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ABSTRACT

Rosalía de Castro and Julia de Burgos are not usually read together. However, both Castro 
(1837-1885), a Galician poet from the nineteenth century, and Burgos (1914-1953), a Puerto 
Rican poet from the twentieth, became icons in their national literary pantheons. In this 
essay, I juxtapose two of  their books, Castro’s En las orillas del Sar (1884) and Burgos’s Poema 
en veinte surcos (1938), to discuss how these poets defy both hegemonic culture and gender 
roles in their own terms and within their respective historical and national contexts. Their 
poetic projects, rather than upholding a normative and homogeneous vision of  the patria, 
practice diverse forms of  discursive resistance. Due to their status as mythical cultural icons, 
they have often been misunderstood until the last couple of  decades. I argue that a Trans-
atlantic reading of  their poetic projects stresses how their representations of  gender can 
serve to both weave and undo the fabric of  Galician and Puerto Rican nationalist discourses. 
[Keywords: Rosalía de Castro, Julia de Burgos, nationalism, Transatlantic feminism, Puerto 
Rico, Galicia]
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Rosalía de Castro and Julia de Burgos are not usually read together for reasons of 

style, nationality, and periodization. However, both Castro (1837–1885), a Galician 

poet from the nineteenth century, and Burgos (1914–1953), a Puerto Rican poet 

from the twentieth, became icons in their national literary pantheons. Rosalía de 
Castro played a crucial role in the cultural, linguistic, and political renaissance 
of  Galicia, and she is often studied as a mythic emblem of  “galeguidade,” a 
commitment to enhancing the national cultural landscape. Her first two poetry 
books were written in Galician, and her prologues especially, along with those 
of  her husband Manuel Murguía, were openly supportive of  the region’s 
political and cultural autonomy within Spain. In 1986, Domingo García-
Sabell, at the time president of  the Royal Galician Academy, waxed poetic by 
proclaiming that “Rosalía was Galicia, and Galicia was Rosalía” (“Rosalía foi 
Galicia, e Galicia foi Rosalía”) (1986: 15). 

Burgos became the female icon of  Puerto Rican poetry in similar ways; 
along with Luis Palés Matos, she is read as the “national” poet. As Ivette López 
Jiménez comments at the beginning of  her preface to Julia de Burgos’s Obra 
poética, the poet has become “(un) ícono en la cultura puertorriqueña, en figura 
casi mítica cuyo nombre se encuentra inscrito en parques y edificios, logias y 
salas de bibliotecas, programas escolares, cuadros y carteles” (2005: xv).1 There 
are many academic articles that refer to her as “nuestra Julia.”2 There was a 
relatively strong nationalist movement in Puerto Rico—in the 1930s, ’40s 
and ’50s, just decades after the former Spanish colony became a territory of  
the U.S. in 1898. Puerto Rican nationalists advocated for independence from 
the U.S., and Julia de Burgos’s work clearly voiced these political demands by 
denouncing the colonial situation. 

In this essay, I will comment on two of  their books, Castro’s En las orillas del 
Sar (1884) and Burgos’s Poema en veinte surcos (1938), discussing how these poets 
defy hegemonic culture and gender roles both in their own terms and within 
their respective historical and national contexts.3 Their poetic projects, rather 
than upholding a normative and homogenous vision of  the patria, practice 
diverse forms of  discursive resistance. However, their critique has occasionally 
been coopted or silenced by a number of  literary critics, specially in the case 
of  Rosalía de Castro, whose “anti-foundational position… (is) paradoxically, 
considered the poetics of  foundation” (Rábade Villar 2009: 241). Castro was 

157Weaving National and Gender Politics • Cecilia Enjuto Rangel



158 CENTRO JOURNAL • VOLUME XXVI • NUMBER II • 2014

criticized when she wrote in Galician, and also when she wrote in Spanish, 
as Catherine Davies (2001) explains in her essay, “Rosalía de Castro: Cultural 
Isolation in a Colonial Context.” Although Burgos didn’t write a whole poetry 
book in English, she did write some of  her late poems in English while living 
in New York City. Yet she never faced the kind of  negative reaction from 
Puerto Rican nationalists regarding her few poems in English if  we compare 
it to the one Castro suffered at the hands of  both Galician and Spanish 
nationalists. My Transatlantic, post-nationalist feminist critique, with all the 
limitations that may result from a comparative reading of  poets from two 
distinct literary and historical contexts, aims to move beyond the nationalist 
questions of  authenticity, the discourses of  victimhood, and the images of  
mater dolorosa or literary founding mother. 

The need to find their own poetic voice and defy social norms and gender roles imposed by patriarchal 
society, is a recurrent topic in Castro’s and Burgos’s works.

Transatlantic Studies conceptualizes how post-colonial Latin American 
and Iberian studies consider the historical, aesthetic, economic, social, and 
political contexts that underlie the process of  cultural production. Castro 
and Burgos are ultimately defying—through their alternative gender masks 
and roles—their respective patriarchal nationalist discourses, as well as the 
Spanish and the U.S. imperialist agendas and their rhetoric of  submission. 
Even though their poetic projects don’t explicitly problematize the Atlantic as 
a space of  intertextual dialogue, they both contest patriarchal discourse, the 
patria and la ley del padre in Galicia and Puerto Rico, through tropes of  fluidity 
and transit such as the river, the sea, and the ocean. In both, the sea is a space 
of  possibilities, and sometimes equivalent to death as the ultimate realm, and 
yet Castro places herself  “a las orillas,” embracing the margins, and Burgos 
in (el) “suelo siempre suelo sin orillas” (“Yo misma fui mi ruta”). In this 
poem, Burgos claims her own path, her own voice, in the face of  the social 
expectations, “Yo quise ser como los hombres quisieron que yo fuese: / un 
intento de vida: / un juego al escondite con mi ser… / Pero… se me torció 
el deseo de seguir a los hombres” (1986: 75-6). The need to find their own 
poetic voice and defy social norms and gender roles imposed by patriarchal 
society, is a recurrent topic in Castro’s and Burgos’s works. I argue that because 
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they have regularly been read as mythical cultural icons, they have often been 
misunderstood by some literary critics until the last couple of  decades. A 
Transatlantic reading of  their poetic projects stresses how their representations 
of  gender can serve to both weave and dismantle the fabric of  Galician and 
Puerto Rican nationalist discourses.

The metaphor of  the ocean as a productive space to transcend national 
boundaries can be found in many definitions of  Transatlantic Studies from 
both British and American studies to Iberian and Latin American Studies. 
Laura Stevens examines why the term has spread across the academic 
landscape with such force: 

Our era is one in which people, commodities, wars and plagues circulate among continents 

more rapidly than ever before. It is understandable that scholars would be fascinated now 

by the ocean as a source of  both separation and connection. An ocean is a site of  almost 

empty surfaces but richly populated depths, a place that must be passed through rather than 

settled on, and a vast territory whose edges change with the hours. For these reasons the 

ocean offers a pliable metaphor for a late modern world understood in terms of  permeable 

boundaries, uncertainty, or flux. (2004: 93)

In Burgos’s El mar y tú (1954) and in some of  Castro’s poems on the Galician 
exile across the Atlantic, the ocean is explored as a space of  possibilities; and 
through metaphors of  mobility and displacement they evoke this Transatlantic 
sensibility. Yet the Atlantic Ocean is not only a symbol of  uncertainty and flux; 
by considering it historically we can trace the story of  slave ships, colonialism, 
mercantilism, and economic and political exiles. Although in this essay I will 
not thoroughly analyze the metaphor of  the ocean in their works, I suggest 
that a Transatlantic comparative study of  both Castro and Burgos explores 
the intersections, the points of  contact, and the possibilities and complexities 
in the discourses of  two authors who can be cultural nationalists and also 
writers critical of  the nationalist vision of  gender roles and stereotypes. 
Francisco Fernández de Alba also reflects upon the metaphor of  the ocean to 
define the field, and its lack of  definitions: “Flotando en las corrientes críticas 
contemporáneas, los estudios transatlánticos ofrecen un tercer espacio crítico 
fluido que ilumina las intersecciones de los procesos y productos culturales 
en ambas orillas del Atlántico desde una perspectiva postcolonial pero que 
no termina de estar definida ni por una metodología específica ni por una 
articulación dentro del hispanismo tradicional” (2011: 35). Transatlantic Latin 
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American and Iberian studies aims to decentralize the Hispanist ideological 
agenda.4 The apparent lack of  definition of  the field works both as a trap 
and as an asset, a type of  alternative site where almost every comparative 
approach fits, or an approach that studies the cultural production from a 
transnational perspective, without obviating the necessary understanding 
of  national specificities and complexities of  each individual location. 
Throughout this essay, I contend that one can practice a Transatlantic 
reading of  these texts that does not replicate the ideological models of  
Hispanism. Instead of  expunging the internal others of  their nations or the 
elements of  discord and disagreement from their discourses, the poetics of  
Castro and Burgos embraced gender equality and a more heterogeneous, 
multigendered or multiracial vision of  identity in comparable ways. 

Any essay dealing with gender and national politics in Castro’s and 
Burgos’s poetry might be expected to point out how they both explored 
their marginality as women—both established parallelisms between sexual 
oppression and the political repression of  national culture in Galicia and 
Puerto Rico. Such a reading of  their poems would express an obvious, 
though polemical, stance: they were cultural nationalists and feminists. As 
Rábade Villar asserts, writing on the scholarship on Castro’s work, “Two 
distinct readings have emerged: one feminist, the other nationalist” (2009: 
238). Unlike Castro’s writings, Burgos’ letters, articles, and poetry clearly 
show her commitment to feminism. Can someone like Rosalía de Castro in 
fact be categorized as a feminist? This is a polemical issue, especially if  she is 
compared to other Galician activists and writers, such as Concepción Arenal 
and Emilia Pardo Bazán. 

