
Beyond the “Discreet & Beautiful”

Façade: Portuguese Patriotism and

Proto-Feminism in Angela de

Azevedo’s El muerto disimulado

Citation
Falcon, Yesibel.  2024.  Beyond the “Discreet & Beautiful” Façade: Portuguese Patriotism
and Proto-Feminism in Angela de Azevedo’s El muerto disimulado.  Master's thesis, Harvard
University Division of Continuing Education.

Link
https://nrs.harvard.edu/URN-3:HUL.INSTREPOS:37378545

Terms of use
This article was downloaded from Harvard University’s DASH repository, and is made
available under the terms and conditions applicable to Other Posted Material (LAA), as set
forth at
https://harvardwiki.atlassian.net/wiki/external/NGY5NDE4ZjgzNTc5NDQzMGIzZWZhMGFlOWI2M2EwYTg

Accessibility
https://accessibility.huit.harvard.edu/digital-accessibility-policy

Share Your Story
The Harvard community has made this article openly available.
Please share how this access benefits you. Submit a story

https://dash.harvard.edu/submit-story?publicationId=ffff2a88-8705-49ec-8ee2-c45fbbf99ed5


 

 

 

Yesibel Falcón 

A Thesis in the Field of Dramatic Arts 

for the Degree of Master of Liberal Arts in Extension Studies 

Harvard University 

May 2024 

 

  

 

Beyond the “Discreet & Beautiful” Façade: Portuguese Patriotism and Proto-Feminism in Angela 

de Azevedo’s El muerto disimulado 



 

  Copyright 2024 Yesibel Falcon 



 

 

Abstract 

 

This thesis endeavors to contribute to scholarly discourse by reevaluating the 

popular perception of Angela de Azevedo, a 17th-century Portuguese playwright known 

for her secular play El muerto disimulado. Challenging the conventional image of 

Azevedo as merely a passive figure of her era, this study positions her as a rebellious 

thinker with proto-feminist ideals and a staunchly patriotic self-image. Drawing upon 

Golden Age Theater scholarship, this research engages with Azevedo's works within the 

socio-political and cultural backdrops that shaped her life, offering a reimagined 

understanding of her contributions to early feminist literature. 

 

          This thesis asserts that Azevedo's unique voice in literature transcends the 

traditional narratives of women's roles during the Spanish Golden Age, advocating for a 

reassessment of her place in the pantheon of proto-feminist writers. By analyzing El 

muerto disimulado, the study reveals Azevedo's skillful subversion of patriarchal norms 

and gender expectations, highlighting her sophisticated critique of societal constraints. 

Moreover, her deployment of Portuguese language and patriotic motifs within her works 

acts as a testament to her resistance against Spanish cultural dominance and her loyalty to 

her Portuguese heritage. 

 

          In uncovering Azevedo's proto-feminist stance and nationalistic fervor, this thesis 

challenges existing scholarship and underscores the necessity for a broader recognition of 

her as an innovative playwright who dared to confront and question the socio-political 

limitations of her time. 



 

 

 

         Through this comprehensive analysis, the research aims to rectify the oversight of 

Angela de Azevedo's influence and to cement her rightful place in the historical narrative 

as a forward-thinking artist whose works continue to inspire discussions on gender and 

national identity. 
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Chapter I. 

Introduction 

The Spanish Golden Age (Siglo de Oro Español) refers to the classical 

achievements in Spanish literature from the early 16th century to the late 17th century. The 

feminist movement revived the names and works of outstanding women, such as Ana 

Caro de Mallén, Angela de Azevedo, and María de Zayas.  

This thesis focuses on Angela de Azevedo and her only secular play, El muerto 

disimulado (Presumed Dead or A Deadman in Disguise), a capa y espada1 (cloak-and-

dagger) play. Only three known plays are attributed to Azevedo: Dicha y Desdicha del 

juego y devoción de la Virgen, La Margarita del Tajo que dio nombre a Santarén and El 

muerto disimulado. The publication of these three plays represents a rare achievement for 

a woman of her time.  

Literary history tends to present women’s writing as an individual act, the 

result of a creative impulse, a need for expression that manages to 

overcome social barriers or as a prestigious form of entertainment for the 

elite. Considering economic aspects in early modern Spain reveals that, 

despite women’s comparative weakness in the literary field, women 

writers paid to profit no less attention than men. Their works had often an 

economic or utilitarian purpose and adopted the same tactics employed by 

men to get the benefit they wanted. (Baranda 67)  

Azevedo’s plays are skillfully written from the perspective of an immigrant 

Portuguese woman, making her unique amongst other female authors of her time. Her 

plays directly address controversial topics, questioning the patriarchal system, gender 

 
1 Comedias de capa y espada typically featured plots centered around themes such as honor, love, disguise, 

and social class. They often revolved around the adventures of young noblemen (caballeros) who used 

disguises and clever strategies to pursue their romantic interests or defend their honor. 



 

 

 

2 

norms, faith, and supernatural occurrences while expressing her patriotic pride for 

Portugal. But who was this outstanding woman? Unfortunately, very little biographical 

information about Azevedo and no known pictures are available. The limited description 

of Azevedo’s appearance is found in the works by Manuel Serrano y Sanz and Cayetano 

Barrera y Leirado, which describe her as “ingenious, discreet, and beautiful"; These were 

desirable attributes for the perfect woman of the time. The scarce information available 

about her personal life shows that she was a traditional woman who married, had a child, 

and retired to a convent after her husband’s death. This is an unappealing profile for the 

feminist movement, contrasting wildly with proto-feminists Ana Caro de Mallén and 

María de Zayas, who led unconventional lives.  Camacho Platero stresses how bold 

women needed to be to pursue writing and what was at stake: 

Los valores sobre los que se construyó la identidad femenina explican la 

indecisión de la mujer a la hora de escribir a lo largo de su historia. La 

mujer que se atrevía a romper con expectativas genéricas que se tenían de 

ella se exponía, como mínimo, a ser criticada por sus superiores (todos 

hombres) o a ser investigada. 

Even though Azevedo wrote and published three plays, she is criticized for not 

giving her female characters a "feminist enough" ending. Pioneer scholar Teresa Scott-

Soufas believes that Azevedo does not condemn the patriarchy itself but the men who do 

not adhere to its norms (Dramas of Distinction 42). In fact, the so-called “traditional” 

endings allow Azevedo to unleash her controversial ideas in the body of the play. As 

Chambers says, “Azevedo is able to draw attention to these issues without added risk 

because she restores the order and the status quo in the end” (65). 

This thesis argues that Azevedo is far from a traditional "ingenious, discreet and 

beautiful" woman and is not only a feminist but also a rebellious Portuguese patriot 

unafraid to speak up against social gender norms and political issues. For this reason, this 



 

 

 

3 

researcher will look closer than previous scholars at how El muerto disimulado, as her 

only non-secular play, provides an open door into Azevedo's mind and identity. The play 

offers a glimpse into her beliefs and desires; through her comedic characters, she freely 

expresses what she could not as a "discreet" woman. In it, Azevedo created a utopian 

alternate reality where Portugalidade2 ruled, and women chose their paths. This thesis 

challenges Azevedo’s popular image by showcasing her rebellious proto-feminist ideas 

and patriotic self-image.  

This thesis also aims to fill in scholarly gaps regarding Azevedo's Portugalidade, 

patriotism, and the use of the Portuguese language within her work. Was she a proto-

feminist, or did she want to restore the patriarchal order? Did she have a proto-feminist 

vision? Was she a political and patriotic rebel? This thesis will attempt to crown Angela 

de Azevedo with the adjectives she deserves, from ingenious, discreet, and beautiful to 

relentless, patriotic, and proto-feminist. 

  

 
2 Immense pride of being Portuguese. 
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Chapter II. 

Spanish Golden Age & the Feminine Space 

In its native Spanish, Siglo de Oro Español3 is Spain's most fruitful and successful 

artistic period, dating from 1492 to 1681. This period included events such as the 

conquest of America and the Annexation of Spain and Portugal. The Spanish Golden Age 

produced masterpieces such as Don Quixote by Miguel de Cervantes and theater 

playwrights such as Calderón de la Barca, Tirso de Molina, and Lope de Vega.   

