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JULIA H. CHANG



“Tiempo Loco”: Queer Temporality in Emilia Pardo Bazán’s La Tribuna Este ensayo analiza la función de la temporalidad en relación con el género y el deseo sexual en la obra La Tribuna (1883) de Emilia Pardo Bazán. Identificando a la joven protagonista con la emergente república, La Tribuna establece una clara alegoría de la nación que evoca su nombre coloquial “la niña bonita.” Así, a primera vista, la novela parece establecer una ideología heteronormativa de la mujer-nación—orientada hacia un futuro simbolizado por la pubertad y la reproducción biológica. Sin embargo, en un capítulo titulado “El Carnaval de las cigarreras”, una celebración colectiva del travestismo provoca un deseo aberrante por parte del futuro amante burgués. Partiendo de una perspectiva queer, se arguye aquí que este performance suspende las normas del género y acaba transformando el sujeto masculino de la república, transformación que interrumpe la trayectoria del tiempo hetero-nacional.



˙˙˙˙˙ La Tribuna (1883), Emilia Pardo Bazán’s first naturalist novel, has garnered significant attention for its unique subject matter: revolutionary working-class women in nineteenth-century Galicia.1 In fact, the novel’s protagonist Amparo, a Galician cigar-maker, is the only politically-active worker to appear in what Jo Labanyi has called the realist novel’s “gallery of female protagonists” (416). As the title of the novel suggests, La Tribuna invites readers to identify the young protagonist as an emblem of the nascent Spanish Republic, evoking the thenpopular designation “la niña bonita” (Madariaga 453). While critics of La Tribuna have commented extensively on the intersectionality of gender and class, manifestations of desire and sexuality—two elements that are key to the discourse of gender and nation—still warrant further study.2 If we were to accept the novel’s allegory of the republic, what kind of sexuality would she embody? Can we trace the erotic contours of this gendered nation? Revista de Estudios Hispánicos 48 (2014)
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In her path-breaking book Imperial Leather, Anne McClintock revealed the ways in which “[a]ll nations depend on powerful constructions of gender,” and I would add that within the ideology of the nation-state, such constructions are always already formed within the rubric of heterosexuality (353). Christina Dupláa observes that the “mujer-madre” becomes a hegemonic figure in nineteenth-century Spain, particularly in its correspondence to the concept “madre patria” (191). Dupláa rightly deems la mujer-madre a sexual subject, explaining that, “[s]u función sexual, social e histórica alcanza desde el espacio doméstico, en términos biológicos y culturales, hasta el símbolo de la nación en los discursos nacionalistas del periodo finisecular” (191, emphasis added). It is no coincidence, then, that Amparo’s biological maturation, which culminates in the birth of her bastard son, coincides with the subsequent establishment of the First Republic. Commenting on the linkages between politics and sexuality, Germán Gullón observes La Tribuna is structured by “la dialéctica política-amor” (50). Following this line of reasoning, I contend that La Tribuna takes on the form of an erotic-political bildungsroman, in which the pre-pubescent protagonist allegorizes the nascent nation at the same time that she figures as an object of heterosexual desire. This coming-of-age narrative, of course, inherently depends on a notion of progressive time. The intertwining of biological and political developments reveals that the narration hinges on twin, teleological temporalities. The first is the time of revolution, whereby the plot drifts steadily towards an anticipated political eruption. The second is a heteronormative temporality, akin to what Judith Halberstam has called “reproductive time,” shaped by institutions such as heterosexuality and biological reproduction (10). These interconnected temporalities— revolutionary and reproductive—together form part of what I will refer to as a hetero-national chronos. That is, a future- and progress-oriented temporality that posits heterosexual womanhood as compulsory for the emergence of the Spanish nation. Here, it would be fruitful to engage with Lee Edelman’s theorization of “reproductive futurism,” in which he argues that the figure of the child has become the symbol par excellence of a political future (26). For Edelman, the image of woman-as-nation renders the male child the ideal future citizen.3 Taking Edelman’s theorization of the child as a point of departure, I turn my attention to the figure that precedes both the male child-citizen and the mother nation
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(madre patria): the girl-child who will become the madre patria. As both the lover- and mother-to-be, the girl becomes the sexually desirable symbol of the Spanish nation in the allegory of republican nationalism, adding an erotic twist to the concept of amor patriae. Seemingly conventional, if not cliché, in its temporal-sexual logic, La Tribuna at first glance appears to uphold the dominant ideology of the nation. Yet, upon closer inspection, it becomes clear that the novel also resists the facile objectification of a (beautiful, young, maternal) woman-as-republic by developing surprising, if not critical, forms of gendered embodiment. Such embodiments come into full expression through a collective performance of cross-dressing during a ludic celebration of the workers’ carnival called tiempo loco, a scene that has garnered scant critical attention. Rather than dismiss carnival—and, by extension, drag—as a routine and state-sanctioned social rebellion, the present paper seeks to recover the ways in which these fleeting performances disturb the hetero-national chronos upon which the allegory of the nation depends. Halberstam’s theorization of “queer time” proves to be especially insightful for identifying other temporal modes that emerge in the novel. For Halberstam, queer time enacts “nonnormative logics and organizations of community, sexual identity, embodiment, and activity” (6). Indeed, in La Tribuna, a competing, queer temporality interrupts the trajectory of the dominant temporal meter—i.e. the hetero-national time of the nascent Republic. Borrowing the terms of the novel, we might refer to this temporality as tiempo loco. Hetero-national Time: La niña bonita Like many novels of the naturalist tradition, La Tribuna unfolds from the privileged vantage point of the all-seeing narrator who penetrates the unfamiliar interior of a working-class house. This technique is emblematic of realism’s tendency to make that which is private public, an urge that Peter Brooks likens to children’s play: “[r]emoving housetops in order to see the private lives played out beneath them” (Brooks, Realist Vision 3). Here, the working-class domicile figures as a perversion of the traditional male-female gender roles that serve as pillars of bourgeois domesticity: Amparo’s mother works in a cigar factory while the father works from home, baking pastry cones or barquillos
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for sale. Along these same lines, the interior of the house appears as a derelict and dystopian mirror of its bourgeois counterpart. The narrator describes the couple’s bedroom as an unkempt “espectáculo” (Pardo Bazán 69). The taken-for-granted social position of the bourgeois narrator makes this otherwise private space—in which proper gender roles have gone awry—a morally reprehensible and disgusting spectacle to the reader. Curiosity, if not attraction, however, quickly subsumes the narrator’s repulsion once the young protagonist appears on the scene. Just as the narrator displays unfettered access to the interior of the working-class home, so, too does he possess intimate knowledge of the female working-class body, another kind of private space. Indeed, from the outset the desire to visualize and to gain intimate knowledge of Amparo’s sexualized body functions as the motor of narration and the main incentive for reading. The young Amparo first appears in the narrative dressed “sin más atavíos que una enagua de lienzo y un justillo de dril, que adhería a su busto, anguloso aún, la camisa de estopa” (Pardo Bazán 63–64). The narrator’s focus on her still prepubescent bust (“anguloso aún”) renders her body the not-yet-ripe object of male heterosexual desire, planting an erotic interest in her anticipatory blossoming. The narrative’s attention to the protagonist’s puberty not only exemplifies realism’s proclivity for miniscule details, but it also deploys what Brooks calls an “eroticization of time,” which: like a force field of desire, impels both fictive person and real readers forward in a search for possession and truth, which tend to coincide in the body of the object that finally stands in the place to which desire tends. (Body Work 20)



