with Juanito because it is a 

spiritual victory over grief and loneliness. In the 

following passage from Act III Juanito offers Irene the 

spiritual victory she cannot refuse: 

Juanito.-- ... No tengas miedo, porque nos vamos 

ahora mismo. 

Irene.--tAdonde? 

Juanito.--A mi pa{s. 
~ 

Alla te espera la felicidad. 

Irene.--iMe cogeran en la puerta! (92) 

Irene, no different from Penelope, looks to the spiritual 
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realm of life after death for comfort, compassion, and the 

ultimate victory. 
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Conclusion 

La tejedora de suenos, Madrugada, and Irene o el tesoro 

by Buero Vallejo, are representative of a new postwar 

Spanish tragedy that departs from classical tragedy in an 

attempt to reach twentieth-century individuals. This new 

approach to tragedy points out some of the social ills and 

moral dilemmas that modern men and women must face and 

challenges its audience, at the very minimum, to ponder the 

difficulties which threaten them, and at the maximum to 

actively search for a resolution to them. In addition, 

these plays, in which Buero Vallejo presents three tragic 

female protagonists, focus on the plight of the female in 

society. La tejedora de suenos, the first of these plays 

which premiered in three consecutive years, premiered only 

thirteen years after the end of the Spanish Civil War. 

Memories of the brutal conflict were still fresh in the 

minds of the Spanish public, and especially in the mind of 

those women whose husbands and sons lost their lives as a 

result of it. Buero Vallejo was acutely aware of the 

struggles of the feminine sector of Spanish society as he 

observed his mother deal with the consequences of his 

father's assassination during the war. In the absence of 

their husbands, many women were thrust into primary roles in 
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a society which traditionally assigned them subservient, 

secondary roles as is the case with the three subjects of 

this study: Penelope, Amalia, and Irene. All three plays 

revolve around women who are separated from their male 

counterparts and who demonstrate their resourceful 

creativity which shapes their final destinies. 

In keeping with his tragic theory, Buero Vallejo 

portrays Penelope, Amalia, and Irene as tragic protagonists 

who ultimately determine their own destinies instead of 

simply becoming victims in a hostile society. Each of these 

protagonists is engulfed in a myriad of challenging 

circumstances, manifests a definite tragic flaw, takes steps 

to determine her destiny, steps which resolve her 

problematical existence. Based on their hope of a better 

existence, Penelope, Amalia, and Irene assume the 

responsibility of their destinies and courageously look for 

alternative solutions to their problems, exemplifying the 

character of Buerian tragic protagonists. 

In Ulises' absence, Penelope is besieged by a society 

which expects her to remain loyal to her husband on one 

hand, and by a brood of greedy suitors, on the other, who 

expect her to choose a successor to Ulises. Penelope is 

also plagued by her tragic flaws, vanity and jealousy, which 

magnify her emotional needs to be beautiful and young. In 

the quest for free expression of her true feelings, Penelope 

creates a tapestry of dreams in which she is not limited by 
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the demands of those around her. Pen~lope's dreams become 

reality, and she consequently decides to reject Ulises in 

favor of Anfino. Even though Ulises kills Anfino and 

condemns Penelope to remain as his loyal wife against her 

wishes, victorious Penelope has resolved her dilemma and 

optimistically looks forward to a reunion with Anfino in the 

afterlife. 

Amalia also exhibits all the characteristics of a 

Buerian tragic protagonist. She is initially challenged by 

the death of her husband and the desires of her greedy in-

laws to get rid of her. Amalia's flaw, her cancerous 

insecurity, threatens to overcome her because marital 

problems before her husband's death made her doubtful of his 

genuine love for her. Unwilling to be simply a victim of 

these circumstances, Amalia determines her own destiny by 
. 

creating a suspenseful drama which leads to an external 

victory over her in-laws and an internal victory over her 

insecurity. Like Pen~lope, she risks her emotional and 

financial future in order to resolve the conflict which 

rages within her. 

On the surface Irene seems quite different from 

Penelope and Amalia, but she, too, exhibits the 

characteristics of a tragic protagonist that Buero Vallejo 

prescribes in his theory. A difficult situation, caused by 

the deaths of her husband and her son, is aggravated by her 

in-laws' uncharitable attitude towards her. This situation, 
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along with Irene's tragic flaw, which is her extreme 

passivity, causes Irene to create a world in her 

imagination in which she is reunited with her dead son and 

free of the unreasonable expectations of those around her. 

Just as Penelope's dream tapestry becomes reality, so does 

Irene's imaginary world become reality to her and her 

audience and, consequently, the resolution to her problems. 

By choosing this world Irene commits suicide, but 

nonetheless achieves a spiritual victory. 

Buero Vallejo's treatment of his female protagonists 

indicates a great sensitivity to the demands put on them by 

the society in which they live. Buero Vallejo makes it 

evident through Penelope, Amalia, and Irene that unlike his 

male protagonists who resolve their conflicts within their 

normal environment, females must reach beyond their normal 

environment to break out of the bonds put on them by their 

assigned roles. In order to resolve their conflicts they 

tap their inherent creativity and design a world in which 

they can conquer their confining situations. 
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