Theater 

The theater of the Spanish Golden Age comprised a range of dramatic genres, 

such as comedias (comedies), tragedies, and autos sacramentales (religious plays). The 

comedias enjoyed significant popularity, frequently showcasing intricate storylines 

around romantic entanglements and societal disputes. The comedias or comedies were 

plays normally staged in open-air courtyards known as corrales. The term corral de 

comedias can be rendered as Courtyard of Comedies in English. In contrast to indoor 

theaters, the corrales de comedias were outdoor venues where performances occurred 

throughout daytime hours. The spectators could occupy the galleries or remain on their 

feet in the courtyard. The theaters had a significant role as cultural establishments that 

facilitated Spanish drama's growth and widespread acceptance in the 17th century. The 

Corrales de Comedias are an integral component of Spain's theatrical legacy. 

  

 
3 Also known as teatro áureoo 
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Female Playwrights and Proto-feminism 

Though men ruled Spanish Golden Age literature, some women thrived in the 

field. There were probably more female writers, but few could publish their work.Stoll 

explains the complexity of the time for aspiring female writers: 

The woman writer had two basic ways to go: she could either continue to 

write in the vein of male-authored texts, hoping for acceptance because 

she was imitating the trends popular at that moment, or she could subvert 

convention, inserting into her texts an unconventional approach to the 

comedia as she established her own gendered voice (128) 

 

 The best known women writers of the time are: Ana Caro de Mallén4 with Valor, 

agravio y mujer and El conde Partinuplés; María de Zayas with La traición en la 

Amistad, Feliciana Enríquez de Guzmán, with Tragicomedia de los jardines y campos 

sabeos; Leonor de la Cueva y Silva, with La firmeza en la ausencia and Ángela de 

Azevedo, with three known plays: La Margarita del Tajo que dio nombre a 

Santarén, Dicha y desdicha del juego y devoción de la Virgen and El muerto disimulado. 

Saint Teresa of Ávila on the other hand, did not write theater plays but deserves to be 

recognized as a prominent female religious writer of the time with El castillo interior and 

Camino de perfección. Lisa Vollendorf describes these women as “Inteligentes testigos 

de su tiempo, perciben la injusta limitación femenina, cuya incapacidad no es innata, sino 

impuesta” (72). 

Scholars of the Spanish Golden Age have extensively explored proto-feminism 

and crossdressing in theater plays. These research trends include women-related issues 

such as honor, marriage, sex, and equality. Teresa Scott Soufas, the pioneer scholar on 

 
4 Ana Caro was one of the first known female writers of the time, and it’s believed that she produced much 

more work; unfortunately, she died of the plague, and it is believed her house was burned down with 

everything in it, including her work. 



 

 

 

6 

Spanish Golden Age female writers, says that Azevedo "focuses especially upon the 

woman commodified as merchandise to be haggled over by men" (Dramas of Distinction, 

78). At the time, women had only two options: to marry or to become a nun leaving no 

place in society for a woman who was not attached to a man or God. Azevedo’s main 

criticism of the patriarchal system is that women who followed the rules had no reward, 

so in her plays, "Azevedo creates dramatized societal situations in which there is no 

comfortable place even for those women who are so attached" (Dramas of Distinction, 

73). According to Soufas, Azevedo’s compliance with the patriarchal system would not 

spare women from misery. However, is that enough to consider her a proto-feminist? 

First, proto-feminism and feminism denote distinct phases within the broader 

framework of promoting women's rights and gender parity. Author Bonnie Smith defines 

feminism as “the movement seeking the equality of the sexes and the rights of the female 

sex” (9) Proto-feminism encompasses the initial movements, concepts, or personalities 

that pushed for women's rights and equality before the formal establishment of 

contemporary feminism. These early proponents of feminism established the foundation 

for subsequent feminist movements, although they may not have explicitly self-identified 

as feminists in the contemporary sense. 

Certain early thinkers and authors challenged the conventional gender roles 

imposed on women and pushed for their intellectual and social parity. Proto-feminism 

can be defined as the initial manifestations of concepts and actions that laid the 

foundation for structured feminist advocacy. Feminism, on the other hand, encompasses a 

broader and contemporary range of movements that promote women's rights and gender 

equality. Although the term proto-feminism is employed to characterize these initial 
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endeavors, it is crucial to acknowledge that the notion of feminism has changed over the 

years, with feminist movements adopting more varied and inclusive objectives and 

techniques. 

Pioneer scholar Teresa Scott Soufas in her book Dramas of Distinction: a study of 

plays by Golden Age women argues that "[t]he protofeminist positioning of the women 

writers of the seventeenth century does not involve a revolutionary approach to the 

dilemmas of gender that depicted women confront" and proceeds to explain that these 

women did not blame the patriarchy for their problems but the inability of men to adhere 

to the patriarchal norms properly (42). This researcher begs to differ and believes that 

proto-feminists had to do the best they could within their reality; we cannot expect them 

to lead a pro-abortion march, when they were still treated like property. For example, 

Azevedo condemns that women could not choose their husbands. In the patriarchal 

system, the head of the household chooses the husband.5 This research adheres to the idea 

that proto-feminism is a term that should be given to women who paved the way for 

modern feminism. Women who questioned the patriarchy and dared to fight for rights 

and freedoms that today we take for granted. If they successfully lived "feminist enough" 

lives or were able to create change in their society should not be the sole criteria for 

judgment. In this researcher's opinion, publicly questioning the patriarchy during pre-

feminist times should be acknowledged as a proto-feminist act, let alone publishing three 

plays calling out the patriarchy for femicide, sexual abuse, oppression, and 

commodification, as Azevedo did. 

 
5 This responsibility would fall on the man in charge whether it was a grandfather, a father or a brother.  
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 Teresa Scott Soufas in Dramas of Distinction: a study of plays by Golden Age 

women directly addresses Leonor de la Cueva's individualist feminism regarding her 

character, Armesinda, and praises it as a feminist character (69). She uses the terms 

Renaissance feminism and individualist feminism to address female character 

interventions in Ana Caro de Mallén's El Conde de Partinuplés (55). In another chapter 

of the same book, Soufas addresses Azevedo and María de Zayas. Even though Soufas 

considers crossdressing a feminist modus operandi, she praises Zayas' courage to portray 

carnivalesque aspects in a female character without hiding her behind the crossdressing 

technique like Caro and Azevedo did (141). María de Zayas stands out in modern 

scholarship as the preeminent feminist of the Spanish Golden Age. Still, this researcher is 

intrigued by the controversial claim advanced by Rosa Navarro Durán6, which argues that 

María de Zayas was one of the heteronyms used by Alonso Castillo Solórzano and that 

the crowned feminist of the Spanish Golden Age was a man. Navarro's theory offers a 

possible reason why María de Zayas is riskier in her portrayal of female characters; it 

could also explain the explicit sexual scenes that denote tremendous dominium over 

sexual matters, which was uncommon amongst noble women of the time. Azevedo's 

characters are not as spicy, outspoken, and scandalous as Zayas', but she should not be 

considered less of a proto-feminist because of that. It is also fundamental to emphasize 

that men were not subjected to the same societal and legal consequences as women; 

women could easily end up at a stake or outcast for things men did daily. 

There is also Francisco Sanchez Ibáñez, who, in his article, Una hermana 

vengativa en la corte de Lisboa included in Las Mujeres Protagonistas del Teatro 
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Español del Siglo de Oro by Rafael González Cañal, states that even though Azevedo's 

female characters are courageous, Azevedo presents a feminine perspective of the 

problems of her time and proceeds to say, "Considero un error incurrir en anacronismos 

como decir que se ofrece una crítica feminista en El muerto disimulado y en el resto de 

sus obras literarias"7 (201). This researcher could not disagree more with his position. 

Even though feminism did not exist back then, he does not acknowledge her as a proto-

feminist. The fact that he reduces Azevedo’s complaints to a mere "feminine 

perspective," considering she includes an outcry of femicide brought in La Margarita del 

Tajo que dio nombre a Santarén, is revolting. Coming from a male author, it shows that 

some men still belittle women's problems and consider them too emotional. As a woman, 

I can attest that many situations Azevedo calls out are still relevant today.  

Despite all the bold feminist moves throughout her plays, Azevedo's female 

characters are subjected to a traditional patriarchal ending; they all end up married, in a 

convent, or dead. For that reason, critics collectively agree that even though Azevedo's 

plays are full of patriarchal criticism, "no new social space is created for the women" 

(103), and they "are pessimistic about the possibility of change in the prevailing system" 

(72). This thesis vehemently disagrees with the collective idea of condemning Azevedo's 

"patriarchal endings" and unfairly removing her from the proto-feminist list when Ana 

Caro de Mallén is collectively praised as a proto-feminist when her play Valor, Agravio y 

Mujer ends with the classical "escape clause" marriage. This thesis argues that Azevedo's 

motives cannot be judged under a modern feminist scope. Women currently enjoy 

 
7 “I believe it’s a mistake to resort to anachronisms like stating that El muerto disimulado and the rest of 

her plays offer a feminist critical approach”. 