Erotic temporality, therefore, structures the novel’s allegory of the nation: Amparo’s womanhood culminates in the birth of her son, signaling the establishment of the First Republic. In this way, the narrative saturates her ever-changing body with political significance and sexual value. The latter depends on the presence of an intradiegetic viewer who lays eyes on Amparo’s developing body, focalized through the male heterosexual gaze. But it also relies on the readers of La Tribuna who might take pleasure in consuming her image. Indeed, heterosexual desire appears to undergird the erotic temporality at work in the allegory of the nation—the novel invites readers
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to imagine the nation not only as the mujer-madre-patria in the making, but also an eroticized young girl who figures as an object of desire. Of course, it would be impossible to speak of a homogenous and stable reading subject here, but the fact that the Emilia Pardo Bazán represents Amparo from a male (heterosexual) vantage point, makes clear that the narrative sets up the allegory of the nation for its ideal contemporary reader and citizen: a heterosexual, lettered, bourgeois male.4 Thus rather than “avoid the androcentricity incumbent on the implicit readers of these texts,” as Lou Charnon-Deutsch proposed in her book Gender and Representation, this essay questions the presumed stability and immunity of the implicit androcentric gaze and locates the ways in which non-normative objects of desire might potentially undermine its power (xii).5 How might this apparently seamless erotic-political narrative come undone by deviations in the trajectory of heterosexual longings? In the novel the bourgeois men are the most invested in Amparo’s inchoate form, and it is through their eyes that we see the young protagonist. During her first encounter with military captain Baltasar de Sobrado and his “amigo pecho” Borrén, she becomes a coveted object of desire (Pardo Bazán 137). Borrén surveys the young Amparo and predicts that she will blossom in a few years, even though for now she remains “sin formar” (77). Then, as if sculpting an imaginary body, he undulates his hands in the air, carving out the shape of a voluptuous female figure and explains: “[Y]o no necesito verlas cuando se completan, hombre; yo las huelo antes” (77). This proleptic gesture draws attention to Amparo’s corporeal formlessness, rendering her body the tabula rasa upon which the male suitor projects his ideals of female beauty. Baltasar, who “admirábase de las predicciones de Borrén,” joins in on the Pygmalion fantasy and predicts that “la chica es una perla; dentro de dos años nos mareará a todos” (77–78). Borrén’s use of the future tense emphasizes both the certainty of his prediction, as well the future-oriented directionality of his desire. Indeed, the narrator depicts a fetishistic attachment to an “un-ripened” female form through verbal portraiture—a reinforcement of male heterosexuality through a shared object of desire.6 But rather than create a sense of urgency to seize female youthfulness here and now, it produces a preemptive desire for the young girl and an explicit pleasure in marking the woman-to-be; so much so that Borrén himself is uninterested in the full-figured woman
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(“no necesito verlas cuando se completan” [Pardo Bazán 77]). Following this same line of reasoning, even as Amparo matures sexually and becomes an active political subject, the narrator insists on calling her “la niña” (Pardo Bazán 153). This designation evokes “La Niña Bonita,” the colloquial name given to the First Republic, and reveals the eroticized paternal relationship between male citizen and young, female nation.7 In this way, the attention to Amparo’s “aún anguloso” bust evokes a desire for her to remain a child and the fetishization of female prepubescence, inasmuch as it provokes an anticipatory yearning. Following the hetero-national temporality of the novel, Amparo’s biological coming-of-age develops in time with her politicization. Soon after this first encounter, Borrén secures a position for Amparo in the town cigar factory, a move that inaugurates her entry into the working class. Significantly, her family celebrates this event as if it were a wedding: “si se casase la muchacha” (90). Thus while for bourgeois women marriage would be a normative marker of heterosexual womanhood, working-class families treat their daughter’s entry into the workforce (or the convent, as in the case of her friend Carmela) as though it were a kind of marriage. To further this analogy, the cigar factory, which is a state-run enterprise, emanates a kind of power to which Amparo and the other female adolescents become subjected: [P]ara Amparo, acostumbrada a venerar la fábrica desde sus tiernos años, poseían aquellas murallas una aureola de majestad, y habitaba en su recinto un poder misterioso, el Estado, con el cual sin duda era ocioso luchar, un poder que exigía obediencia ciega, que a todas partes alcanzaba y dominaba a todos. (Pardo Bazán 91)