It is difficult to define a nineteenth-century feminist. For example, not all 
the women in favor of  women’s rights were in favor of  a woman’s right to 
get a divorce or to vote. Some politically conservative women, like Emilia 
Pardo Bazán, defied social norms and the literary representations of  female 
desire. But even if  Castro was not an outspoken feminist intellectual, I claim 
that her poetry plays with multiple gendered voices, challenges traditional 
women’s roles, and denounces the oppression of  women in a patriarchal 
society. Matilde Albert Robatto addresses Castro’s problematic silence 
when it comes to the feminist struggle, and she avoids making categorical 
affirmations on her feminism, but she argues that there are “abundantes 
referencias textuales a la problemática condición femenina…. Rosalía fue 
una escritora fundamentalmente preocupada por la injusta condición social 
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de la mujer” (1981: 43). On the other hand, in her journalistic articles and 
poems Julia de Burgos was openly in favor of  women’s rights and the 
struggle for gender and social equality.

Castro’s and Burgos’s poetic projects reveal those tensions, often parodying their marginality and the 
social expectations of  what it means being a woman in Galicia and Puerto Rico.

I suggest that Burgos’s and Castro’s works resist being read only from 
one angle, for they often point out the contradictions, the paradoxes, and 
the fissures of  both feminist and nationalist discursive categories. I argue 
that their multi-layered gender constructions demystify the victimized 
woman poet and the poetic process of  creation by giving the female speaker 
a form of  historical, political, and literary agency. As Marisel Moreno 
explains in connection to Puerto Rican women writers on the Island and 
in the U.S.: “The universal tendency to imagine and articulate the nation 
as female is grounded in the paradoxical exaltation of  women, who are at 
once expected to reproduce the nation, both literally (birth) and figuratively 
(national values and traditions), but at the same time are considered its most 
significant threat” (2012: 131). Castro’s and Burgos’s poetic projects reveal 
those tensions, often parodying their marginality and the social expectations 
of  what it means being a woman in Galicia and Puerto Rico. However, 
they often parody and use in diverse ways the myths of  the mother, the 
mater dolorosa, the lover/heroine, and the voice of  the people to serve their 
alternative nationalist, anti-imperialist critique. As Moreno states, “In the 
US-Puerto Rican colonial context, where the power of  the male elite was 
usurped by their American colonizers, the defense of  the nation came to 
rely substantially on the defense of  values associated with machismo” (2012: 
134). Nevertheless, many nationalist writers such as Burgos, and later on, 
postnationalist feminist writers such as Rosario Ferré, Ana Lydia Vega, 
Carmen Lugo Filippi, and Ángela María Dávila, offer alternative, diverse 
forms of  cultural nationalism and criticize the political and cultural alliances 
of  the male elite with the very male, chauvinistic American military officials 
and their institutions in the name of  assimilation and political capital. In the 
case of  Burgos, her critique of  U.S. imperialism and the Americanization 
of  Puerto Rican culture goes hand in hand with her critique of  patriarchal 
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society; her poems and essays embrace a vision of  mestizaje and Latin 
American unity, often alluding to José Martí’s “Nuestra América,” yet much 
more explicitly inclusive of  gender and racial differences. 

Published in 1884, Castro’s En las orillas del Sar is her only poetry book 
written entirely in Spanish. It aims, paradoxically, to situate the author 
within and apart from the Spanish literary canon and its cultural hegemonic 
discourse. In her introduction to En las orillas del Sar, Marina Mayoral 
addresses the uproar provoked by Castro’s earlier article defending the 
practice of  Galician hospitable families (and their respectable women) who 
often hosted seamen or foreigners in their homes as “un acto humanitario.” 
Castro was subsequently enraged when Galician nationalists accused her 
of  revealing the national “secrets” or traditional practices of  the Galician 
community (Mayoral 1990: 29; Moreiras Menor 1999: 322). Castro then 
promised “no volver a coger la pluma para nada que pertenezca a este país, ni 
menos escribir en gallego… No quiero volver a escandalizar a mis paisanos” 
(1960: 1562). Mayoral clarifies that she was never able to write again in 
Galician because of  her untimely death in 1885 (Mayoral 1990: 29). This 
reading tries to “excuse” Castro from the fact that she decided not to write 
in Galician again, as Joseba Gabilondo sums up: “She exiles herself  from 
Galician language and culture as a reaction to the opposition her journalistic 
writing encounter among Galician nationalist circles” (2011: 79). Further on, 
Gabilondo argues in favor of  a postnationalist feminist critique of  Castro and 
suggests that En las orillas del Sar represents a “final, modernist, exilic, Spanish 
position… not nationalistically Spanish but rather Atlantic” (2011: 80). Just 
as her poem “Estranxeira na súa patria” and her poetry book En las orillas 
del Sar reveal, Castro feels marginalized, isolated: she identifies with Galician 
immigrants, an identification very much in touch with the vision of  Galicia as 
a marginal, peripheral space, standing at the crossroads, marked by migration, 
movement, and displacement (Hooper and Puga 2011: 1; Hooper 2011: 
3).5 En las orillas del Sar must be read in the context of  the controversy that 
emerges with Castro’s articles in El lunes del imparcial in 1880 and her anger 
toward the Galician nationalists and their dogmatic visions of  identity. A 
Transatlantic postnationalist feminist critique of  Castro’s and Burgos’s poetic 
projects reveals how they established a critique of  their respective patriarchal 
societies by reframing and redrawing the national landscape.

Burgos’s Poema en veinte surcos (1938) could thus be read as a reaction against 
the paternalistic discourse of  the Puerto Rican intellectuals of  the 1930s and 
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in particular against seminal essays such as Antonio S. Pedreira’s Insularismo, 
where women and poetry were reduced to marginal “géneros” within the 
national literary canon. Juan Gelpí has thoroughly analyzed how Insularismo 
became the seminal essay that “defined” Puerto Rican cultural politics, and 
how Burgos’s poetry and nomadic subject questioned it: “Con Insularismo, 
el nacionalismo cultural inaugura e institucionaliza un modo de lectura que 
se ha prolongado en Puerto Rico prácticamente hasta nuestros días” (1997: 
249). Later on, he adds: “En los últimos años, tanto la poeta Ángela María 
Dávila como la crítica Ivette López Jiménez han cuestionado las estrategias 
de esa crítica que aísla a Julia de Burgos, y la coloca en una especie de gueto. 
Gueto, por otro lado, al cual ya se alude en las páginas de Insularismo cuando 
Pedreira indica que el género lírico es el idóneo para las mujeres” (1997: 
250). Instead of  accepting a gendered location, Burgos’s poetry parodies and 
openly questions this cultural nationalist discourse that depicts women as 
inferior subjects.

Julia de Burgos may not have consciously and actively contributed to her 
own myth as the national poet of  Puerto Rico, but critics and popular culture 
have found in her a figure who voices many of  the Island’s political, cultural, 
and social dilemmas. Dionisio Cañas sums up how Burgos incarnates the 
historical tensions of  Puerto Rico in her identity crisis and her existential 
search: “La mitificación de Julia de Burgos se debe, pues, a que en ella 
confluyen las preocupaciones de todo un pueblo. Lo desafortunado es que 
el moralismo burgués, y gran parte de la crítica, han ido opacando… su lado 
sombrío: la pasión amorosa, la voluntad independentista, el alcoholismo” 
(1994: 161). The myth of  Burgos and its incorporation in popular and elitist 
Puerto Rican culture is very selective, often reducing her to discourses of  
victimhood, a common practice in the process of  canonization. As Vanessa 
Pérez Rosario points out: “The focus on de Burgos continues to be on 
her image, life and biography. Fetishizing her biography has obscured her 
message and her deep understanding of  colonialism, transnationalism, the 
role of  art and culture in society, and the experience of  migration” 2011: 
73). As a cult figure, Pérez Rosario explains that Burgos is claimed by diverse 
groups, from Puerto Ricans, and Nuyoricans to feminists and nationalists; 
and that now her legacy in the Nuyorican community has transformed her 
into a symbol of  solidarity and resistance, especially in spaces such as the 
Julia de Burgos Latino Cultural Center (which opened in 1998) and art works 
such as Manny Vega’s mosaic in her honor (in 2006). 
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Similarly, Rosalía de Castro is represented as the Galician mother, the 
angelical figure, the santiña. Just as scholars have focused on Burgos’s 
frustrated love affairs, her poverty, her alcoholism as both an immigrant and 
a second-class citizen in New York City, literary scholars have often been 
more interested in Castro’s tragic life, her trauma as an illegitimate daughter, 
her many children, and her illnesses. In both cases, they reduce their work to 
biographical references and narratives of  victimhood, rather than studying the 
complex web of  identities their work explores.6 Marina Mayoral comments 
on how in the nineteenth century and part of  the twentieth, Castro was 
marginalized by the literary critics, but, paradoxically, she was idealized by 
Galician popular culture: “Curiosamente, de forma paralela al silencio crítico y 
a la incomprensión, se desarrolló en Galicia un proceso mitificador. Rosalía no 
es sólo un poeta, es la representación del espíritu galaico…” (1990: 45). Castro’s 
myth is not only a product of  popular culture, but also part of  an orchestrated 
marketing strategy carried out by her very well-connected husband, Manuel 
Murguía: in his prologue to En las orillas del Sar, Murguía echoed Daudet to 
describe Castro as “¡Y es tan buena, tan sencilla, tan poco literata!” (1990: 60). 
Her aesthetic simplicity is thus attributed to her femininity: “Después de todo, 
la vida de una mujer, por muy ilustre que sea, es siempre bien sencilla” (1990: 
61). But her simplicity and lack of  intellectual authority are not as vital for the 
construction of  the myth as her sanctity: “Igual que aquellas puras almas de 
mujer que en la soledad del claustro y en el rigor de las austeridades dejaron al 
mundo el perdurable ejemplo de su santidad, dejó ella entre los suyos el de su 
valor para soportar las amarguras” (1990: 60). Murguía portrays her as a saint, 
comparing her to angelic nuns, and as the sacrificing mother, who as Galicia’s 
mater dolorosa, deserves to be revered, rather than analyzed.7

Just as Rosalía de Castro is often referred to by her first name, Julia de Burgos is also often known 
as Julia. They seem to be “our” friends, because they seem to represent “us.”