 

 

 

10 

freedom thanks to pioneers like Azevedo, who dared to dream about the freedom women 

have today.  

In Azevedo’s time, for a woman to choose her spouse or control her finances was 

a wild dream. We cannot ostracize her for not offering a rebellious alternative when she 

was already dreaming big for the reality of her time.  

It seemed to me crucial for feminist criticism to acknowledge rather than 

to efface contradictions in the female subject of drama and not to duplicate 

the idealist search for a perfect revolutionary by demanding a unified 

‘heroine’ capable of providing a distilled opposition to a monolithic 

patriarchy as a prerequisite for a ‘subversive’ text. (Loomba 17) 

 

On this matter, Chambers, in her essay Ultimate Reality and Meaning in the Works of 

Angela De Azevedo says, “[b]ecause Azevedo does not advocate change, she cannot be 

considered a feminist in the modern sense, yet her plays clearly highlight the exploitation 

of women who seek only to be allowed the same freedoms and opportunities as men” 

(72).  It is hard to believe that Azevedo’s plays are not considered agents of change; We 

cannot condemn a baby for crawling because we can already run. Quintero reminds us 

that “we have to confront, first of all, the dominant narrative that attempted to 

systematically relegate women to the domestic, private sphere, making them silent and 

invisible”. 

Historical Context and the Reality of the Time 

From the 15th to the 17th centuries, the society was marked by a patriarchal 

structure. The patriarchal system was a societal and cultural framework that prioritized 

the supremacy of men in multiple domains, such as family, politics, religion, and the 

economy. 
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The Patriarchal System in Spain 

Several significant features characterize the patriarchal system in Renaissance 

Spain: the family served as the foundational entity of society, operating in a hierarchical 

structure with the father assuming the role of household leader. The patriarchal family 

structure was defined by the father's dominance over the wife, children, and other 

dependents. Rigid gender norms were imposed, delineating distinct responsibilities and 

expectations for males and females. Historically, men were commonly linked to public 

life, politics, and employment beyond the household. At the same time, women were 

predominantly tasked with domestic responsibilities, raising children, and managing the 

household. Women were frequently regarded as legal minors and were required to obtain 

the agreement of a male guardian for a range of decisions. Women frequently faced 

restricted access to educational options.  

Cultural norms actively cultivated in the sixteenth and seventeenth 

centuries in Spain clearly ask, in fact require, of women that they obey 

their husbands or other male masters and abjure any aspiration to personal 

expression or satisfaction. Didactic treatises in both Spain and England 

urged on women obedience and devotion, no matter how harsh their 

husbands (El Saffar 83) 

 

Males enjoyed superior educational opportunities, exploring humanities, sciences, 

and the arts. Women were traditionally obliged to prioritize their proficiency in 

household tasks and religious instruction. 

Marriage was important as an institution, frequently arranged to enhance the 

social and economic bonds between families. The social standing of women was 

intricately linked to their marital status, with their primary function being perceived as 

providing support to their husbands. The Catholic Church exerted a pivotal influence in 
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upholding patriarchal customs. Religious doctrines and establishments promoted the 

concept of male dominance, emphasizing the subordination of women to their spouses. 

Traditionally, men held a significant share of economic power and property ownership. 

Inheritance rules exhibited a bias towards male heirs, resulting in the customary 

transmission of property along patrilineal lines. 

Honor, Marriage & Sex 

DON RODRIGO: 

Que el qué dirán 

pone mancha en la más limpia. (1620)         

       

The concept of honor held significant importance during the Spanish Golden Age 

and was deeply ingrained in the culture and society, particularly among the nobility and 

the military class. For the Spanish during this period, honor was not merely a personal 

attribute but a reflection of one's social standing, family reputation, and adherence to 

codes of conduct. It was closely tied to loyalty, integrity, courage, and adherence to 

societal norms. Unfortunately, honor was mainly tied to women’s virginity and purity. 

This meant that a family’s honor depended greatly on the purity and chastity of its female 

members. Hence, men of the time were obsessed with controlling the behavior of their 

wives, daughters, and sisters. Duels were not uncommon as a means for individuals to 

defend their honor or settle disputes; many times, to clean a tarnished honor, they killed 

the woman and or the man involved in the quarrel.  

Women were seen and treated as mere commodities, and men often got away with 

all sorts of crimes against them. Though this might sound like common sense to modern 

readers, it is necessary to put it into a historical context. In the book Sex Crimes, Honour 

and the Law in Early Modern Spain, Renato Barahona examines about 310 lawsuits for 
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the crimes of estupro8 or the unmarried women's loss of virginity (Barahona 6) through 

rape or biased consent acquired through a false marriage promise in court in Vizcaya, 

Spain from 1528-1735 (which includes Azevedo’s life span). The high number of cases 

explains the persistent topic of the comedias and how they reflected the viral menace 

women faced in their daily lives. Most female characters in Spanish Golden Age 

comedias are portrayed as victims of sexual misconduct, which becomes the catalyst for 

the classic revenge plots that often involve crossdressing to avenge their honor. This can 

be seen in plays by female writers such as Ana Caro de Mallén in Valor, Agravio y Mujer 

and by male writers such as Tirso de Molina in La Villana de Vallecas, showing that this 

was a broadly known and common situation of the time. Barahona explains the critical 

elements of these sexual crimes as defined by the law of the time: 

1) Courtship, persuasion, and offers; 2) seduction and premarital sexual 

relations…generally carried out under the promise and assurance of 

matrimony; 3) a breach of promise to marry by the defendant (sometimes 

accompanied by his flight- in effect by abandonment of the female); 4) 

assertions of shame and dishonour to the plaintiff in the aftermath of the 

deception and desertion; and 5) claims of damage. (Barahona 6) 

In plays with such plots, women usually come up with an enredo or entangled 

situation involving lies, manipulation, and deception to get their aggressors to marry them 

and restore their honor. These men (if caught) could face financial punishment, jail, or 

even death by a male of the victim's family. The law provided "an important 'escape' 

clause." (Barahona 5), which was for the aggressor to marry the victim. In most, if not all, 

the comedias, the aggressors choose the "escape clause" and marry the dishonored female 

character, restoring the broken societal order and giving her back her honor.                    

 
8 The crime of estupro can be rape or cases in which a man has sexual relations with a woman by means of 

seduction or deceit. In those times the most common way to lure a woman into sex was under the false 

promise of marriage. 
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It is important to note that a dishonored woman was deemed useless and worthless to 

their family; these women would not be able to find a suitable husband, job, or decent 

place in society. Male family members could kill many to clean the family's honor; the 

assaulted women could be sent off to a convent or be left alone to roam for themselves 

(more common in the lower classes). 

The Feminine Space 

The higher a woman’s social rank, the less freedom a woman had. Considering 

that families relied on the purity of women to be considered honorable, noble women 

were subjected to constant surveillance.  

Men possessed the capacity for reason, action, aggression, independence, 

and self-interest. Women inhabited a separate, private, domestic sphere, 

one suitable for the so-called inherent qualities of femininity: emotion, 

passivity, submission, dependence, and selflessness (Smith 10) 

 

 Honorable women would not be seen roaming the streets unaccompanied. If they 

were allowed to attend public spaces such as churches or theaters, they would always be 

accompanied by a male family member or a servant. The feminine realm was indoors, 

and the masculine realm was outdoors.  
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Angela de Azevedo, a Portuguese in Disguise 

Angela de Azevedo is believed to have been born in Lisbon, Portugal, sometime 

during the first half of the 17th century. Even though there is no actual proof, the 

accepted theory amongst scholars is that Azevedo served Queen Isabel de Borbón as a 

lady-in-waiting in Philip IV's court. Other opposing theories that date El muerto 

disimulado between 1660 and 1682 say it is improbable that she could have served the 

Queen as timelines would not match. The scholarship coincides with the fact that 

Azevedo married a wealthy, high-rank man, had a daughter, and retired to a convent after 

her husband’s death.  