Here, I differ from Christina Dupláa’s argument that “la fábrica/hogar es el espacio materno que ejerce una función protectora con sus hijas/ cigarreras” (195). Instead, I contend that the factory, as a state-run enterprise, becomes the patriarchal figure that dominates the mass of working women, requiring their “obediencia ciega” even as the women forge homosocial bonds with one another (Pardo Bazán 91). Whether with a spouse, the Church or the State, all women enter into a contract of “marriage,” a social expectation that reflects an anxiety around women’s autonomy across class lines. And, yet, even as Amparo perceives the State to be an unshakeable force of domination, it is within the very walls of the factory where she becomes politicized, and where another unanticipated kind of revolution will eventually take root.
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The novel evidences a keen awareness of the relationship between a Foucauldian modality of disciplinary power, that is “a mechanism that coerces by means of observation,” and the production of the subject (Foucault 170). In particular, it brings to light the ways in which gender ideals find, as Butler suggests, material expressions in the body (Bodies that Matter 4–12). Amparo’s sexual maturation figures as a precocious metamorphosis that, according to the narrator, is “más impensada y pronta en el pueblo que en las demás clases sociales” (Pardo Bazán 101). While reified along class lines, the novel construes puberty not as a universal, biological inevitability, but a highly contingent process determined by social relations and psychic forces. The narrator recounts that “El día en que ‘unos señores’ [Baltasar and Borrén] dijeron a Amparo que era bonita, tuvo la andariega chiquilla conciencia de su sexo: hasta entonces había sido un muchacho con sayas. Ni nadie la consideraba de otro modo” (Pardo Bazán 101, emphasis added). In this scene, Amparo begins to perceive herself as both female and pretty (bonita). This epiphany underscores the power the male heterosexual gaze; a disciplinary force enables the production of gender subjectivity. Once merely “a boy in a skirt,” it is only at this critical juncture—“un instante crítico en que la belleza femenina toma consistencia, adquiere su carácter, cristaliza”—that Amparo begins to embody a sexually desirable, feminine form (Pardo Bazán 101). Interpellated by an ideology of female beauty, Amparo’s sexual epiphany makes sex retroactively gain its legitimacy through the process of gendering. Yet precisely because the novel exposes the ways in which sex becomes reified qua gender, it inevitably reveals that her sexual coming-of-age is necessarily a socially inflected process, in which the presumed cause and effect relationship of sex and gender is thrown into question (Butler, Gender Trouble 191). In other words, sex—that is, being female—fails to designate a fixed corporeal fact, but rather acquires a sense of facticity retroactively through the recognition of feminine beauty. What is more, the narrator’s use of the phrase “toma consistencia” evokes a sense of duration, repetition, and consistency— suggesting that the process of becoming a woman is an iterative one and therefore performative, what Butler has called “a sustained and repeated corporeal project” (Gender Trouble 192). This process commences with a mandate of female beauty, a citational utterance that refers to pre-established, normative female type. This performative
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metamorphosis challenges the idea of sex, and for that matter gender, as natural, reified realities or biologically determined phenomena. Thus through the regulatory ideal of female beauty, sex’s fictive consistency is produced through the citational practice of normative “female” attributes, which find expressions in the materiality of body.8 Up to this point in the novel, it appears that Amparo epitomizes a male bourgeois sexual fantasy, but as the narrative develops, her future relationship with Baltasar confounds heterosexual categories of desire. In the section that follows, we will examine the novel’s sanctioned representation of Amparo’s gendered deviations, whose transformative, infectious power ultimately arrests the hetero-national temporality of the novel. Tiempo loco: El lindo grumete In the wake of the 1868 Revolution, Amparo reaches the peak of her political subjectivity, earning the title La Tribuna del Pueblo. When the Círculo Rojo of the Unión del Norte comes to Marineda, Amparo, accompanied by some of her fellow workers, makes an impassioned speech and wins the praise of their leader, who is called the Patriarch. This achievement, however, renders Amparo a cliché: the picturesque embodiment of liberty and of the Republic. She appears before the largely male audience “vestida con bata de percal claro y pañolón de Manila de un rojo vivo que atraía la luz del gas, el rojo del trapo de los toreros” (Pardo Bazán 151). Amparo is enveloped by the revolutionary, national, and primitive red: “rosas del Bengala” of “sangrienta matiz,” and “las notas del mantón, del pañuelo, de las flores y cintas se reunían en un vibrante acorde escarlata, a manera de sinfonía de fuego” (151). Upon hearing her speak, the Patriarch believes she is “el viviente símbolo del pueblo joven” (151). “Esta chica parece la Libertad,” another man exclaims (152). This scene comes to a close with the unification of the Patriarch and Amparo—“el viejo y la niña” in an embrace that seems eerily paternalistic and sexual at once: “algunos de los convidados se reían a socapa viendo aquel brazo paternal que rodeaba aquel cuello juvenil” (153). Shrouded in “bloody hues,” this image of Amparo with the Patriarch’s arm paternalistically circling her neck is haunted by the threat of violence. Indeed, Amparo’s newfound status as a symbol of liberty necessarily entails her objectification, which marks the death of her political
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agency. But her symbolic death is also twined by the possibility of real self-annihilation. The narrator, through the use of free indirect discourse, registers Amparo’s momentary feeling of apprehension towards the idea of self-sacrifice proper to la mujer del pueblo: [A]nsiaba, sin declaráselo a sí misma, emplear las fuerzas de abnegación y sacrificio que existen latentes en el alma de la mujer del pueblo. ¡Sacrificarse por cualquiera de aquellos hombres, venidos de Cantabria a vaticinar la redención; inmolarse por el más viejo, por el más feo, prestándole algún extraordinario y capital servicio! (Pardo Bazán 147–48).