Even though they may be read as dissident voices, and contemporary 
scholars are now revisiting their work and deconstructing their myths, their 
poetry has often been oversimplified and misunderstood in favor of  the 
consolidation of  their myths (Mayoral 1974; Vicioso 1994: 682). How we 
name them also determines the ideological position of  where we place them 
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in their respective national contexts. Just as Rosalía de Castro is often referred 
to by her first name, Julia de Burgos is also often known as Julia. They seem 
to be “our” friends, because they seem to represent “us.” This is seldom 
considered a problem in literary studies on Castro’s and Burgos’s works. Only 
recently, in the last decades, have some scholars decided to refer to them as 
Castro and de Burgos or Burgos, directly addressing this issue (Geoffrion-
Vinci 2012; Hooper 2011; Gelpí 1997). Why are there so many famous women 
writers, particularly poets, who are only referred to by their first names? Why 
do we know Balzac, Dickens, Galdós, Bécquer, Neruda, and Lorca by their last 
names? And yet, for some critics, Gómez de Avellaneda is Tula, Coronado is 
Carolina, de Castro is Rosalía, Mistral is Gabriela, Storni is Alfonsina, and de 
Burgos is Julia? They did not sign their works only with their first names or 
nicknames. This is clearly a way of  familiarizing their authorship, of  making 
them “ours,” and by taking away their paternal last names we are also taking 
away their historical, family background and the symbolic “authority” it brings. 
To use the domestic names employed in these writers’ private lives is a way 
of  mystifying their presence in the public domain. I suggest that besides the 
domestication of  women poets, this is a way of  signaling their sexual difference, 
their role as women who happen to write. Although I don’t want to imply that 
every scholar who refers to them as Rosalía and Julia are following the same 
model of  mythification, many cutural critics have read them as the national 
myths, as the women poets, the mater dolorosa, who reveal the “essence” of  their 
people and spiritually “nurture” the nation through their poems.

“Tejo y destejo sin cesar mi tela”: Rosalía de Castro’s Biopolitical Remapping of 
Galicia’s National Landscape 
In an essay that today seems outdated, but in its time was highly polemic, 
Hélène Cixous encourages women writers to identify themselves in the 
text, to rewrite their femininity: “Write your self. Your body must be heard” 
(1997: 338). Cixous raises a crucial question that is immediately relevant in 
connection with these texts: Can we reduce Castro’s and Burgos’s poetry 
to “feminine” writing? Although some poems may contradict a negative 
response, the speaker who stresses their artificial character in both poetic 
projects suggests that both women challenge an essentialist vision of  the self. 
Burgos frequently signals the uniqueness of  her feminine voice (although 
sometimes ironically), whereas Castro’s speakers are often feminine, playing 
with a plurality of  voices and gender masks. 
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Cixous’s political and poetic manifesto from the 1970s, “The Laugh of  the 
Medusa,” revises the myth of  the Medusa, the serpent-haired woman whose 
gaze petrifies: “You only have to look at the Medusa straight on to see her. 
And she’s not deadly. She’s beautiful and she’s laughing” (1997: 342). Cixous 
evokes the myth to demystify it, to transform the myths that prolong the fear 
of  women as the epitome of  death and the unknown. One cannot reduce her 
poetry to feminine writing, but Castro, in a similar move to Cixous, revives the 
myth of  Penelope to demystify it and to give her creative power.

In the first stanza of  poem 95, Rosalía de Castro establishes a critique to 
male versions of  progress and knowledge:  

Desde los cuatro puntos cardinales 

de nuestro buen planeta 

-joven pese a sus múltiples arrugas -,

 miles de inteligencias

poderosas y activas

para ensanchar los campos de la ciencia,

tan vastos ya que la razón se pierde

en sus frondas inmensas

acuden a la cita que el progreso 

les da desde su templo de cien puertas. (1990: 163-164) 

Castro’s “critique of  a patriarchal nationalist vision” of  modern progress 
is ironic from the beginning of  the text, when the speaker shows how 
modern progress brings together people from all over the world in their 
“temple” of  “reason,” substituting religious faith for scientific fervor. 
The temple of  “reason” substitutes the temple of  faith. The irony that 
permeates these lines is evident: even the personified planet is worried—
while it is young, it nonetheless shows signs of  early decay with all of  those 
wrinkles, probably caused by contamination and stress, the ultimate illness 
of  modernity. Ironically, these bright minds that determine modern progress 
want to “ensanchar los campos de la ciencia / tan vastos que la razón se 
pierde….” Their scientific knowledge becomes “unreasonable”; indeed, it is 
so overbearing that it makes no sense anymore, and they have forgotten “el 
porqué,” “sus razones.” Castro’s ironic tone can be traced in the adjectives 
“poderosas y activas,” used to describe the “miles de inteligencias” at the 
center stage of  modern progress, in contrast to the female speaker secluded 
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in an isolated space, in the peripheries or “las orillas.” 
 In the second stanza, the speaker salutes the workers with an apostrophe 

that praises their faith in that promise of  social progress: “Obreros incansables, 
yo os saludo, … / viendo como la Fe que guió un día / hacia el desierto al 
santo anacoreta, / hoy con la misma venda transparente / hasta el umbral 
de lo imposible os lleva!” Progress is reinstated as the new religion, and the 
workers follow it blindly toward a limitless horizon. In fact, in contrast to the 
thousands of  bright minds, the workers need to stop their march: “Esperad y 
creed! crea el que cree, / y ama con doble ardor aquel que espera.” To facilitate 
that progress, to manufacture it, one needs to believe in it, to wait for it and 
have hope, “esperanza,” but also, ironically, to be blindfolded. Alienated from 
the public sphere, the woman poet, the speaker, asserts an alternative reality:

Pero yo en el rincón más escondido… 

sin esperar a Ulises, 

que el nuestro ha naufragado en la tormenta,

semejante a Penélope

tejo y destejo sin cesar mi tela,

pensando que ésta es del destino humano

la incansable tarea,

y que ahora subiendo, ahora bajando,

unas veces con luz y otras a ciegas,

cumplimos nuestros días y llegamos

más tarde o más temprano a la ribera. (1990:164) 

Castro transforms the myth: in her version, Penelope does not wait anymore 
for Ulysses—she knows he has drowned. Penelope doesn’t need anyone, she 
works alone, and through a meta-literary allusion, the act of  writing poetry 
parallels Penelope’s weaving, “tejo y destejo sin cesar mi tela.” Benjamin 
suggests throughout The Arcades Project and Illuminations that a constant process 
of  destruction and reconstruction defines modern progress; for Castro, her 
life and the poetic text itself, “la tela,” are constantly redefined and rewritten 
(1999: 356). Yet unlike the men who own the scientific tools or the workers 
who wait, hers is “la incansable tarea,” and she knows where it takes her: “la 
ribera,” the ultimate limit of  representation, the shores of  death.8 Waiting 
by the shore of  a river or the sea becomes a recurring topic in her work, 
connecting with Galician popular culture.
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Death is the ultimate ending for many of  the female subjects in En las orillas 
del Sar, a spiritual program in tune with her discussion of  the modern theology 
of  scientific progress, but in Castro’s works sometimes death is impersonated 
through a male speaker. In some of  the poems, the speaker is a greedy voyeur 
who looks “codiciosamente” at the woman he desires; he wants his flower/
lover to die instead of  sharing her with others (poem 40). Elsewhere, it is a 
dialogue between lovers, in which the woman wants to understand her man, 
but in the moment of  revelation, when she finds out what he is thinking about, 
she dies (poem 55). The dialogue between the male and the female speaker 
in poem 55 is rather disturbing: the woman’s intellectual curiosity is punished 
because the knowledge of  sorrow leads her to death. The ultimate plea of  
the male speaker signals that ignorance is bliss in the case of  women and 
supports the patriarchal dichotomies associating femininity with weakness and 
sentimentality: “no pienses, pues, bien mío, no pienses en qué pienso.” Shoshana 
Felman, in her seminal essay “Women and Madness,” discusses and questions 
how women who transgress their traditional social roles have consistently been 
accused of  being mad or histerical. Felman explains how “the metaphysical 
logic of  dichotomous oppositions which dominates philosophical thought 
(Presence/Absence, Being/Nothingness… Identity, Difference, etc.) is, in fact, 
a subtle mechanism of  hierarchization which assures the unique valorization 
of  the “positive” pole…” (1975: 7). Presenting femininity as the opposite of  
masculinity reduces women to being “his opposite, that is to say, his other, the 
negative of  the positive, and not, in her own right, different, other, Otherness 
itself ” (1975: 8). Felman refers to Luce Irigaray to reflect upon how this 
leads to women’s exclusion of  the production of  knowledge. This is not the 
case in most of  Castro’s works, but poem 55 solidifies this vision of  women 
as opposed to men through the dialogue itself  as a counterpoint of  gender 
views. The feminine speaker in this poem is curious but too weak to endure 
the revelation of  his pain, strengthening nineteenth-century constructions of  
women as outside the realm of  knowledge. Castro’s poem shares a similar 
concern for the implications of  women’s marginality with Balzac’s Adieu, the 
text Felman analyzes in her essay. In Adieu the main female character loses 
her “reason” and turns “mad” after a traumatic separation from her lover. 
The lover wants to re-represent the traumatic event to “save” her, and she 
is able to recognize him. But paradoxically her “cure” in the form of  reason 
or cognition leads to her death. By contrast, in Castro’s poem 55 the female 
speaker searches for that knowledge, and it is her male lover who wants to 
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protect her from the perils of  knowing what ails his turbulent soul. Her active 
curiosity and her desire to know leads directly to her death. The disturbing 
conclusion of  the poem addresses the well-established representations of  
women as frail and vulnerable, incapable of  surviving the dangers posed by 
the realm of  male knowledge, and yet it does not seem to challenge them 
explicitly; it might be challenging them implicitly by presenting the stereotypes 
of  female vulnerability.9