Regarding her appearance and personality, Barrera9 in his Bibliographical and 

Biographical catalog of Classic Spanish Theater says that “Mereció doña Angela, por su 

natural discreción y rara hermosura, especial aprecio de nuestra reina doña Isabel de 

Borbón”10 (4), and Serrano y Sanz in his atlas of female Spaniard writers reiterates the 

same attributes of discretion and beauty when saying “tuvo fama de ingeniosa, discreta y 

hermosa”11 (10) which were valuable qualities in the feminine archetype of the time. If 

she really lived in the court, it would provide her with an unmatched opportunity to be 

among the best minds of her time and access extraordinary means to develop her writing 

skills. As if being a woman was not enough of a disadvantage, she was also a Portuguese 

immigrant and writing in a foreign language. To give context to the blatant resentment 

towards Spain shown in Azevedo's work, it is essential to state her political reality. The 

 
9 Barrera y Leirado, Cayetano Alberto De la, and Biblioteca Nacional. Catálogo bibliográfico y biográfico 

del teatro antiguo español: Desde sus orígines hasta mediados del siglo XVIII. M. Rivadeneyra, 1860. 
10 Lady Angela de Azevedo, due to her natural discretion and rare beauty, was held in high esteem by our 

Queen Isabel of Borbón. 
11Azevedo had a reputation of ingenious, discreet, and beautiful. 
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Spanish took control over Portugal in 1580, and in 1640, Portugal claimed its 

independence from Spain, beginning the Portuguese Restoration War that would go on 

until 166812. Considering the biographical data available, it is believed that Azevedo 

lived through the Portuguese Annexation and Restoration War period. For this reason, 

Spanish was the primary language of the empire, and the wealthy Portuguese class was 

well-versed in it. According to author Barbara Mujica: 

Durante los siglos XVI y XVII muchas de las grandes familias 

portuguesas eran bilingües. Escritores como Gil Vicente y Jorge de 

Montemayor, cuyas obras eran destinadas a la aristocracia, escribían tanto 

en portugués como en español. Por tanto no es sorprendente que las dos 

escritoras laicas portugueses del sigo XVII de las cuales nos han llegado 

obras- Angela de Azevedo y Leonor Meneses, ambas de familias nobles- 

escribieran en español. (232) 

 

Azevedo stands out because, she did not deny her Portuguese roots, included 

allusions to Portuguese superiority, and purposely mixed Portuguese words within her 

writing. 

Angela de Azevedo’s Plays 

Only three plays are attributed to Azevedo: two religious plays: 13Dicha y 

Desdicha del juego y devoción de la Virgen, La Margarita del Tajo que dio nombre a 

Santarén and one secular play, El muerto disimulado. All three of them were published, 

which was a rare accomplishment for a woman of the time.  

 
12 See chapter 5 for more in depth analysis.  
13 The Autos sacramentales were religious dramas that centered around the Eucharist and were frequently staged 

during Corpus Christi festivities. 
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This thesis will look closer than previous scholarship at how El muerto 

disimulado, as her only non-secular play, provides an open door into Azevedo's mind and 

identity; In it, Azevedo created a utopian alternate reality of feminism and Portuguese 

appraisal. Some of these topics might not seem controversial to a modern audience; still, 

for a seventeenth-century woman living in a conservative country like Spain this was no 

less than a rebellious act. 
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Chapter III. 

El muerto disimulado  

El muerto disimulado is Azevedo’s only secular play and was printed in the 

comedia suelta format14. It is important to note that even the humblest printing was quite 

an achievement for a female playwright. It was extremely rare for women to be able to 

print any work at all.15 Currently, only two copies of El muerto disimulado remain: one at 

the National Library in Madrid and one at the British Library in London. This researcher 

was lucky enough to be able to examine the copy at the British Library. According to 

their records, the pamphlet was purchased from a private collector.  

 
14A cheap to print pamphlet with no hard cover or high-quality details. They were sold for an affordable 

price and accessible for even the lower social classes to acquire. Azevedo’s plays were all printed as sueltas 

in the same format, font, and quality (See appendix 1). 
15 Out of all the female writers known at the time, only a few could publish their work (or maybe some 

more did but were lost). Some female writers who published their work then were María de Zayas, Ana 

Caro de Mallén, Angela de Azevedo, and Sor Juana Inés de la Cruz.  
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Figure 1. El Muerto Dissimulado - Original Pamphlet 

This researcher took these authentic images of the original printed “El Muerto 

Disimulado” pamphlet, which is located at the Rare Books Reading Room at the British 

Library in London (book id: 11728 a.28). Famosa El Muerto Dissimulado. Por Doña 

Angela de Azevedo, British Library. This researcher was tremendously honored to be 

allowed to examine the original pamphlet personally and authorized by the library 

personnel to take pictures for further examination and to include them in my thesis. 
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Figure 1.1 El Muerto Dissimulado- Original Pamphlet 

Considering that this pamphlet is approximately 400 years old, it is almost a miracle that 

it survived in such a good condition. The fact that Azevedo could print her plays with 

such quality shows that she was wealthy and had strategic social connections. 
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Figure 1.2 El Muerto Dissimulado- Original Pamphlet 

According to the red stamp at the end, the British Library purchased the book from a 

private person. 
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Figure 1.3. El Muerto Dissimulado- Cover of Original Pamphlet 

This is the pamphlet's cover, identical on both sides. The library provided this cover, and 

it is not an original. The original pamphlet is a “suelta” with no hard covers.  
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Figure 2. Dicha y Desdicha del Jvuego y Devoción de la Virgen – Original Pamphlet 

The library also possesses a copy of Azevedo’s play “Dicha y Desdicha del juego y 

devoción de la Virgen” (Id. 11728. a 24), which is identical to “El Muerto Dissimulado” 

and is identical in size, font, quality and has an identical cover to this one as well.  
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Unlike most published works of the time, none of Azevedo’s pamphlets have a 

printing date which has caused debate amongst the scholars as to when her plays were 

published. This is topped by the previously discussed fact that there is little to no reliable 

biographical information about Azevedo to help clarify the issue. Due to the lack of 

information on the matter, scholars have resorted to other measures to reach an 

approximate date, such as historical events or allusions to the plays, to position them in 

an approximate time frame. Considering all the options suggested by the Scholarship, it is 

believed that El muerto disimulado was written somewhere between 1630 and 1682. This 

conclusion was reached by analyzing her plays and noting Calderon’s influence on 

Azevedo’s play, mentioning the Armada de Saboya (Fleet of Savoy) and a king (and not 

a regent) at the Lisbon palace. Author Fernando Domenech16 believes it had to be written 

somewhere after 1640 as it was in that year that Portugal proclaimed its independence; 

that’s the only way there could be a king and not a regent in Lisbon like Lisarda states in 

the play. Author Urban Baños17, on the other hand, differs and believes she can be as 

specific as dating the play to anywhere between July 20th and December 7th of 1682. She 

believes Azevedo was entrusted with writing a play to celebrate the wedding of Victor 

Amadeus II, Duke of Savoy, and his cousin Isabel Luisa Josefa, Princess of Portugal18. 

Author Valerie Hegstrom in the Introduction to her English translation of                         

 
16 “Introducción” a La margarita del Tajo que dio nombre a Santarén/ El muerto disimulado, Fernando 

Domenech Rico (ed.), Madrid, Asociación de directores de Escena de España, 1999, p. 5-28. 
17 La Empresa Más Lucida y Más Hermosa de Portugal: Clave Histórica Para La Datación de El Muerto 

Disimulado de Ángela de Acevedo. Presses universitaires de Provence, 2015 
18 Both their mothers planned the wedding of Victor Amadeus and the Infanta Isabel Luísa of Portugal. 

This union would mean his mother, Marie Jeanne, would gain control over the Duchy of Savoy as Regent, 

while her son would be obligated to move to Portugal with his new spouse. Victor Amadeus declined, and a 

faction that refused to acknowledge his departure from Savoy was established. Although a marriage 

contract was signed between Portugal and Savoy on 15 May 1679, the union did not materialize and was 

subsequently annulled. 
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El muerto disimulado adds to the debate by bringing up that the play is mentioned in an 

undated letter sent from Brazil to someone in Portugal19; it is mentioned in a way that 

suggests the reader knows the play and its plot. Hegstrom estimates the letter was 

probably written around 1705 based on historical events included in the text. The fact that 

people in Brazil knew about the play shows that it was indeed “famous,” as its front-page 

states, and that it was broadly distributed. Up to this point, it’s all speculation, and the 

Scholarship has no consensus about a specific year. This researcher believes Urban 

Ubaño’s is well backed up by her historical analysis and, for so, is inclined to support 

1682 as the publishing date of El muerto disimulado. 