This moment of hesitation is but a blip in Amparo’s consciousness. The protagonist quickly overrides her doubts around the true valor of self-sacrifice, in the name of these revolutionary men, with the fantasy that her portrait might be remembered alongside the face of Mariana Pineda: “quién sabe si andando los tiempos no figuraría su retrato al lado del de Mariana Pineda, en los cuadros que representan a los mártires de la Libertad . . .” (148). The aforementioned scene underscores the limitations of women’s participation in revolutionary politics. Despite Amparo’s politicization as a factory worker, the event which earns her the title La Tribuna del Pueblo ironically culminates in the degradation of her own agency in which the political orator cannot even claim her mouth as her own. She becomes, quite literally, a woman of the people whereby she appears to forego—from the perspective of her male counterparts—any sense of individual autonomy and voice. Here, the novel very clearly depicts revolutionary politics as an inherently male activity in which women can only participate as symbolic entities—portraits of beauty and sacrifice. While the novel steadily gravitates towards the teleological anticipation of the Revolution, La Gloriosa itself appears as rather a muted event. The cigarreras, however, stage another kind of revolution, however small, that upsets the gender norms of bourgeois society. Shortly after Amparo’s encounter with the Círculo Rojo, carnival season arrives, which implies special celebrations for the cigar factory workers. In the days prior to the national day of carnival, the cigar workers initiate an annual ritual known as tiempo loco, during which they pull pranks on unsuspecting coworkers. This popular festival culminates in “el Jueves de Comadres,” “el día señalado entre todos para divertirse y echar abajo talleres” (Pardo Bazán 168). During this historic celebration, women not only get reprieve from their painstaking labor,
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but also from society’s stringent gender norms: “No cohibidas de la presencia del hombre, gozaban cuatro mil mujeres de aquel breve rayo de luz, aquel minuto de júbilo expansivo situado entre dos eternidades de monótona labor” (172).9 The narrator makes an important distinction between this festival and the carnival celebrated by “la gente de alto coturno” in which flaunting the female body is the main objective, particularly in regards to women’s costumes (172). By contrast, the allfemale workers’ masquerade requires a faithful representation of male types. We might think of this as a kind of nineteenth-century drag ball. The narrator explains that “[e]l caso era representar bien y fielmente tipos dados; un mozo, un quinto, un estudiante, un grumete” (172, emphasis added). The importance placed on passing, of engendering a true fiction, duplicates the logic of realism itself. Hence, the ball, like the realist novel, creates a fictional world that “supplants” the female workers’ reality (Brooks, Realist Vision 2). The women workers prove to be adept at the art of passing: “Habíalas con tan rara propiedad vestidas, que cualquiera las tomaría por varones; las feas y hombrunas se brindaban sin repulgos a encajarse el traje masculino, y lo llevaban con singular desenfado” (Pardo Bazán 172). These so-called ugly and mannish women, who might otherwise be shamed and ridiculed in bourgeois society, become the masterful authors of masculinity. In fact, according to the narrator, they find their true figures through embodied performance: “Diríase que el mago Carnaval,” remarks the narrator, “con poderoso conjuro había desencantado la fábrica, y vuelto a sus habitantes la verdadera figura en aquel día” (172, emphasis added). Amparo figures amongst a group of women dressed as cabin boys, “grumetes.” The narrator comments that “[t]odo lo que su figura tenía de plebeya lo disimulaba el traje masculino” (170). The ease with which Amparo and her coworkers pass for men reveals the instability of gender itself and the unnaturalness of outward appearance, upon which gender depends. That is, drag “implicitly reveals the imitative structure of gender itself—as well as its contingency” (Butler, Gender Trouble 187). We may be tempted to conceive of carnival as a release valve that only reinforces the social order; historically, in Galicia, carnival was met with state resistance that took the form of force and repression, as well as legal ramifications.10 In their study, “Los avatares de una fiesta popular: Carnaval de la Coruña en el siglo XIX,” Gérard Brey and Serge
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Salaün document the State’s anxiety around popular manifestations of carnival. Brey and Salaün observe that: A lo largo del reinado de Isabel II, las autoridades de la ciudad se esforzaron por transformar el Carnaval en una fiesta cada vez más razonable y eliminar las manifestaciones más agresivas o más “indecentes.” Para conseguirlo, recurrieron primero a la coerción y, después de un relativo fracaso, a la persuasión y a la astucia. (26)