Felman considers that feminism must defy the logic of  binary dichotomies 
and tackle the challenges posed by these questions: “How can the women 
be thought about outside of  the Masculine/Feminine framework, other 
than opposed to man…? How can madness, in a similar way, be conceived 
outside of  its dichotomous opposition to sanity, without being subjugated 
to reason?” (1975: 9). Castro’s famous poem 59, “Dicen que no hablan las 
plantas,” portrays the speaker as a woman poet, a dreamer, made ridiculous by 
a personified nature: “de mí murmuran y exclaman: Ahí va la loca soñando.” 
Castro defies social conventions of  the madwoman, marginalized even by the 
natural landscape she evokes, which can also be read as a comment on how 
her fellow Galicians misunderstood her and her work. It might be saying that 
alienation from nature is also alienation from Galician society. By embracing 
her role of  “la incurable sonámbula,” whose dreams create the space of  
creative freedom, she also questions the logic of  dichotomies Felman discusses 
and the patriarchal definitions of  reason and madness.

In contrast to Castro’s and Burgos’s texts, in nineteenth-century poetics women are often reduced to 
symbols associated with passive beings such as plants or flowers, while, in contrast, male agency is 
often connected to animals or active beings.

The Romantic or neo-Romantic personification of  nature abounds in 
Castro’s and Burgos’s work, as in poem 59 or in “Río Grande de Loíza.” In 
contrast to Castro’s and Burgos’s texts, in nineteenth-century poetics women 
are often reduced to symbols associated with passive beings such as plants 
or flowers, while, in contrast, male agency is often connected to animals or 
active beings. There were poets such as Carolina Coronado, who decades 
before Castro defied these traditional depictions of  women as flowers by 
ironically embracing the metaphor.10 Frequently, Castro uses the metaphor of  
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woman as “un capullo” or “una rosa” to subvert its meaning, or to play with 
traditional representations of  femininity. In poem 74, the speaker is a male 
voice, an insect, persecuted by an “alondra,” a mother bird, but he is able to 
find the rose as the ultimate safe haven: “yo, diminuto insecto de alas de oro, / 
refugio hallé en el cáliz de una rosa” (1990: 151). There he spent the night, in 
the warm, comfortable uterus of  the rose, until the wind, which could signify 
fate, passion, or life, disturbed their bed: “Y rodamos los dos en el fango 
envueltos / para ya nunca levantarse ella, / y yo para llorar eternamente / mi 
amor primero y mi ilusión postrera” (1990: 152). This poem has been read as a 
metaphor of  a failed maternity; for example, Elizabeth Scarlett (1999) focuses 
on the bird and the rose as emblems of  maternal protection. However, I read 
it as one of  Castro’s erotic poems, in which women who give in and let the 
insect “penetrate” and enter their womb, become dangerously vulnerable. John 
C. Wilcox cleverly suggests that in this poem “The rose that never rose again 
(l. 2) signifies a woman’s loss of  self  to that ‘diminutive insect’ that is made–a 
palimpsestic subversion of  phallic drive” (1997: 60). On the other hand, 
Camille Paglia’s (1991) reading of  Emily Dickinson as a poet with multiple 
sexual personae can be key in understanding Castro’s multiple versions of  
femininity. In poem 95, the speaker is a poet, a weaver like Penelope, powerful 
and wise, and in poem 74 the speaker is an insect, whose story warns female 
readers that if  one behaves like the rose, giving and trusting, letting insects into 
her cave, one becomes vulnerable and weak. 

However, the complex net of  masculine and feminine voices in Castro’s 
work cannot be dismissed as merely portraying a plurality of  poetic masks. 
What is their ultimate effect? They clearly energize the poet’s depiction and 
critique of  the feminine experience in an unjust, patriarchal society. In Follas 
novas (1880) and En las orillas del Sar (1884), women are the pillars of  Galicia, 
they sustain the land and the children, abandoned by their men, who look for 
a better future in America (see “As viudas dos vivos i as viudas dos mortos”). 
The speakers also recommend women not to trust men who try to seduce 
them (see poem 90, “Sed de amores tenía…” in En las orillas del Sar). Wilcox 
contends that in these books, “Rosalía is criticizing the condition of  nineteenth 
century womanhood by presenting us –at times angrily—with negative views 
on womanhood, marriage, motherhood, and on the condition of  the female 
poet” (1997: 58). Castro’s social critique of  the subjugation and abuse of  
women is further complicated when “prosopopeya” (the creation of  masks, 
the voicing of  the voiceless) is used as what Josefina Ludmer (1985) has called 
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in her essay on Sor Juana de la Cruz, “las tretas del débil.” A plurality of  poetic 
masks in Castro’s work is one of  her many “tretas del débil.”

Unlike Castro’s multiple sexual personae, Burgos’s poetry privileges the 
feminine voice; she doesn’t tend to speak like a man, a boy, or an insect, although 
in some of  her poems she embraces diverse gendered masks. Nonetheless, just 
as Castro demystifies Penelope by her meta-literary reflection on the creative 
process, Burgos’s “Se me ha perdido un verso” also reveals how the woman 
poet can redefine herself, only to find herself  in the personified phrase, 
“deforme y mutilado.” Castro’s representation of  women is contradictory, in 
comparison to Burgos’s explicit feminist stand. Castro may paradoxically evoke 
multiple gendered masks, but years before in the Prologue to Follas Novas, she 
reduces women to instruments of  imagination and sentiment: “Somos arpas 
de sólo dos cuerdas, la imaginación y el sentimiento… El pensamiento de la 
mujer es ligero… no está hecho para nosotras el duro trabajo de la meditación” 
(1985: 332). Some feminist critics of  Castro’s work have ignored this dark side: 
some of  her statements are often full of  patriarchal clichés and hegemonic 
essentialism. But could this vision of  women in the context of  a prologue 
marked by humility or false modesty be an “anxiety of  authorship” or another 
“treta del débil”? In her way of  legitimizing her poetry, Castro underlines and 
echoes the stereotypes of  women’s poetry that the male intellectual community 
would expect. Her “treta” is to assume and purportedly accept her “weakness” 
and her subordination, to challenge it from within. However, Castro’s poetry 
is not as ironic as Sor Juana’s discourse—and yet it is not as “sencilla” as 
it pretends to be, either. Labeling her an antifeminist thinker or a feminist 
thinker would not consider her contradictions, and the diversity of  positions 
throughout years of  writing in a male dominated literary world. Burgos, by 
contrast, never pretends to be less gifted when facing an intellectual challenge, 
and as we will see, her verse evades the definitions of  men and their historical 
time. In “Se me ha perdido un verso,” the speaker addresses the creative 
process as a result of  her brain, her intellect, and not her emotional state: 
“Cada verdad clamaba la estatua de palabras / que esculpía velozmente mi 
activo pensamiento” (1986: 67). The verse is like a statue, sculpted, formed by 
the speaker’s “pensamiento.” The speaker represents herself  as a poet: active, 
quick, full of  vibrant, mobile ideas that must be immobilized in the poem, in 
her statue of  words.
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The speaker makes poetry, the verse itself, a historical agent, a revolutionary subject, the new self  
and will, not a product of  men but born from her; therefore, through this poetic motherhood, the 
woman poet defines herself.

Both Burgos and Castro embrace a discourse of  poetic motherhood, and in 
some poems they explore metaphors that allude to the physicality of  writing. 
Poetry emerges literally from the speaker’s blood, her body in Castro’s Follas 
novas, “¡Silencio!,” –“Con torpe mano y palpitante seno.” Writing implies pain, 
a sacrifice, a giving of  oneself, a giving birth to oneself: “mollo na propia 
sangre a dura pruma, rompendo a vena hinchada, i escribo…, escribo…¿para 
qué?”) (“mojo en mi propia sangre dura pluma, / rompo mi vena hinchada, 
/ y escribo…, escribo…, ¿para qué?”) (Castro 1985: 46). Castro stresses that 
writing with blood and through blood are her poetic prerogatives, and one 
could interpret this as a feminine reaction that aligns poetry to the visceral 
versus the male, intellectual “meditations” that seem so inaccessible. Yet, 
decades later Lorca and Neruda also use the metaphor of  ink as blood to 
describe their avant-garde, politically committed works.11 Although in “Se 
me ha perdido un verso,” Burgos also uses the metaphor of  the body as the 
concrete “creator” of  the verse, she reinforces not her blood, but her brain as 
the main source of  life for the poem. 