Plot and Main Topics 

El muerto disimulado, like all Azevedo’s plays, takes place in Portugal, 

specifically in Lisbon. It is a Comedia de enredo de capa y espada that tells the story of 

Lisarda, a Portuguese noblewoman who received the dreadful news that her brother, 

Clarindo, was killed. This causes her father to have a heart attack and die. Living in a 

patriarchal system, she found herself alone and as the only one who could avenge her 

brother’s death. To move freely and safely in a man’s world, she employs the common 

practice of crossdressing used in Spanish Golden Age theater. Lisarda cross-dresses as 

Lisardo with the help of her servant, Papagayo, who knows the whole truth. Lisarda 

embarks on a long journey from her hometown of Lamego to Lisbon, where she plans to 

talk to the king and get justice. Jacinta is forced by her father, Don Rodrigo, to engage 

 
19 El Capitan Belisario, ‘Carta por titulos de Comedias vinda da cidade de S. Paulo sobe o levantamento das 

Minas’, Letter 28 of ‘Documentos do Arquivo da Torre do Tombo copiados pela Dra. Emilia Felix, por 

solicitção do Sr. Jose Pedro Leite Cordero’ 
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with Don Álvaro, whom she dreads. It turns out Don Álvaro stabbed Clarindo out of 

jealousy for Jacinta and left him for dead. Clarindo is El muerto disimulado, the one 

presumed dead who will also recur to cross-dressing as a trinket seller to freely move 

within the female spaces of the time and prove if his beloved Jacinta is still faithful to 

him. Lisarda, dressed as Lisardo, falls in love with Don Álvaro and later finds out he is 

the killer she was looking for, but this does not deter her from pursuing his love. At the 

same time, a subplot occurs between Dona Beatriz (Don Álvaro’s sister) and her cousin 

Alberto. They are in love, but Don Álvaro disapproves of the union. Lisarda and Clarindo 

uncover their true identities and expose the truth about the attempted murder. The play 

has a classical Spanish Golden Age ending in which all is suddenly uncovered, and 

marriage solves everything. Lisarda marries Don Álvaro, who will now be forgiven and 

go from Clarindo’s killer to Clarindo’s brother-in-law. Doña Beatriz marries Alberto, and 

Clarindo marries Jacinta, restoring the socially accepted order. 
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The Characters 

• Clarindo, the presumed dead    

• Don Álvaro de Gamboa, the villain 

• Alberto, pursuer of his cousin Beatriz 

• Don Rodrigo de Aguilar, Jacinta’s father 

• Papagayo, gracioso (the comic) 

• Lisarda, the mujer varonil20 

• Doña Beatriz de Gamboa, Don Álvaro’s sister 

• Jacinta, Clarindo’s lover  

• Hipólita and Dorotea, servants  

The Female Characters 

Azevedo created a group of bold female characters who dare to be the masters of 

their destiny. As previously discussed, it is essential to carry the analysis within the 

proper historical context; women at the time were treated and seen as commodities; thus, 

they had to marry the man who was convenient to the head of the household. The idea of 

women having free will or power over their destiny was very rebellious, and Azevedo 

doesn't stop there; her female characters not only fight for their goals but "all the women 

get exactly what they had wanted all along" (Gascón 131). These female characters have 

developed a way to make the patriarchal system work in "their favor" and to attain what 

they wanted. Since in the Western world, we live in a society where women are granted 

 
20 Masculine woman 
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fundamental rights, choosing who to marry does not stand out as a rebellious act; 

however, back in the times of Azevedo, it was a bold and audacious idea: 

What is distinctive in Azevedo's work is not the mediating function of 

female characters in itself, for this is certainly evident in numerous 

comedias, but the consistency, across genres and subplots, with which the 

dramatist imagines women's success and men's failure in the endeavor. 

(Gascón 141)  

 

Múzquiz-Guerreiro also agrees that Azevedo skillfully presents twists in the plot as the 

women outwit the male schemers (160). What this researcher finds particularly 

fascinating and incredibly unique about El muerto disimulado is that none of its female 

characters is dishonored due to a false marriage promise, which is the most common plot 

for female characters of the time. Also, no female character is murdered, sexually 

assaulted, or physically hurt by a male character. Once again, this might pass 

inadvertently to the modern eye. Still, considering the reality of the time, this is a 

tremendous sign of proto-feminism, showing that Azevedo aspires to a world where 

women are safe from patriarchal harm and can choose their destiny. The first part of that 

can still be a dream even today. Notably, Lisarda chooses to pursue Don Álvaro and 

starts a plot to get him without him knowing. 

Similarly, Jacinta tells Dorotea that she is the one to see Clarindo first and pursue 

his gaze. This is tremendously important as it places women in power and authority. 

Usually, women of the time would play a passive role in choosing a mate, being the man 

who chose and pursued the woman. In both cases, Lisarda and Jacinta consciously chose 

their men and had to devise a plan to conquer them.  
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Jacinta 

Jacinta is a young noblewoman who faces the patriarchal challenges of her time. 

The play itself opens with Jacinta running away from her father, Don Rodrigo, who is 

coming after her with a dagger, ready to kill her over her resistance to marrying. At this 

point, everyone believes Jacinta is entirely against the institution of marriage because she 

has kept her love for Clarindo a secret. For this, her father bends and offers a tremendous 

privilege for the time: he allows her to choose who she wants to marry. This is a trick 

because he will gaslight her into choosing Don Álvaro, which he has already secretly 

chosen. Jacinta does not fall for his brainwashing and is the boldest character on this 

topic, as she: 

…resists commodification. She refuses to be bartered and will not see her 

desire to demonstrate her loyalty to Clarindo…swept aside in the name of 

patriarchal values. In Jacinta, Azevedo affirms a woman's right to her 

desires. (Gascon 130)  

 

Lisa Vollendorf argues that "…the protagonists of female-authored texts often have a 

choice. In making choices about their erotic pursuits, the characters demonstrate a 

gynocentrism that privileges women's desire" (273). In response to her father’s death 

threats, Jacinta boldly replies: 

¡Ay de mí!                  

Déjale ya, Dorotea, 

no le impidas sus furores 

para que de sus rigores 

ofrenda mi vida sea; 

que es menos riguridad 

que yo a sus fieras manos muera,              

que ver que tirano quiera                

quitarme la libertad. (15-20) 

 

At this point, Jacinta is willing to die before marrying and letting a man take her 

“freedom” away. Unfortunately, it does not seem like this was an isolated incident 
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because Jacinta states, “Siempre me viene a matar”21 (145). This shows how men owned 

the women under their care and how they could discard them if they were not useful. Don 

Rodrigo’s words lead us to believe that the only reason why he has not killed her yet is 

because she is his only child, and so killing her would be a foolish move as it means he is 

losing his only negotiation asset. 

From Jacinta’s first appearance, there is evidence of her liberal and strong-

willed nature. More importantly, she is keenly aware of the inherent 

antifeminism in Spanish society and of her father’s tyrannical behavior as 

a reflection of that antifeminism. Regardless of the consequences, she 

remains inflexible. She values her right to choose more than her life. 

(Gabriele 129) 

 

As previously stated, noble women of the time had few spaces to inhabit. They 

either lived with male figures or they lived in a convent. The alternative to that was dead 

to protect the family’s honor. In this case, Jacinta believes Clarindo is dead and remains 

loyal. She knows she has two options: to go to a convent or die. When her father refuses 

to send her to a convent22, Jacinta is willing to embrace death. 

Jacinta shows tremendous values and attributes throughout the play. She is not 

only fiercely loyal to Clarindo but also brilliant. Jacinta’s gut feeling about Don Álvaro 

being Clarindo’s killer is correct, and she creates a whole plan to avenge him. Jacinta is 

also very supportive of other women in need in the play; she gives shelter to two female 

victims of the patriarchy: Beatriz and Clara.  

Jacinta also chooses Clarindo; she tells Dorotea that she saw Clarindo first, and he 

noticed her. “Vile y vióme, y de curiosa / pasó la vista a empeñada” (250-51).                  

 
21 He is always trying to kill me. 
22 Women were considered strategic tools in the pursuit of leveling up. Beautiful daughters were precious 

to their fathers as they meant they could ally themselves with more affluent or more powerful families. 

Sending Jacinta to a convent would be useless to her father, who had already reached a beneficial marriage 

agreement for her with Don Álvaro. 