Offenders of these new regulations were initially punished with fines or imprisonment, but over time, the bourgeois celebration of carnival through refined balls became more and more dominant as the carnival of the streets slowly went into extinction.11 The “aburguesada” costume balls “premiaba al más elegante, al más refinado, dominaban ya sobre la exhibición de lo grotesco” and forbade the participation of the lower classes (Brey and Salaün 29). Women in particular, to cite one example, were asked to reveal their face upon entering the ball, as a way of policing class. Given its history, then, working-class carnival did not merely serve the function of regulatory ritual. In the case of La Tribuna, tiempo loco’s non-linear and disruptive temporality allows for a non-normative sexual logic to emerge through the performance of drag. These queer embodiments of gender seep out of the bracketed time of the annual factory celebration, thereby impinging on the dominant hetero-national temporality. In this light, we can better understand tiempo loco, as what Carolyn Dinshaw has called “temporally unruly phenomena,” because it produces a heterogeneity of time that poses a challenge to the dominant temporal meter, upon which heterosexuality and, in turn, the nation depend (112). However much of Amparo’s proper heterosexual development depended on her internalization (“tomar conciencia”) of the heterosexual male gaze; her subversive potential lies in her ability to enact a ludic performance that challenges the strictures of gender normativity. These performances of drag enact “the critical promise of fantasy,” which, as Butler theorizes, “challenge[s] the contingent limits of what will and will not be called reality” (Undoing Gender 29). The potential for subversion operates on both the intradiegetic and extradiegetic levels of the novel. First, within the world of the narrative, this play with gender is not intended as a comical spectacle; in other words, the objective is not to ridicule the presumed unnaturalness of women dressed as men; the women occupy normative male gender
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roles rather seamlessly. Instead, it serves as a source of private, (without the presence of men) collective pleasure to experience an identity otherwise foreclosed to women. Moreover, the narrator appears to give his moral approval of these performances of drag, which he calls “natural” and a “juego libre y sano” (Pardo Bazán 172). The use of the word “sano,” of course, directly contradicts the name tiempo loco. Again, the narrator’s all-seeing gaze guides the reader through this private scene. Gullón notes that the omniscient narrator of La Tribuna “moraliza más o menos extemporáneamente y, en suma, se afana por sugerir al lector lo que debe pensar de la acción y de los personajes” (58). In this light, the narrator appears to grant readers permission to freely partake in the narrative voyeurism without moral scruples. The extradiegetic subversive potential of this scene depends, of course, on readers, through whom this celebration becomes a spectacle. The narrator, who at the outset implanted a readerly investment in Amparo’s sexuality, now invites readers to respond to Amparo’s pleasure in performing drag and Baltasar’s pleasure as a spectator. This is a prime example of how Pardo Bazán uses her narrator “to direct the reader’s fantasies toward an uncommon object of desire” (Bauer 23). According to the narrator, traditionally the workers celebrated tiempo loco behind closed factory doors, in which the workers experience freedom without voyeurism or judgment of men. This particular year, because of the anticipated arrival of the Republic, the celebrations are more intense than ever before. The political effervescence combined with the suffocating heat building up inside the factory walls causes one worker to lead the group of some 4,000 women in drag out onto the patio. The breaching of the enclosed space of the state enterprise makes this particular festival threatening to the dominant social order. This spatial boundary-crossing symbolically ruptures the strictures of bourgeois society that aim to quite literally enclose working-class festivals. Rather than remain contained by the space demarcated by the State, the women in drag spill out into the open. The spatial extension of tiempo loco is what ultimately enables its lasting disruptive force within the world of the narrative. The women enjoy their bodies in ways that are only possible when they believe that they have escaped male surveillance in a sexually segregated, enclosed space:
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Bailaba con la ingenuidad, con el desinterés, con la casta desenvoltura que distingue a las mujeres cuando saben que no las ve varón alguno, ni hay quien pueda interpretar malignamente sus pasos y movimientos. (Pardo Bazán 174)