“Del mundo verbal de mi cerebro”: Julia de Burgos’s Poetic Voices, her Feminist 
Critique and her Alternative Nationalist Discourse
In Burgos’s “Se me ha perdido un verso,” the speaker stresses the artificiality 
of  the text. The verse has a life of  its own: “deshizo su edad breve / y se 
quitó del mundo verbal de mi cerebro.” As Emily Dickinson’s poetry also 
suggests, there is something concrete and physical about the brain, and 
therefore the verse. “¡Tú! ¡Verso! / En ti no se hizo el hombre; ni los siglos. / 
Lo estático se ha roto en tu canción… / Ya puedo definirte. Traes ímpetu de 
idea… / ¡Revolución que rompe las cortinas del tiempo! / En tu Sí, inevitable 
revolución del mundo / me he encontrado yo misma al encontrar mi verso” 
(1986: 67–8). The speaker makes poetry, the verse itself, a historical agent, a 
revolutionary subject, the new self  and will, not a product of  men but born 
from her; therefore, through this poetic motherhood, the woman poet defines 
herself. Here Burgos takes a stand against the reductive versions of  identity 
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available in the patriarchal discourse of  a national cultural hegemony by 
breaking free from the static state of  fixed paradigms, “lo estático se ha roto 
en tu canción.” The apostrophe to the verse, and its presence in the poem as 
the agent of  change, points to the speaker’s desdoblamiento, who finds herself  
in the verse she has lost and redefined. The materiality of  the verse and her 
recognition of  herself  transcend the impositions of  patriarchal society and a 
linear, progressive vision of  historical time. 

In her famous “A Julia de Burgos,” the poetic I defines herself  as the 
ultimate creator and creation of  the female poet. In this text, the artificiality of  
both “Julia de Burgos” is clearly signaled by their representation as opposing 
forces; however, even if  it might seem ironic that the speaker assumes the role 
of  the “true,” “real,” “natural” and “legitimate” self, in contrast to the you, the 
socially artificial construction of  womanhood, the speaker is not really ironic 
or cynical. Instead, she seems to favor an essentialist vision of  the feminine. 
In both poems, Burgos is using the desdoblamiento of  the “tú” and the “yo” as a 
rhetorical tool to suggest a meta-literary reading of  her works (“dichotomized 
self ” in Kattau 1995: 285).

In “A Julia de Burgos” the speaker defines herself  through the Other, and 
she speaks to a “tú,” she names Julia de Burgos, who opposes everything she 
stands for: “tú eres el ropaje y la esencia soy yo… / Tú eres sólo la grave 
señora señorona; / Yo no, yo soy la vida, la fuerza, la mujer” (1986: 61). Burgos 
structures the whole poem through the contrast between the free woman poet 
and the socially constructed and constrained woman. Still, one may point out 
that Burgos’s description of  herself  as the essence, the life, the true woman not 
only gives her power and legitimizes her voice, but also contributes to her own 
myth. It serves her romantic persona as the voice of  the people and her claim 
to an essential femininity: “Tú, flor de aristocracia; y yo la flor del pueblo.” 
And yet, this is further complicated by her depiction of  the I as “viril destello 
de la humana verdad” (1986: 62). Describing the speaker as the emblem of  
truth, ephemeral as a shimmer or a flash, but strong because of  its virility, may 
be read as both transgressing or reinforcing the social construction of  what 
should be the feminine model. The speaker is constantly underlining that it is 
a poetic construction, and the author is consciously pointing to the process 
of  definition. In a way, Dickinson’s “Ourself  behind ourself, concealed… 
Assassin hid in our Apartment” (poem 670) speaks to the same bifurcated 
self, where ironically the conscious threatens the unconscious: the Body wants 
to kill the Brain. The duality of  the self  in Burgos’s work, the desdoblamiento 
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of  the I, presents a dichotomy, a duel between the speaker and the addressee, 
which has been amply discussed (Kattau 1995; Vásquez 2004; Barradas 1986). 
Here we have two poetic personae, two Julias, and the poet clearly privileges 
the woman who wants to kill her social shadow, her patriarchal self, and thus, 
at the end, stir up a sexual and social revolutionary movement. 

I have argued so far that the mythifying discourse that predominates in 
some of  the critical scholarship on Burgos has often misunderstood her poetic 
project with autobiographical readings. As Rubén Ríos Ávila eloquently points 
out in response to the beginning of  the poem:

Los versos y el poema todo, “A Julia de Burgos”, son de una fuerza profética implacable, 

porque no se puede dudar ya que la principal enemiga de la obra poética de Julia de 

Burgos es su biografía, o el relato, el cuento que es, en el fondo, toda biografía. Ya desde su 

arranque estos textos, esta obra toda, se promete o se condena a ser un caso clínico de vida 

y obra. Pero acaso esa enemistad entre Julia de Burgos y Julia de Burgos, entre vida y obra, 

entre el sujeto social, o el yo de la conciencia, el superyo, y el yo “íntimo”, es decir, entre la 

mediación discursiva y la posibilidad de la voz propia, acaso esa enemistad sea precisamente 

el escenario donde discurre la vida de esta obra. (2002: 212–3)

In his critique, Ríos Ávila notes that Burgos is also responsible for the 
autobiographical readings of  her work. The strategy of  fictionalizing the 
authorial voice, of  signalling the “I” as Burgos “the real,” brings an “authenticity” 
to the poetic voice that tends to mythify and essentialize her as poet. Thus she 
is not just a poetic voice. Ríos Ávila clearly identifies that what could make 
contemporary critics feel uncomfortable is the constant elaboration of  “un 
yo poético hiperbólicamente estructurado.” As Ríos Ávila (2002) suggests, the 
apostrophe can be read as one of  the most significant tropes in her work, and 
it often serves her as the representation of  the other, masculine or feminine, 
present or absent, signalling the distance from which the poetic voice emerges 
stronger and firmer, in a hyperbolic act of  self-affirmation. 

Burgos’s “Pentacromía” complicates her gender esthetics because it 
materializes the poetic playfulness of  a feminine speaker who wants to try on 
diverse male masks. In a way it seems to suggest in tone with Judith Butler’s 
work that identity is a trap, and that the categories of  what is feminine or 
masculine, desirable or not according to your sex and your social standing, 
can be transgressed by the performance of  cross dressing in “Pentacromía.” 
The speaker frames the text by repeating the verse: “Hoy quiero ser hombre,” 
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and through the masked ball of  the poem, she lists all the type of  men she 
would be: a Republican soldier who fights in the Spanish Civil War; the ideal 
hero, Don Quijote; a bandit free and defiant; a proud worker; and finally and 
most shockingly, she ends: “Ser todo un Don Juan… / raptar a Sor Carmen y 
a Sor Josefina, rendirlas / y a Julia de Burgos violar” (1986: 71). The speaker 
privileges the male roles of  valiant, rebellious men, who fight for freedom in 
different ways. The poem’s critique of  society’s double standards is evident, but 
how can we reconcile this feminist speaker with a desire for sexual violence? 
Don Juan is the epitome of  the seducer, who only thinks of  his own sexual 
freedom; here, because he fails to seduce the fictionalized poet, Julia de Burgos, 
he can only aspire to rape her. Once again, the hyperbolic voice aims to shock 
its reader by creating a weird discomfort. The speaker is a woman who wants 
to be a man to rape the poet, and the game of  gender roles creates an effect 
of  strangeness and estrangement, extrañeza and extrañamiento. Burgos is also 
questioning masculine social roles, the double standard, and how permissive 
society is when it comes to men’s freedom to act upon women’s bodies. 

Burgos does not dress herself  up as the mythical, national poet of  Puerto Rico, yet I certainly argue 
that she does contribute to that myth; while Castro does present herself  frequently as the daughter 
or the mother of  Galicia, and the voice of  the voiceless, this does not mean that she is echoing the 
conservative circles of  Galician nationalism.

So far, we have seen that through various ways, both Burgos and Castro 
demystify the woman poet and emphasize the artificiality of  their poetic 
constructions. But I have not thoroughly discussed yet how these poems 
propose a redefinition of  the national landscape. In the more nationalist or 
anti-imperialist poems, they both deploy the myth of  the woman poet, the 
mother, the lover, the voice of  the people for their political agenda. Burgos 
does not dress herself  up as the mythical, national poet of  Puerto Rico, yet 
I certainly argue that she does contribute to that myth; while Castro does 
present herself  frequently as the daughter or the mother of  Galicia, and the 
voice of  the voiceless, this does not mean that she is echoing the conservative 
circles of  Galician nationalism. 