 

 

 

31 

It can be inferred from her words that she focused her gaze on him until he got the hint; 

with her gaze, Jacinta gave Clarindo the green light to approach. Another clue that Jacinta 

is exceptionally savvy, and smart is that nobody knows about her love for Clarindo, 

including her servant Dorotea. Usually, the servants are their master’s confidants, as we 

see between Beatriz and Hipólita and Lisarda and Papagayo. Considering that noble 

women needed to be under continuous surveillance to preserve their honor, they formed 

strong alliances with their servants, who were their facilitators. Jacinta formed a love 

bond with Clarindo in a public space (the Church), crafted a meticulous plan to meet him 

at midnight, and had physical contact23 with him without her servant, other people, or her 

father24 noticing is absolutely genius. She even says, “Sucedió como quería…” 25 (321), 

which shows she was fully conscious of what she was doing and the consequences it 

could have.  

Jacinta also had a gut feeling that Don Álvaro was Clarindo’s killer and started a 

plan to prove it. She later paired up with Clara so both could take revenge on their target. 

This provides Jacinta’s character with feelings and qualities associated with men. 

Jacinta accomplished all her goals relying on her shrewdness alone, with no 

disguise, crossdressing, or significant assistance from her servant. “There is no gender 

blending in Jacinta’s character because she does not need to wear men’s clothing to keep 

her pledge. She can fully fulfill her desires as a female from the confines of a well 

established feminine space” (Chambers 64). 

 
23 Jacinta says that when she met with Clarindo at midnight “Descubriéronse los pechos...” (329) which 

could be either both chests were uncovered, or her breasts were uncovered. Either way, considering the 

following verses (329-350) it could be interpreted like they had physical contact. 
24 We know Don Rodrigo did not know about her affair with Clarindo on this line “¿Es posible Jacinta, / 

que tanto disimulas / de tu amor el cuidado / que de un padre le ocultas? (2238-41) (How is it possible 

Jacinta that you could hide your love so well and hide it from your father?) 
25 It happened just the way I wanted it to. 
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 Azevedo presents in Jacinta what could arguably be the perfect woman; Jacinta 

presents the perfect balance between feminine and masculine energy. Jacinta is the middle 

pillar between Lisarda and Beatriz. In this researcher’s opinion, that makes Jacinta a true 

mastermind of her time.  

Lisarda 

Lisarda comes to play the classic role of the mujer varonil. According to author 

Melveena McKendrick “For by mujer varonil is meant here the woman who departs in 

any significant way from the feminine norm of the sixteenth and seventeenth centuries.” 

She is a noblewoman trapped in a different patriarchal scheme. Her brother Clarindo is 

presumed dead, and their father dies upon the news, so their house is left without any 

male to protect it. When no men were left in the family, a woman could control the 

household, including finances. Maroto explains that "women of that time had no access to 

money or property unless the men of the family were dead or absent" (318); for this, 

Lisarda can get her hands on her family's estate. Soufas explains that through this 

situation, Azevedo stresses that financial independence is vital in women's road to 

freedom. Lisarda could pursue her plan because she gained control of her family's estate 

and dressed as a man (Dramas of Distinction, 128). Through Lisarda, Azevedo stresses 

that the foremost step for women to gain freedom in a men’s world is to be financially 

independent. That would be enough nowadays, but back in Azevedo’s time, even a 

financially independent woman still had less freedom than an average man. After getting 

her family’s money, Lisarda still could not move around safely and freely since "the open 

public spaces are the realm of adventure associated with the masculine" (Maroto 318). 
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The only option left for Lisarda to fulfill her plan without risking her life was to cross-

dress as a man and be in the company of a male, her servant Papagayo. 

De aqueste traje me valgo                            

para la venganza mía, 

con más libertad buscando                              

de mi hermano el homicida. (740)  

 

It is important to note how “freedom” is a common word used by the female 

characters. Since they lack it, everything they do is to pursue more or protect the little 

they have. Lisarda, as de mujer varonil, represents a woman fully in her masculine 

energy and often resents the limitations imposed on her gender. When Papagayo praises 

her for looking so beautiful, even disguised as a man, she takes it as a mockery and 

replies: 

Te burlas y me das chasco?                            

No me hables en hermosuras,                            

sino en coriscos, en rayos, 

en fierezas, en rencores,                        

en pasiones, en enfados, 

en pesadumbres, en iras, 

en furores, en estragos, 

que la cólera mi pecho 

hizo un incendio en que ardo. (700-705) 

 

Lisarda rejects the praise and asks to be acknowledged with words such as 

passion, rage, anger, sorrow, and fierce; all those words are associated with masculine 

energy. Interestingly, this thesis focuses on changing Azevedo’s descriptive adjectives 

from submissive to rebellious. One of the adjectives used to describe her is “beautiful,” 

which was the most crucial attribute of a woman of that time; through Lisarda, Azevedo 

fights back and demands women to be recognized with qualities of depth and substance. 
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 This researcher believes that Azevedo would want to be described as something 

more than just “beautiful and discreet,” Lasarda says: 

No se admire quien conoce                      

que suelen efectos varios                              

una afición y una pena 

causar en un pecho humano, 

de lo que me ha sucedido                        

siendo mujer, porque es claro, 

siendo más flaco este sexo,                           

que siempre es más arrojado. (3635-3640) 

 

Lisarda calls her gender “flaco,” labeling it as the weaker gender; she argues that 

being a weaker gender forces it to be bolder and fearless. Here, Lisarda shows that she is 

aware of the social limitations imposed on her gender but disagrees. Lisarda is the 

character that Azevedo created to show women that they are not just capable of doing 

what men do but to surpass them. Lisarda not only cross-dresses to avenge her brother, 

but she also defeats the villain in a sword fight, which makes him fall for her, dressed as a 

man, and ends up marrying him. It is worth noting that Lisarda knew Don Álvaro was 

engaged to Jacinta, and even so, she was plotting a way to get him. Don Álvaro went 

from having no predators to becoming Lisarda’s prey. Lisarda made the toxic masculine 

character question his sexuality and brought him to his knees. All of this might sound 

common to us, but for Azevedo, she was a futuristic role model who embodied the 

hidden feminine potential. What else could be if Lisarda is not proof of Azevedo’s proto-

feminist ideas? 
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Doña Beatriz de Gamboa 

Doña Beatriz de Gamboa is the opposite of Lisarda. Beatriz embraces her 

feminine role as dictated by the social programming of her time. She embodies all the 

qualities of the weaker gender despised by Lisarda. Even though Beatriz falls in love with 

her cousin Alberto, that is not enough for her to rebel against the patriarchal system. 

Unlike Jacinta, who was willing to die for love, Beatriz’s patriarchal programming won. 

Beatriz runs away, fearing for her life, and with good reason. Her brother Don Álvaro 

was after her for tarnishing his honor by engaging in dubious behavior with their cousin 

Alberto, who, though related, was of a lower social class than them. We all know at this 

point that Don Álvaro is very well capable of murdering, and Beatriz knows his temper. 

Beatriz seeks shelter at Jacinta’s house, knowing that Don Rodrigo is very well capable 

of controlling her brother and protecting her. There, she professes what this researcher 

thinks to be the most disempowering and heartbreaking lines by a female character in the 

play: 

Del corazón (que adivina) 

esta temiendo el recelo 

que no consienta mi hermano 

que sea mi esposo Alberto.                          

Y aunque yo pudiera casarme                      

sin este consentimiento, 

a su gusto quiero tanto 

que sin su gusto no quiero. 

Y así pues que aqueste avalo                        

dispuso el hado siniestro,                         

y no he de volverme a casa, 

viendo mi peligro cierto; 

que aunque mi hermano conoce 

que agravio al honor no he hecho,                       

honor es escrupuloso, 

y corre mi vida riesgo. 

¿Qué queréis, señor, que haga, 
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metida en tan grande aprieto? 

No quiero enfadaros más,                             

voy meterme en un convento (2535-2550) 

 

Through this monologue, Beatriz expresses complete submission and 

disempowerment before the patriarchal system. She knows she could marry Alberto 

without her brother’s consent, but that comes with unlimited consequences. She 

expresses that her desire to please her brother is greater than her desire to marry Alberto. 

Like Lisarda and every woman of the time, Beatriz had three options: marriage, convent, 

or death. In From within the Birdcage: Societal Revelations in the Works of Angela De 

Azevedo Donna Chambers explains that: 

Concerning females, pride was given first to virgins, second to married 

women who procreated and obeyed their husbands, and lastly to widows. 

Society made little space for women not attached to God or a man. Thus, 

the guarding of chastity was the primary business of the daughters of the 

Renaissance. (18) 

 

 Beatriz says she will not marry Alberto to please his brother but will instead lock 

herself in a convent. Unlike Lisarda and Jacinta, she gives up quickly and submits to her 

brother’s will. Also, unlike the others, Beatriz ends up marrying Alberto because the 

patriarchy aligned and allowed it to happen, not because of her actions. Don Rodrigo 

convinces Don Álvaro to approve the marriage, which is how things happen for her. 