This passage underscores the disciplinary power of visibility—evoking once again the Foucauldian formulation of coercion-via-observation. That the women feel uninhibited in the absence of men reveals that gender operates largely through a scopic regime. That is, the privileged gaze of the bourgeois male spectator-inquisitor polices normative expressions of gender. In turn, their (perceived) absence enables this new erotic potential. What we witness here is the failure of this scopic regime, for Foucault’s theorization of panoptic power maintains that it is not just being seen that enables process but the awareness of being seen. The objective is to realize a “state of consciousness and permanent visibility that assures the automatic functioning of power” (Foucault 201). The workers in drag ironically fail to recognize their own visibility, which in turn enables the potential to contaminate the male gaze. While initially a private celebration to which only the narrator and the reader are privy, Baltasar and Borrén stumble upon the outdoor portion of the festival from afar. Tempting as it may be to view this time-limited revolution as a routine release for the maintenance of normative society, we ought not underestimate the disruptive potential that it bears. It is important to recall that this is not, in fact, the socially sanctioned aburguesado carnival; rather, it is a working-class celebration that was actively repressed by the State. In this sense, tiempo loco’s very presence is excessive, impure, and uncivilized within the cultural codes of bourgeois morality. Elements of tiempo loco produce surprisingly lingering effects in the novel that impress upon Baltasar’s psyche. Indeed, it is within the space of the male voyeur’s imaginary where tiempo loco remains latent and takes on self-sustaining capacity. Because tiempo loco has, for the first time, broached the factory walls, the two men witness the tail end of their celebration. From a privileged vantage point Baltasar and Borrén survey the scene: “De la cima de un cerrillo que permite otear todo el patio de la fábrica, dos hombres apacentaban la vista en aquel curioso cuanto inesperado espectáculo” (Pardo Bazán 173). The women are unaware that they are being watched, “¡Oh, si ellas hubiesen sabido que, desde las próximas alturas de Colinar, las miraban dos pares de
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ojos curiosos, indiscretos y osados!” (173). Baltasar, at first, struggles to understand what he sees: “ignoraba los detalles del Carnaval de las cigarreras, y apenas entendería lo que estaba viendo, si Borrén, mejor informado, no se tomase el trabajo de explicárselo” (173). They feel fortunate to have stumbled upon this rare sighting. “¡Qué casualidad, hombre!” exclaims Baltasar (173). Baltasar settles his gaze upon Amparo in drag, an image that he finds captivating rather than repulsive. Hence, a residual affect, the dregs of feelings that arise from this contact, linger in Baltasar’s consciousness (and possibly the reader’s), as he, securing the fate of the nation (in fighting the Carlist wars in Navarre), finds himself obsessively thinking of Amparo and having a hallucinatory vision of her masculine double. “Más de una vez, bajo la ligera tienda de campaña o en algún caserío vascongado, se acordó de la Tribuna y creyó verla con el rojo mantón de Manila o con el traje blanco y azul de grumete” (196). Even the narrator appears seduced by Amparo’s performance of drag at the same time that he elicits the reader’s seduction, calling her “Amparo, el más hermoso muchacho que imaginarse pueda” (Pardo Bazán 170). Through an invitation to imagine (“imaginarse”), the narrator guides the curious reader to an immoral object of desire: a woman passing for a man. Yet the parallels between Amparo dressed as “lindo grumete,” and the young Amparo as a “muchacho con sayas” point to the uncanny, queer return of Amparo as a boy that continues to haunt the narrative imagination. The workers’ drag exposes states of dislocation in which the ahistorical, apparently natural norms of bourgeois society suddenly appear to be mere fictions. The ease with which these women perform drag redefines the codes of masculinity in a way that is otherwise unthinkable. In this way, tiempo loco functions like a utopian mirror, allowing readers to see a world of alternative genders that would be impossible to imagine in an otherwise orderly society. The drag performance, therefore, has the effect of hailing a potentially desirous subject to identify with these inverted visions, or counter-representations of gender. The text allows characters and readers alike to disidentify with normative gender roles. “To disidentify,” writes José Muñoz, “is to read oneself and one’s own life narrative in a moment, object, or subject that is not culturally coded to ‘connect’ with the disidentifying subject” (12). That the event is called tiempo loco speaks to the ludic quality of the
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performance at the same time that it connotes the idea of insanity. Yet again, the narrator’s account of this massive celebration in which the factory has been disenchanted shows the “naturalness” or “desenfado” with which the women carry out these performances of drag. Because their posing as men escapes the judgment of the narrator, the novel evidences a playful and ambivalent resignification of the term “loco.” Indeed, tiempo loco figures as what Muñoz had termed “an affirmative yet temporary utopia” in the middle of the novel, serving as a disruption, related to but perhaps more meaningful than the rupture of the Revolution, the structuring principle of the novel, because it subverts the heterosexual logic of the Republic (Muñoz 31). The narrative of nation is articulated through the generational model, symbolized by the family but, above all, by the beautiful, young girl, “la niña bonita,” who serves as the kernel for male heterosexual desire and seals the relationship between female nation and male citizen. Amparo’s drag performance erupts with subversive potential, challenging the compulsory heterosexism of the nation. In this temporary, arrested moment, the gender of the nation is augmented and its temporal, future-oriented movement delayed and interrupted by this deviation of tiempo loco, which might best be understood as a kind of queer temporality. The chapter comes to a close by zooming in on Amparo dancing, reveling in a state of liberating pleasure: Ninguna valla de pudor verdadero o falso se oponía a que se balancease su cuerpo siguiendo el ritmo de la danza dibujando una línea serpentina desde el talón hasta el cuello. Su boca, abierta para respirar ansiosamente, dejaba ver la limpia y firme dentadura, la rosada sombra del paladar y de la lengua; su impaciente y rebelde cabello se salía a mechones de la gorra, como revelación traidora del sexo a que pertenecía el lindo grumete. (Pardo Bazán 174)