As Juan Gelpí has persuasively argued, Burgos avoids the constraints of  
an insularist definition of  Puerto Rican identity, through symbols like the 
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river, the sea, and paths, which as modes of  transit evoke a cultural nomadic 
subject that cannot be fixed: “Frente al determinismo geográfico y al telurismo 
que priman en los textos del canon, Julia de Burgos inscribe una geografía 
simbólica marcada por el nomadismo, la amplitud y el dinamismo: ríos, mar, 
aire, rutas, caminos y surcos son algunos de los espacios por los cuales transita 
el sujeto que se construye en su poesía” (1997: 251). In Burgos’s “Río Grande 
de Loíza,” we find that nomadic subject when the poem eroticizes the speaker’s 
relationship with the addressee, “el río-hombre,” but the text doesn’t really tells 
us much about Puerto Rico’s colonial situation until the end: “Río Grande de 
Loíza!… Río grande. Llanto grande. / El más grande de todos nuestros llantos 
isleños, / si no fuera más grande el que de mí sale / por los ojos del alma para 
mi esclavo pueblo” (1986: 64-66). The river is often portrayed as a witness to 
history, and here Burgos chooses to allude to the longest river in the national 
landscape in order to evoke the extreme pain of  political and social opression. 
Her characterization of  the people and the Island as enslaved is a common 
trope in Puerto Rican poetry; it is used to denounce the colonial situation. 
Her poem itself  is the symbol of  the cry, ironically bigger and longer than 
the male river. As Ríos Ávila explains: “Río Grande de Loíza al que la poeta le 
canta en su más conocido apóstrofe es un macho grande, un discurso grande 
y sobre todo un llanto grande, pero no más grande que el de ella… ese río del 
discurso… lejos de poseerla, le permite a la voz poética el tránsito necesario 
para la diseminación de su ansia vocativa, para la construcción de su hipérbole” 
(2002: 220). Once again, the apostrophe to the river, itself  a recurrent 
metaphor of  fluidity, serves as a tool, the vehicle from which the speaker can 
voice her claim. In a way, the poem ends by strengthening her voice, rather 
than the river, symbol of  the personified national landscape.

The strategy of  the speaker, whose poem is a cry for the Puerto Rican 
people, bigger than the Río Grande de Loíza, stresses how artistry supersedes 
nature itself. This final move can also be read as part of  the reversal of  roles 
conveyed in this erotic poem. Just as Efraín Barradas asserts in his analysis of  
Julia de Burgos and Frida Kahlo, Mercedes López-Baralt stresses how Burgos 
uses “las tretas del débil”: 

Julia estrena este gesto precisamente en “Río Grande de Loíza,” al transformar a la 

naturaleza en masculina. Usualmente concebida como femenina, desde la oposición 

occidental que la enfrenta a una historia viril, la poeta la encarna en un río-hombre al que 

su voz le impone órdenes: alárgate, enróscate, apéate. Con ello logra proponer una nueva 



177Weaving National and Gender Politics • Cecilia Enjuto Rangel

visión de los géneros, en que la mujer puede ser activa y el hombre el pasivo, el puro. Pero 

no se trata de una simple inversión, pues lo que Julia propone es una nueva relación entre los 

sexos, más horizontal que vertical, más complementaria que antagónica… (2004: 239) 

As López-Baralt argues, Burgos transforms the traditional oppositions of  
gender roles to situate herself  in a position of  power. As happens in Alfonsina 
Storni’s “Tú me quieres blanca,” the use of  the imperative gives the speaker the 
tools to control the erotic game. Ultimately, Burgos’s poem aims to be more 
eloquent in championing Puerto Rico’s plight than the river itself. The river, 
traditionally represented as the privileged witness of  history, is not only an 
epitome of  the Island’s natural landscape. The river is geographically connected 
to Loíza aldea, a town associated with the Island’s history of  slavery and the 
Afro-Puerto Rican community. Embracing the rhythm and the metaphor of  
fluidity, the poem transitions from the erotic to the national realm. Here the 
speaker has sexual agency and power over the river, showing how the self  can 
merge and be “one” with the national landscape; however, this voice develops 
at the end into a neo-romantic poetic persona, who represents the voices of  
people, heard as part of  the nationalist discourse of  the anticolonialist struggle 
(which has greatly contributed to the mythification of  Burgos as a cultural icon).

The critique of  Puerto Rico’s colonial situation and its enslaved people is 
also evoked in “Ay ay ay de la grifa negra,” in which the speaker racially and 
culturally identifies herself  with a black woman, a symbol of  the enslaved 
nation, who has no rights but still has a conscience. The text captures 
the rhythm, and the repetitions, associated with the poetic movement of  
Negritude, including some of  its best-known poets: Nicolás Guillén, Luis 
Palés Matos, and Aimé Césaire. Even if  the poem begins with a tone of  
lamentation, constantly repeated by the anaphora, “Ay ay ay,” the blasón or 
the fragmentation of  the portrayal of  her face suggests a certain racial pride 
in her features: “grifería de mi pelo, cafrería en mis labios; y mi chata nariz 
mozambiquea.” Burgos underlines here the literariness of  the speaker, who 
sculpts herself: “Negro trozo de negro en que me esculpo, / ay ay ay, que mi 
estatua es toda negra.” The speaker emphasizes the artificiality of  her portrayal 
by using the verb “sculpt,” and her body is depicted as a sculpture. Yet the 
repetition of  the word “negro” and the multiple metaphors associated with 
her blackness, such as the night and the raven’s black nest, associate her racial 
identity with the natural landscape. The speaker prefers her historical and racial 
background, as more dignified:
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Ay ay ay, que el esclavo fue mi abuelo

es mi pena, es mi pena.

Si hubiera sido el amo,

sería mi vergüenza;

que en los hombres, igual que en las naciones

si el ser siervo es no tener derechos,

el ser amo es no tener conciencia. (1986: 73)

Here Burgos clearly compares the enslaved history of  the Africans in Puerto 
Rico, to the colonial situation of  the Island, described as a “slave” or “servant” 
of  American policy. However, this poem ends, not with a nationalist agenda, 
but as a song to la raza “trigueña,” and to Latin American fraternity. In an 
esthetic and political move that aligns her with José Martí’s “Nuestra América,” 
and his visions of  a united front against U.S. imperialism, Burgos claims that 
through mestizaje, the new “trigueña” race is the future of  an integrated Latin 
America. But mestizaje is not smoothed over as unproblematic in the poem: 
“Ay ay ay, los pecados del rey blanco / lávelos en perdón la reina negra.” Rape 
is at the center of  this “fuga,” where her blackness seems to flee and merge 
with the whiteness of  the “sinful king.” The speaker is clearly a poetic mask 
of  the Afro-Puerto Rican woman who both laments and celebrates: “Ay ay ay, 
que la raza se me fuga / y hacia la raza blanca zumba y vuela / a hundirse en 
su agua clara; o tal vez si la blanca se ensombrara en la negra.” The mestizaje 
portrayed through metaphors of  velocity, “fuga,” “zumba,” and “vuela,” 
implies a problematic freedom that may seem to come with the whitening of  
the black race in the “clear waters” of  that encounter. And at the same time, 
Burgos consciously adds that it could also be the other way around, that is, 
the white race darkens with the shadows of  the African race. Here we find a 
nationalist poet who defies nationalist patriarchal discourse, by celebrating how 
the female black body can become the symbol of  a common Latin American 
history of  racial and cultural identity. 

In Burgos’s poetics, as this text suggests, it seems to be the other way around, where she embraces 
her negritude, even linguistically, against an ideological stand that renders mestizaje or “la raza 
trigueña” as a form of  blanqueamiento.
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Many contemporary critics have questioned the ideological baggage of  this 
rhetoric of  mestizaje as “concealing a desire for the blanqueamiento (whitening) 
of  its highly intermixed population” (Moreno 2012 53). In Burgos’s poetics, 
as this text suggests, it seems to be the other way around, where she embraces 
her negritude, even linguistically, against an ideological stand that renders 
mestizaje or “la raza trigueña” as a form of blanqueamiento. This evasion of  fixing 
the poetic self  into one vision of  gender and racial identity is also linked to 
Burgos’s critique of  assimilationist positionings and U.S. policies that need to 
categorize the Latino or Latin American identity into one category. 

As Vanessa Pérez Rosario explains in her essay on Burgos’s articles in Pueblos 
Hispanos (1943–44), while she lived in New York City: 

The political and cultural transnational relationship she cultivated in the paper allowed her 

to continue to imagine more expansive and inclusive ways to be Puerto Rican, something 

she had already begun to express in her poetry written on the island during the 1930s. She 

embraced a more heterogeneous sense of  identity, inclu sive of  racial and gender differences, 

that encouraged hemispheric bonds of  solidarity with migrant Latinos in New York City 

from across Latin America and the Caribbean. (2013: 24)

This “heterogeneous sense of  identity” can also explain her political 
positioning in a cultural nationalist discourse that embraced lo hispano reacting 
against the U.S. imperialist practice of  Americanization in the Island, and 
also as a stand against fascism. As Pérez Rosario signals, among Pueblos 
Hispanos’ mission statement we find “La lucha tenaz contra la enemiga Falange 
Española como parte integrante de la Quinta Columna del Eje operando en 
las Américas, y ayudar e impulsar la unidad de todos los españoles por las 
libertades democráticas en España.”12 In this sense, the cultural nationalism 
in her journalism and her poetry must be read in the political context of  the 
1930s and ’40s. As Sebastiaan Faber explains, two kinds of  hispanismo emerged 
in the 1920s: one right-wing, which embraced a Fascist, neoimperialist, 
Catholic vision of  Spain; and the other left-wing, in which “the progressive 
forces on both sides of  the Atlantic discovered their common anti-fascist 
objectives” (2002: 170). As Faber argues, Hispanism’s vindication of  the 
spiritual as the glue that joins all Hispanic cultures ends up becoming an 
ideological trap, common in all forms of  cultural nationalisms, “an erasure 
of  difference in the name of  difference.”13 This is exactly what Castro had 
maintained in her critique of  Hispanism, which in the nineteenth century was 
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clearly more aligned to the Romantic right-wing version of  Spain as a nation 
that must remain “united” and “traditional.” In the case of  Burgos, there 
are many poems and essays in which she demonstrates her commitment to 
the anti-Fascist cause, and also her solidarity with the Spanish Republicans 
during the Spanish Civil war; moreover, her poetics embrace a vision of  Latin 
American fraternity and political unity against U.S. policies and the process 
of  Americanizing Puerto Rico. This does not imply that she falls for the 
straightjacket of  identity politics; on the contrary, her version of  a left-wing 
Hispanism is not particularly obsessed with spiritual values, and her vision of  
what it means to be Puerto Rican becomes more plural and heterogeneous as 
her work develops. 