Beatriz embodies all the negative aspects of feminine energy; she is dramatic, emotional, 

nervous, fearful, submissive, powerless, and not the smartest.  
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Dorotea & Hipólita 

Dorotea is Jacinta's servant, and Hipólita is Beatriz’s. They both have comical 

characteristics and serve as the facilitators to their ladies. Pertaining to a lower social 

class, they enjoy more freedom than the noblewomen, including a better capacity to move 

outdoors. Having more freedom does not mean they are free from the patriarchal system. 

In the first scene, where Don Rodrigo tries to kill Jacinta over her refusal to marry, he 

recurs to Dorotea and asks her to intervene. Dorotea tries to convince Jacinta to marry 

and reminds her that her father gives her great privilege by allowing her to “choose” her 

husband. 

Muy diferente es la suerte,                               

señora, y muerte por muerte,                             

mejor es la del casar.                       

Cuando no es el casamiento 

al gusto de la mujer, 

no hay duda que viene a ser                      

el casar grande tormento.                             

Mas si en su mano se deja                              

la elección, de aquesta suerte 

es vida lo que era muerte, 

lisonja lo que era queja.                             

¿Qué razón, señora, luego                                

tienes, di, para quejarte                              

cuando llegas a casarte                               

a tu gusto? (150-163) 

 

Dorotea was already gaslighted and brainwashed by Don Rodrigo and, operating 

from her patriarchal programming, attempts to make Jacinta think she is overreacting and 

acting like an ungrateful brat. She once again stresses how lucky she is to choose your 

husband. She states that forced marriage is a torment, but since she gets to choose her 

husband, it will be beautiful, and she should not be complaining. Jacinta did not fall for it 

and proceeded to tell her about Clarindo. Later, Hipólita is accused by Dorotea of stealing 
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Jacinta’s ring, which causes a physical altercation and fuzz between them. This scene 

shows a dramatic behavioral contrast between the servants and the ladies. The servants 

can raise their voices, make careless movements, and even fight.  

In the last scene, Papagayo asks who would like to marry him. Dorotea said she 

was uninterested and wanted to serve her lord forever, Don Rodrigo. Hipólita, on the 

other hand, vehemently accepted the offer to marry Papagayo. Regardless of their lower 

social rank, their options as women were not too different from those of their ladies. 

All the female characters of this play get a "happy ending" and can "bypass" the 

patriarchy by marrying the men they desire. Maroto supports that position by stating:  

El Muerto Disimulado demonstrates how writing women could create for 

themselves an imaginary social and geographical space within and beyond 

the boundaries of the stage. In other words, as a writer and a woman, 

Azevedo inhabited and produced her play within a space which, to borrow 

Luce Irigaray's now classic formula, was not one, that is to say, a space 

where place and identity did not exist. (314) 

 

Azevedo created a utopian realm for her female characters to convey a message and as a 

cathartic tool for her to experience things she could not in real life. 
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The Male Characters 

Don Rodrigo de Aguilar 

Don Rodrigo is introduced in the first scene as the typical tyrannical and 

patriarchal figure trying to kill his only daughter, Jacinta, over her refusal to marry. 

"Rodrigo denies his daughter the position of the desiring subject, seeing her only as a 

commodity to be bargained to guarantee his and others' happiness" (Gascon 129).  

Don Rodrigo takes the prize as the gas lighter of the play; he makes Jacinta 

believe he will allow her to choose her husband when he plans to manipulate her into 

choosing Don Álvaro by saying: 

Yo la gratitud que espero 

hoy de tu correspondencia 

es que ajustes tu obediencia 

a querer lo que yo quiero. (60) 

 

He clearly states that he expects her to adjust her desires to match his. After he 

made Jacinta believe he has calmed down, he turns to Dorotea and forces her to convince 

Jacinta to do as he pleases: 

 Dila, si quiere vivir, 

que mi gusto ha de observar,               

que o Jacinta ha de casar                 

o Jacinta ha de morir. (140) 

 

He clearly states that either Jacinta agrees to get married or she dies. The initial 

encounter between father and daughter is the first sign that Azevedo is determined to 

disrupt conventional expectations by challenging traditional concepts of masculinity and 

femininity (Gabriele 129). 

Don Rodrigo had already arranged for Jacinta to marry Don Álvaro, a well-off 

nobleman who would bring wealth and status to his family. Jacinta was Don Álvaro’s 
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only child, and he had to play his only chess piece perfectly. Author Barbara Mujica very 

well notes that “En elm undo patriarchal recreado por Azevedo, los hombres intentan casi 

siempre en vano imponer su voluntad” (237) This is a complete fantasy for her time 

showing that she was aiming for a change in the power system. 

Clarindo 

Clarindo is the dead man in disguise and Jacinta’s lover. He was betrayed by his 

friend Don Álvaro de Gamboa while away with the fleet of Savoy. Don Álvaro stabbed 

him and left him for dead so he could marry Jacinta. Clarindo could seem like the perfect 

man and the complete antithesis of Don Álvaro, but is he? Clarindo could have returned 

and told on Don Álvaro; still, he chose to take a different way. When he encountered 

Papagayo and realized he could keep pretending to be dead, moved by jealousy and the 

curiosity to see if Jacinta had kept her promise of remaining faithful to him even if he 

died, he created an enredo. He cross-dressed as a woman named Clara to infiltrate 

Jacinta’s home and find out. It is worth pointing out that Clarindo was ready to take 

revenge had Jacinta not been faithful. Clarindo’s love for Jacinta was impregnated by 

patriarchal ideas, being very conditional and possessive. This researcher believes that 

Clarindo was heavily influenced by the patriarchal ideas of the time and, deep down, saw 

Jacinta as his future property. Like Jacinta, Clarindo presents a middle pillar for the 

masculine characters. 

Don Álvaro de Gamboa 

Don Álvaro de Gamboa is the perfect example of the so-called toxic masculinity. 

He embodies all the negative masculine qualities. He is disloyal, jealous, envious, 
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violent, aggressive, chauvinistic, arrogant, and, on top of everything, an almost murderer. 

On the other hand, he is a wealthy nobleman of a good family, good with the sword, and 

good-looking, turning him into the stereotype of the alpha male of his time. No wonder 

his ego was bruised when Jacinta rejected him for Clarindo, who is described as a man 

who has not grown any beard yet.                 

Don Álvaro was the head of the household and had his sister Beatriz under his 

care. He is a fervent defender of his family’s honor and does not approve of Beatriz’s 

love for their cousin Alberto because he is of a lower financial class. After the drama 

caused by his sister running away out of fear of his retaliation, he says: 

Y así, pues no se suelda 

la menor quiebra (que es un vidrio fino) 

del honor, que una celda   

de un convento la oculte determino.                       

Por vos, pues, si la muerte                         

no le doy, la sepulto de esta suerte. (1975) 

 

He emphasizes honor being as fragile as glass and that Beatriz has tarnished it. He 

says that she should be hidden in a convent cell, and in the alternative, he will kill her.    

It is easy to see why Don Rodrigo and Don Álvaro got along so well. Don Álvaro is, 

without a doubt, the embodiment of the patriarchal system. 

Alberto 

Alberto is, without a doubt, Beatriz's perfect counterpart. On the masculine scale, 

he could be doing better. Alberto is said not to be wealthy and does not exude any talent 

throughout the play. Lisardo saves him from an imminent death at the hands of Don 

Álvaro. The fact that he was saved by a woman (even if cross-dressed) shows that he had 

no real chance of being a good match for Beatriz before Don Álvaro’s eyes. Leaving that 
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behind, it is true that Alberto’s love for Beatriz was pure and honest. Even though he 

knew he stood no chance before Don Álvaro, he faced him and repeatedly risked his life 

to see Beatriz.  

Papagayo (The Comic) 

Papagayo is the classic Comic of the Spanish Golden Age theater known as the 

gracioso. His name is not by coincidence. Papagayo 30 in Spanish and Papagaio in 

Portuguese means “parrot.” Parrots are known for speaking without control; curiously, he 

is the character with the most lines and is the one on stage the most. Parrots are also 

known for peaking a lot but not knowing what they are saying (or so we think), so they 

can say whatever they want without significant consequences. Through Papagayo, 

Azevedo shows how she masters the conventions of the Spanish Golden Age Theater. 