The narrative close-up of Amparo still in drag traces her serpentine figure from her hips to her forehead, and pauses as it engages in a narrative close-up of her mouth. The penetrating gaze of the narrator takes the reader quite literally inside Amparo as we see her teeth, her palate, and her tongue. We might read this as another carnivalesque inversion in which the inside of Amparo’s mouth becomes an erotic cavity, but unlike genitalia the palate and tongue are not obviously gendered. From there, the narrator notes that a few locks of Amparo’s hair escape from her cap, a sign that her particular performance of drag is not one
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of “perfect imitation” like the other more masculine women in the factory, but rather “that delicious impersonation that belies complete disguise” (McClintock 175). Amparo enjoys the feeling of rebellion, the intoxicating power of rupturing boundaries. Again, it is not only Amparo who takes pleasure in this performance, but also Baltasar and, in all possibility, the reader. Intoxicated by the juxtaposed images of Amparo (the cabin boy and the Republic), Baltasar plots his seduction. In the chapter immediately following the scene of tiempo loco there is talk of Isabel II abdicating, and Amparo and Baltasar commence their love affair. Baltasar is completely taken by Amparo’s appearance, but also by the fruits of her labor. So much so that on one occasion he imagines her taking the phallic form of a human cigar: Amparo, con su garganta mórbida gallardamente puesta sobre los redondos hombros, con los tonos de ámbar de su satinada, morena y suave tez, parecíale a Baltasar un puro aromático y exquisito, elaborado con sigular esmero, que estaba diciendo: “Fumadme.” Era imposible que desechase esta idea al contemplar de cerca el rostro lozano, los brillantes ojos, los mil encantos que acrecentaban el mérito de tan preciosa regalía. Y para que la similitud fuese más completa, el olor del cigarro había impregnado toda la ropa de la Tribuna, y exhalábase de ella un perfume fuerte, poderoso y embriagador, semejante al que se percibe al levantar el papel de seda que cubre los habanos en el cajón donde se guardan. Cuando por las tardes Baltasar lograba acercarse algún tanto a Amparo e inclinaba la cabeza para hablarle, sentíase envuelto en la penetrante ráfaga que se desprendía de ella, causándole en el paladar la grata titilación del humo de un rico veguero y el delicioso mareo de las primeras chupadas. Eran dos tentaciones que suelen andar separadas y que se habían unido; dos vicios que formaban alianza ofensiva: la mujer y el cigarro íntimamente enlazados y comunicándose encanto y prestigio para transformar una cabeza masculina. (Pardo Bazán 198–99, emphasis added)



Baltasar, whom the narrator describes as “feminil,” finds himself enticed again by her unusual combination of masculine and feminine attributes (she smells like a man), just as he did when she was a young “muchacho con sayas,” and a “lindo grumete.” In this way, the novel evidences the persistent return of a deviant desire for Amparo (the muchacho-grumetecigarro) that intensifies in Baltasar’s psyche over the course of narration.
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Towards a Queer Republic In the revolutionary period of political fervor, Baltasar abandons a pregnant Amparo, motivated by the fear of marrying outside his class. In the final chapter ironically titled “¡Por fin llegó!” the birth of the Republic is ironically synchronized with the birth of her illegitimate son fathered by Baltasar himself. While the novel ends with Amparo abandoned by her bourgeois lover, she remains surrounded by her female comrades, and once again escapes the judgment of the moralizing narrator. Lying in bed alongside her child and under the care of comrade Ana, she hears a group of women scream “¡Viva la República federal!” (Pardo Bazán 270). The revolutionary politics of the nation eclipse the alternate reality enabled by the expansive queer time of the worker’s carnival—“aquel minuto de júbilo expansivo”—but the allegory of the nation remains forever tainted, having transformed, indeed queered, the desire of the male citizen (172). La Tribuna narrates the anticipated arrival of the first Republic, setting the reader up to identify Amparo as the blossoming symbol of this new nation. The narrative cultivates a readerly investment in Amparo’s detailed sexual maturation, which becomes distorted through this radical breach of normativity, an alternate, utopian reality bracketed off by tiempo loco. In this all-female, working-class celebration, the narrative stages a radical performance of drag, which both exposes the performative nature of gendered identity and unleashes an erotic potential to derail the heterosexual longings of the male suitor. The residue of this queer desire that unexpectedly emerges from the expansive interval of tiempo loco, which haunts Baltasar, exceeds the boundaries of state sanctioned limitations, and in turn reconfigures the hetero-national linearity of the so-called niña bonita. While Amparo, the symbol of the Republic, is only temporarily liberated in her pleasurable performance of drag, within the world of the novel it is the male bourgeois—the model Republican citizen—who remains forever transformed. Thus even within seemingly normative discourses which render “compulsory the relationship between woman and nation,” we may still find deviant expressions of gender and desire (Kaplan, Alarcón, and Moallem 13). La Tribuna presents its nineteenth-century readers with a surprising counter-narrative that lays bare the mutability of the woman-as-nation discourse and its heteronormative temporal politics. In this light, the
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clichéd allegory of the nation is haunted by its deviant double: a kind of eroticized queer republic, capable of seducing the male citizen and undermining the heterosexist plot of nationalism. Brown University