Dismantling and Redrawing a Transatlantic Poetic Map: Castro and Burgos’s 
“tretas del débil”
Burgos’s poetry critiques U.S. imperialism through her writings in Spanish, 
whereas Castro promotes an alternative vision of  nationalist poetics against 
both the dogmatic Galician nationalist circles and a centralist Spanish culture, 
where the cultural/national Other must remain in the margins. In her three 
poetry books, by writing in Galician and in Spanish, Castro expresses her 
ideological position at the time. Castro’s final poetry book in Spanish is 
evidently a response to her alternative vision of  a Galician nationalist project 
and her challenge to the conservative intelligentsia. As Cristina Moreiras Menor 
eloquently argues: “En el intersticio de esta coincidencia entre la modernidad 
y la tradición, recuerdo y oblición surge este conflicto que permite a Rosalía 
adoptar una posición radicalmente crítica al proyecto nacionalista gallego y 
desde ella presentar una postura alternativa” (1999: 322). The contradictions 
that I have pointed out within her poetic project, and even in her essays, 
introductions, and commentaries, also emphasize how that conflict becomes 
productive. But even if  a conflicting vision of  the patriarchal nationalist 
discourse emerges from her poetry and her decision to write in Spanish, 
and not in Galician again, even in En las orillas del Sar, Castro claims Galician 
Celtic origins and, as Geoffrion-Vinci points out, “She rejects the fatherland 
(Spain) and embraces what she sees as a Galician matriarchy” (2002: 113). In 
“Los Robles” Castro describes a family, sustained by generations of  women 
laborers, who are like the old trees, “los robles.” Thus the “árbol patrio” is 
threatened by the Spanish ecocide and Galician emigration, where the land 
ends up “despoblada,” abandoned. This explains her ultimate plea: “¡Torna 
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presto a poblar nuestros bosques…!” Just as Julia de Burgos, but in a different 
cultural context, Castro wants her vision of  the nation to be inclusive; she 
hopes that the the nation will open its arms to all the Galician misfits, who 
reside in the margins of  modernity. This national space is one that embraces 
plurality, which is also connected to the multiple sexual personae that I pointed 
out earlier. Noël Valis underscores the identification of  the speaker with the 
Other in Castro’s works, a mode that reveals a multiplicity of  voices: 

Con Rosalía se empieza a ver más y más la presencia de los Otros (sean los gallegos, las 

mujeres o los muertos). Esta multiplicidad del Otro se expresa frecuentemente a través del 

perspectivismo plural de las voces líricas… voces que vacilan a veces entre un yoyo y la tercera 

persona (sea masculina o femenina), o en que se pasa de un yoyo a un tútú (que incluso parece 

ser parte del mismo yoyo poético). (2000: 208)

This multiplicity of  voices or desdoblamiento is one of  the “tretas del débil” 
that we also find in Burgos’s poetry, as in “A Julia de Burgos.” The literary 
device becomes an ideological tool in both Castro’s and Burgos’s poetic works, 
weaving an alternative nationalist discourse committed to their critique of  U.S. 
and Spanish imperialist rhetoric and politics. At the same time, it embraces the 
otherness and marginality of  their poetic subjects. 

Their poetic projects are complex and varied, and sometimes some poems from diverse stages might 
seem to contradict each other.

The nation is a mother, a mater dolorosa, in Castro’s “En las orillas del Sar”: 
“Oh Padrón!… que extraje de tu seno, como el sediento niño el dulce jugo 
extrae / del pecho blanco y lleno.” The speaker directs her feeling toward her 
native town to stress her relationship as a child of  the nurturing motherland, 
Galicia. However, in poem 23, the female speaker symbolizes the mater dolorosa, 
who faces all those conservative centralists that wonder “¿Por qué gime así 
importuna esa mujer?” and responds with “Perdónales, Señor, porque no 
saben lo que dicen.” She is angry and defies the indifferent Galicians: “Yo no 
quiero que mi patria muera/ sino que como Lázaro… resucite a la vida que 
ha perdido y… le diga al mundo que Galicia existe” (Orillas, 1990). It is key to 
recognize that this poem is written in Spanish, as part of  En las orillas del Sar. 
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Even if  the political statement of  writing in the language of  power distances 
her in 1884 from the nationalist Rexurdimento movement in favor of  the 
revitalization of  Galician culture and language, she is actually responding to 
both conservative Galician intellectuals and the rest of  Spain. This is done in 
favor of  vindicating her poetic voice as a woman poet, not as a woman who 
merely suffers, and the existence of  Galicia as a live entity, not as a national 
corpse or an animal “en peligro de extinción.”14 The religious language aligns 
God with her alternative national discourse. E. J. Hobsbawn stressed “the 
element of  artifact, invention and social engineering which enters into the 
making of  nations” (1990: 10). Although proposing a more progressive, more 
inclusive version of  the Galician nation, Castro contributed to the myth-
making project of  Galician nationalism with her last book, but unlike her 
previous proposals it did so through its existentialist musings. Although other 
poems celebrate metaphors of  fluidity and the sea, in a way “Río Grande de 
Loíza” and “En las orillas del Sar” both produce in me a feeling of  discomfort, 
what Ríos Ávila (2002) calls “la incomodidad que pueda causar el extravío de 
estos excesos.” This happens because the rivers, when seen as emblems of  the 
national landscape instead of  remaining symbols of  the fluidity of  Galician 
and Puerto Rican cultural identity, end up positioning both Castro and Burgos 
in the fixed place of  the mythic national feminine poet. Even though this 
statement is problematic, and contradicts some of  my arguments so far, it 
does not mean that the construction of  Burgos and Castro as myths has no 
political capital. It also does not imply that all of  their poems contribute to 
this mythification of  the self. Their poetic projects are complex and varied, 
and sometimes some poems from diverse stages might seem to contradict 
each other. Trying to avoid generalizations, this transnational, Transatlantic 
reading of  their poetic projects aims to reflect on some of  their points of  
intersection. I do not mean to invalidate single-nation studies of  their art.15 
Their respective national and cultural contexts, and the large gap in time 
between them, might stir us into analyzing Castro and Burgos as disparate 
poetic voices. Nevertheless, even though they come from diverse geopolitical 
locations and from progressive, alternative visions of  nationalist politics, they 
are both questioning patriarchal society. 

Nationalist discourse is a product of  patriarchal society and privileges the 
interests of  the bourgeois, but in the anti-imperialist context, and through 
a Transatlantic reading of  Castro’s and Burgos’s poetry, we encounter an 
alternative project, in which national and gender constructions are often 
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woven together, challenging the process of  being coopted by U.S. and Spanish 
hegemonic culture. In the nineteenth and twentieth centuries, Galicia and 
Puerto Rico remain in the margins of  modernity, isolated from the sphere 
of  Spanish and U.S. national outposts. Puerto Rico symbolizes precisely the 
decadence of  the Spanish empire and its lost colonies, and the emergence 
of  the U.S. as an imperial power and the policeman of  the Americas. A 
Transatlantic reading of  their poetic projects shows that both writers are 
defying the homogeneous identity discourse imposed by the metropolis.

A Transatlantic reading also shows that these authors are not working in 
a historical vacuum; they are in dialogue with poets from both sides of  the 
Atlantic. Esthetically, both poetry books can be situated in the border, searching 
for and then finding their own voice but exploring with late Romantic and 
modernist poetics in the case of  Castro, and avant-garde and neo-Romantic 
esthetics in the case of  Burgos. As Gabilondo argues: “Castro’s poetry too can 
be interpreted in the light of  her modernist narrative as a form of  Atlantic 
exile from Galician nationalism, whereby the refashioning of  poetic metrics 
echoes her modernist experiments with narrative. As many critics, have noted 
her poetry shifts from a more popular and oral register—which is ultimately a 
polyphony of  subaltern Galician voices—to a more individual and modernist 
one…” (2011: 92). Traditionally, Castro is read as a late Romantic, literally and 
metaphorically isolated from the world; although she was not socially privileged, 
she was a well-read intellectual. Castro would not have read Darío in 1884, and 
probably not Martí, but there is a modernist sensibility that is also evoked in the 
particularities of  the Galician landscape, her existentialist preoccupations, her 
use of  free verse, and a heterogeneous employment of  multigendered poetic 
personae. Burgos was not culturally isolated, as her poems, articles, and letters 
demonstrate; she carefully read and was in dialogue with Latin American poets 
such as Pablo Neruda and Gabriela Mistral, and Spanish poets, among them 
Juan Ramón Jiménez, Antonio Machado, and Federico García Lorca. She also 
has a few poems in favor of  the Republican cause during the Spanish Civil 
War; and her racial politics and poetics, as shown in “Ay ay ay de la grifa negra,” 
should be situated in the context of  Negritude poetics, developed by poets 
such as Luis Palés Matos, Nicolás Guillén, and Aimé Césaire. Burgos’s writings 
also show her admiration for modernist writers, among them José Martí and 
Rubén Darío, emphasizing their political commitment; particularly well-known 
is her sonnet “A José Martí (mensaje).” This homage to Martí depicts him as 
an illuminating figure for Puerto Rico—“tu estrella” and she writes that “tu 
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lumbre” gives life to the Americas. He is clearly mythologized and indeed made 
divine: “recio Dios antillano, pulso eterno, Martí” (2008: 266). Martí’s political 
vision of  a united Latin American continent, and its legacy in Puerto Rico’s 
cultural national landscape, was nurtured by left-wing supporters of  Hispanism 
from both sides of  the Atlantic. Especially after the arrival of  the Spanish 
Civil war exiles in the Americas, they defended the spiritual connection of  all 
Hispanic people and their common struggle against the Fascist forces. Even if  
Castro and Burgos are situated in diverse historical and geographical contexts, 
they were both marked by migration and displacement, and can be considered 
aesthetic and political Transatlantic subjects. 