NOTES * I would like to thank Emilie Bergmann, Dru Dougherty, Michael Iarocci, Minoo Moallem, and Julie A. Ward for reading earlier versions of this article. I am also grateful to the editor and the anonymous reviewer for their generous and insightful comments. Geraldine Scanlon points out that Pardo Bazán was interested in the cigarreras because they were more politically opinionated then other plebeian woman and because their sense of female solidarity replaced traditional kinship relationships (150n14).



1



In recent scholarship, La Tribuna has sparked a great deal of debate focused on Emilia Pardo Bazán’s at times ambivalent treatment of working-class politics in relation to feminism. For further reading, see: Maryellen Bieder, Christina Dupláa, Víctor Fuentes, Susan M. McKenna, and Geraldine Scanlon. Most recently, Akiko Tsuchiya’s book Marginal Subjects: Gender and Deviance in Fin-De-Siècle Spain has revived discussions on gender and sexuality in Restoration Spain and presents a cogent analysis of female desire in relation to Amparo’s consumption and reading in La Tribuna. The present study focuses largely on the question of male bourgeois desire vis-à-vis Amparo, by examining her suitor Baltasar, whose sexuality has remained (to my knowledge) unquestioned in the corresponding body of criticism.



2



3



Edelman explains that: From Delacroix’s iconic image of Liberty leading us into a brave new world of revolutionary possibility—her bare breast making each spectator the unweaned Child to whom it’s held out while the boy to her left, reproducing her posture, affirms the absolute logic of reproduction itself . . . we are no more able to conceive of a politics without a fantasy of the future than we are able to conceive of a future without the figure of the Child. That figural Child alone embodies the citizen as an ideal, entitled to claim full rights to its future share in the nation’s good, though always at the cost of limiting the rights “real” citizens are allowed. (11)



While I am mainly interested in the particular ways La Tribuna presumes a male bourgeois reader, it is important to note that female literacy increased substantially in the second half of the nineteenth century, a development that led to a new market of
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literature targeting female readers (Tsuchiya 76). As female literacy was on the rise, so too were the efforts to control women’s reading, since as Akiko Tsuchiya has argued, “deviant female desire and consumption are intimately linked in the cultural imagination of the late nineteenth century” (76). Thus while the bourgeois male figured as the ideal reader and citizen, women readers of all classes figured as deviant and potentially threatening subjects. My point here is not to purposefully exclude the desires of the female reader or deny the possibility of subversive identification—say, for example, male readers identifying with Amparo or female readers identifying with the male heterosexual gaze. But to chart the exponential possibilities of subversive gazes and unintended identifications or “disidentifications,” to borrow José Muñoz’s term, would lead me far astray from the purpose of the present analysis. Certainly, a case could be made that the Spanish realist novel was highly attuned to cross-gender identifications. In Leopoldo Alas’s masterpiece novel La Regenta, Obdulia is one such character who briefly experiences what Laura Mulvey describes as an “identification with the active point of view” (22). Such cross-gendered identifications underscore the limited ways in which nineteenthcentury women were allowed to look and take pleasure in looking.



5



Eve Sedgwick’s foundational book Between Men provides an insightful exploration of the ways in which women, as the object of desire in female-male-male erotic love triangles, might serve to further strengthen the bonds between men (1–27). 6



Historian Salvador de Madariaga notes that la niña bonita was “el nombre que sus fieles conspiradores le daban cariñosamente durante todo el siglo XIX” (453).



7



While the novel challenges deterministic views on gender, it simultaneously construes class, by contrast, as an inalterable essence. Early on in the novel, Amparo uses cosmetic products to enhance her appearance. Over time she “improves” certain aspects of her face but her dark eyes, misshapen teeth (which resemble those of a dog), and her “tez plebeya” are unchangeable attributes and immediate giveaways of her class origins (Pardo Bazán 102). Her class position is also what determines her precocious development. 8



Scanlon views this passage as emblematic of “female self-sufficiency,” speaking to Pardo Bazán’s general awareness of the “limitations imposed on female self-expression” (143, 144). In this vein, Scanlon interprets the women in drag as “a symbolic appropriation of freedom given to men” (148). While I find Scanlon’s reading to be compelling, I am more interested in the erotic potential of drag, as a form of gendered deviation around which power and pleasure intertwine. 9



Historian Teofilo F. Ruiz shows how by the Middle Ages carnival became a scripted and regulated festival in which “wildness” could only take place within sanctioned parameters of control (248). Over time carnival also became segregated along class lines. 10
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Brey and Salaün suggest that popular manifestations of carnival were abandoned by 1874, because the group who led the parties from 1862-1866, the ebanistas-carpinteros, gave up the battle of social vindication to engage in class warfare. 11
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