Page from the New York newspaper La Prensa (12 February 1946) showing side-by-side a poem by Rosalía 
de Castro and a review of  Julia de Burgos’ Canción de la verdad sencilla.
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While it is very possible that Burgos read Castro’s poetry, I have not found 
any letters or comments that refer to the Galician poet’s work. This comparative 
analysis would seem to be strengthened if  I could demonstrate Castro’s influence 
on Burgos’s work, but that is not the intention of  this essay. However, there is 
a poem by Rosalía de Castro, from Cantares gallegos, published in the same page 
in La Prensa, February 12, 1940, where one finds Antonio Colorado’s positive 
review of  Burgos’s Canción de la verdad sencilla, a review that Burgos surely read.16 
Castro’s cantar gallego in La Prensa ironically depicts gender violence and the 
social expectation that a woman without a man is incomplete: “San Antonio 
bendito / dádeme un home, / anque me mate / anque me esfole” (“San 
Antonio bendito / dame ya un hombre, / aunque me mate / o me desolle”). 
Written in Galician, the tone and the style, which celebrate popular culture, its 
orality, its traditions, prejudices, stereotypes and humor, differ from her last 
poetry book in Spanish. On the other hand, Colorado’s review of  Burgos’s 1938 
book reveals the stereotypes women poets in the 1930s faced constantly: “Se ve 
que Julia no trabaja sus versos: el verso la trabaja a ella.” The idea that Burgos’s 
poetry comes “naturally” and seems “authentic” is also stressed by Colorado’s 
problematic metaphors of  transparency and purity: “Son claros y puros los 
versos de Julia. Su sensibilidad va desnuda con el candor prístino, anterior al 
pecado original.” It is revealing that Burgos and Castro found that their work 
was often “appreciated” for its purity and simplicity.

When it comes to gender politics, Castro and Burgos are both transgressing 
social norms, and creating a voice of  their own. Regardless of  the fact that 
Burgos’s speakers are always feminine, and that Castro plays with a plurality 
of  voices, masculine, feminine, and even asexual, they are both challenging the 
traditional definitions of  femininity. But when it comes to nationalist poetics, 
Castro is clearly making her poetry part of  the foundational texts of  Galicia, 
whereas Burgos is not as explicit in making her poetry a medium of  nationalist 
politics, although this does not mean that she is less committed to Puerto Rico’s 
independence movement; her poetry and political stands certainly contribute 
to her construction as a cultural icon. Still, they both present themselves as 
women poets, who because of  their femininity can assume the voice of  their 
oppressed people, and in this way they both contribute to the myth-making 
process of  their respective public personae. They both redefine national and 
gender politics by weaving a feminist esthetics that encourages us to draw and 
redraw these Transatlantic poetic maps.
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N OT E S

1  López Jiménez summarizes an impressive list of  painters, musicians and poets who have paid homage 

to Burgos’s work. She ponders upon the construction of  her myth: “Tal vez su muerte solitaria y a 

deshora, sumada a su exilio, contribuyeron a la mitificación de la figura de Burgos. Pero su presencia en 

espacios culturales diversos, su singular vigencia, señalan sobre todo a la capacidad para convocarnos de 

una obra que, desde sus inicios, se situó al margen de los discursos autorizados, sobre todo de los que se 

consideraban propios de la mujer” (2005: xxi).
2  Sherezada Vicioso (1994) has an article, “Julia de Burgos: Our Julia.” And some poets and scholars, 

such as Jack Agüeros in the introduction to his translation of  the Complete Works and José Emilio 

González, refer to her mainly as Julia.
3  I will focus my analysis in En las orillas del Sar, although I will refer to Cantares Gallegos and Follas Novas. 

Castro’s poetics should not be divided into two languages or two stages: her work is a continuous esthetic 

process. 
4  For a more thorough discussion of  the various ways of  practicing Transatlantic Studies and its polemics, 

consult: Julio Ortega (2001a), Joan Ramon Resina (1996), Mabel Moraña (2005), Joseba Gabilondo (2001), 

Nina Gerassi-Navarro (2009), Brad Epps (2005), Roberta Johnson and Jill Robbins (2006), Susan Manning 

and Andrew Taylor (2007), Paul Gilroy (1991), and Paul Giles (2001), among others. 

5  “Rosalía, desde su localización dos veces abyecta, dos veces al margen, se está situando en el mismo 

lugar que ocupan esos emigrantes gallegos por los que su poesía siente tanta morriña” (Moreiras Menor 

1999: 338).
6  For more information on how it has been done systematically in the case of  Burgos, read the 

introductions in both María M. Solá (Burgos 1986) and Ivette López Jiménez’s (2005) editions of  her 

poetry; and in the case of  Castro, Marina Mayoral’s (1990) introduction to En las orillas del Sar.
7  Many contemporary critics have also reacted against the myth of  Castro, and they have shown her 

impatient, pessimistic, angry, and even “monstrous” sides. For example, Wilcox (1997) addresses this 

issue: “a myth surrounds Rosalía like halo. In today’s critical terminology, that myth wants to keep Rosalía 

de Castro imprisoned in the pigeonhole marked “angel” –“ángel del hogar.” But in Gilbert and Gubar’s 

terminology, critics studying Rosalía need to see that their poet was both a “monster” and an “angel” 

(1980: 69–70).
8  The metaphor of  weaving is a recurring one, and Castro had already explored it in her famous poem in 
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Follas novas: 

Tecín soia a miña tea,

sembréi soia o meu nabal

soia vou por leña ó monte,

soia a vexo arder no lar.

(Tejí yo sola mi tela,

sembré sola mi nabal;

sola voy por leña al monte,

sola veo arder el lar.)

(All the translations from Galician into Spanish are by Mauro Armiño.) The context of  this poem is 

different from the text in Las Orillas del Sar; here we find an evocation of  the “saudade,” the sadness and 

the longing of  the woman who feels abandoned by her man, who has probably emigrated from Galicia. 

Both Matilde Albert Robatto and Marina Mayoral refer to the voice of  the “campesina gallega” in this 

poem, and the social reality conveyed. Castro gives a poetic voice to the rural, working woman, and 

underlines the speaker’s solitude, and the heavy burden of  her independence. Still, she begins the poem by 

signaling that she weaves alone her “tea,” “tela” in Spanish, a creative practice that has often characterized 

women in rural areas. However, more than a meta-literary reflection on the lonely process of  writing 

poetry, the poem becomes a complaint: the speaker has to do everything alone, and has no social support.
9  I am honestly wondering if  this is another example of  what Michelle Geoffrion-Vinci finds in En 

las orillas del Sar: “One of  the most compelling features of  this poetic quest involves Castro’s seemingly 

innocent appropriation of  the very conventions she ultimately overturns” (2002: 158). I completely agree 

that this a common strategy in Castro’s poetics, but I am not sure if  I find these conventions overturned 

in poem 55. 
10  See Carolina Coronado’s “A mi tío don Pedro Romero” and “La flor del agua,” as well as Susan 

Kirkpatrick’s (1989) Las Románticas.
11  Neruda’s esthetic claim that poetry comes from blood was a point already advanced by García Lorca 

when he introduced him in a conference to literature students in Madrid as “un poeta… más cerca de la 

sangre que de la tinta” García Lorca (1960).
12  Pueblos Hispanos’ mission, listed in nine points, was published in every issue of  the paper (Archives of  

the Puerto Rican Diaspora, Center for Puerto Rican Studies, Hunter College, City University of  New 

York). Also quoted in Pérez Rosario (2013: 12).
13  In “La hora ha llegado,” Faber concludes: “Like all forms of  cultural nationalism, moreover, 

Hispanism’s vindication of  cultural difference vis-à-vis its external others (specifically the Anglo-Saxon 

North) ends up repressing or erasing most forms of  internal otherness –an erasure of  difference in the 

name of  difference. Not only is Latin America denied its cultural difference, but also are the continents’ 

indigenous cultures and, within Spain, those of  Catalonia, the Basque Country and Galicia” (2005: 89).
14  When were the poems in En las orillas del Sar written is also an unsolved mystery. Mayoral explains that 
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in 1916 González Besada commented that these poems in Spanish had been published in a newspaper in 

1866, but no one has found the newspaper nor proof  that they were written before Follas novas (written in 

1870–71 and published in 1880) (Mayoral 1990: 30–1). The fact that they were in Spanish and published 

in 1884 should also be read as her reaction to the scandal and criticism she suffered from the Galician 

nationalist intellectual circles. 
15  Joel Pace defends Transatlantic Studies as an approach that aims to complement, not invalidate 

“single-nation studies”: “Transnational and transatlantic studies are part of  the ongoing transcendence 

(moving beyond) of  the literary canon(s), specifically recreating and studying not only the transnational 

points of  intersection, but also increasing the understanding (and incorporation of  many histories and 

roles of  women and people of  color…. Transnational studies is international and interdisciplinary and 

complements, rather than invalidates single-nation studies” (2008: 233).
16  I am very grateful to Lena Burgos-Lafuente, who sent me this page in La Prensa, 12 February 1940, where 

one finds Antonio Colorado’s positive review of  Burgos’s Canción de la verdad sencilla and Castro’s poem. 
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