Azevedo skillfully plays with Papagayo to comedically communicate controversial 

messages, especially about gender and Portugal. Papagayo is essential to the play’s plot 

and development, being the one who interacts with other characters the most.                 

He is Lisarda’s right hand and the only one who knows her cross-dressing secret. He also 

gave Clarindo the idea to keep faking his death by making others think he was a ghost.  

It is worth noting that even though Azevedo is bold in her criticism of the 

patriarchy, she does not seem to hate men. Azevedo gives her masculine characters equal 

opportunity and participation in the play; she never mocks or diminishes them. This is 

one of the reasons why some academics do not consider her a proto-feminist; her ideas 

seem more aligned with a search for equality than superiority. In this researcher’s 

opinion, that is what feminism is truly about. 
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Chapter IV. 

Transgressing Gender Boundaries 

Angela de Azevedo, shielding herself behind the term comedia, not only 

transmitted proto-feminist ideas through her play but went a step ahead and introduced 

controversial topics such as gender identity and same-sex attraction. The Scholarship has 

questioned Azevedo’s proto-feminist ideas, but can her gender ideas also be overlooked?  

It is possible to argue that Azevedo knew she was playing with fire because Papagayo, 

the comic, says some of the riskiest texts about gender. Comics had the more lenient 

license to address topics that otherwise would cause a revolt. The role of fools and 

buffoons as exponents of transgressive social criticism that speak truth to power inspired 

some significant scholarship such as Francisco Márquez Villanueva which states that 

“Por el contrario, los lenguajes de la locura se mostraban en esta época rígidamente 

disciplinados y servían para entrar en un terreno de oscuras alusiones donde se abordaban 

los temas vedados a la expresión cuerda” (505). Hidden behind the comedic tone, the 

comic could say almost anything without getting a backlash for it. Some examples of 

Papagayo’s gender-charged comments are: 

PAPAGAYO:                   

Mas no me espanto, señora,                          

porque dicen que es probado 

que entre los árboles todos, 

así hay hembras como hay machos,                            

y así carrascas se encuentran, 

como se encuentran carrascos (690) 
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Here, Papagayo is speaking to Lisarda, who has recently cross-dressed as Lisardo 

and is ready to take revenge for her brother’s death by killing the murderer. Papagayo 

states that there are male executioners, but there can also be female executioners. 

PAPAGAYO:                   

…no está el punto 

en el nombre, yo me declaro; 

no hace el nombre macho o hembra,            

pues entre los papagayos 

hay papagayas también, 

y en las golondrinas damos 

con golondrinos, y vemos 

que estos son apellidados 

con el nombre femenino, 

y aquellas también nombramos 

con la masculina voz; 

lo mismo en ti estoy pensando 

que aunque mi voz te apellide             

Lisarda, ¿Quién te ha quitado 

el ser Lisardo, señora, 

porque hay mujeres Lisardos, 

y hay también Lisardas hombres? (720-735) 

 

Here, Papagayo continues his gender speech for Lisarda to defend himself for calling her 

Lisarda while she was cross-dressed as Lisardo. Papagayo explains that names do not 

have anything to do with gender. Here, he refers to the “género epiceno,” which happens 

in languages with gendered nouns; in some cases, nouns can refer to either male or 

female individuals, typically depending on the context or the modifiers used with the 

noun. For example, a feminine term can name a specific animal regardless of gender and 

vice versa. Papagayo talks about golondrinas (swallows); even though it is a feminine 

noun, it also includes males. Through this example, Papagayo expresses that nouns do not 

determine gender, nor does a name, and proceeds to play with Lisardo and Lisarda. He 

then proceeds to say: 
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PAPAGAYO:                     

El diablo,                            

que no fue santo ni santa. (790) 

 

This one is interesting because in Spanish, the devil is masculine, and here, 

Papagayo says the devil is no saint but also includes the feminine version without being 

necessary. This gives the impression of an attempt by Azevedo to create gender-inclusive 

language. This is interesting because around 15 years ago, before inclusive pronouns 

were adopted, Spanish incorporated the same idea of naming masculine and feminine 

nouns to create a more inclusive language. Later, Papagayo is used once again to bring up 

the gender topic:  

PAPAGAYO:                   

Tu hermana se metió fraile.              

CLARINDO:  

¿Fraile? 

PAPAGAYO:                   

Monja decir quiero,                

que esto de frailes y monjas 

todo viene a ser lo mesmo,                              

pues tienen hábitos todos 

y viven en monasterios. (1305) 

 

Papagayo interchanges feminine and masculine nouns. He says that Lisarda turned into a 

“monk,” which confuses Clarindo. Papagayo corrects himself and says she turned into a 

“nun.” Then he says it’s all the same because they all wear robes and live in a monastery. 

Once again, Papagayo brings up the idea that gender is irrelevant and that it is all the 

same. 

PAPAGAYO:                   

si no es que en cuerpo le he visto,                          

y será su alma aquesta                             

Clarinda, porque en el nombre                               

todas las almas son hembras. (2185) 
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Papagayo sees Clara and swears she is identical to Clarindo, and for so, it could be his 

soul, which he calls Clarinda because, according to him, all souls are females. Judith 

Caballero explains well that “Azevedo creates situations within her play that highlight 

sex as an unstable category that can be manipulated by the transgression of sartorial 

conventions.” (144) Another example is brought once again by one of the comic figures, 

Hipólita: 

HIPÓLITA:                 

Señores, hay más encantos                            

que los que hay en esta casa?                            

¿Hay más confuso palacio?                                              

¿En que más metamorfosis                       

los dioses se transformaron?                               

Una mujer se hizo hombre,                              

y agora (¡quien ha pensado                             

tal cosa!), ¿un hombre mujer                              

se ha hecho? (3015 – 3020) 

 

It was previously presented how Papagayo as the comic is usually the one voicing 

gender transgressive ideas but, in this case, it is Hipólita who publicly communicates that 

the gender switch took place. Once again, the lower rank servant or comic is used to 

present controversial matters. 

In most comedias, the cross-dresser or a gracioso immediately reveals 

through dialogue that cross-dressing has occurred. Thus, the audience is 

aware of the transgression from the start. In fact, the dramatic irony that 

results from it is one of the main sources of the humor in these comedias. 

However, the other characters typically find out about this transgression 

toward the end of the play. (Caballero 138) 

 

Hipólita is puzzled by the transformation of Clara into Clarindo and Lisardo into Lisarda, 

for which she says it is an unbelievable metamorphosis that a man could turn into a 

woman and a woman could turn into a man. This line is a clear allusion to the cases of 
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gender transformation in Ovid’s Metamorphoses.26 This shows that Azevedo was a well-

educated woman with vast knowledge of classic literature and how to implement it.  

Nowadays, it is prevalent to think about transgenderism or grasp gender-related 

ideas, but back in the 17th century, this was not an open topic. Author Judith Caballero 

construes that: 

 Crossdressing encompasses more than mere swapping of attires; it 

becomes an embodied way of commenting on the culture’s preconceptions 

and expectations (schemata) regarding sex and gender formation, 

expression, and interpretation. 

 

The fact that Azevedo is entertaining these ideas denotes her open mind and how ahead 

she was. Still, she once again brought up the topic through the servant who, like 

Papagayo, possesses a broader freedom of speech.  

  

 
26 This is a direct allusion to the stories of Caeneus, Iphis, and Hermaphroditus and Salmacis which are 

cases of gender transformation in Metamorphoses by Roman poet Ovid. 
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Crossdressing 

During the Spanish Golden Age theater, crossdressing was a prevalent and 

noteworthy feature and was incorporated as a dramatic technique. Crossdressing 

frequently had a humorous purpose in plays while challenging the established social 

standards by defying traditional gender roles. It served as a platform for examining 

themes of identity, societal expectations, and the dynamics of gender roles. Playwrights 

utilized cross-dressing characters to critique gender relations and societal norms. 

Characters may cross-dress to accomplish personal objectives, defy cultural norms, or 

traverse intricate interpersonal dynamics. In El muerto disimulado, Azevedo goes even 

further with her defiance by cross-dressing two main characters: her siblings Lisarda and 

Clarindo. Here follows what each sibling thought when encountering the other while 

cross-dressed:  

CLARINDO. [Ap.]               

Papagayo es el que miro                     

y este, que con él se acerca 

su amo será sin duda,                               

con quien dijo que viniera                        

de Lamego; pero dudo                             

que de aquella ciudad sea,                              

que galán de aqueste talle                      

jamás he visto en mi tierra.                     

Gentilhombre es en verdad,                               

y si así como fue hembra                              

mi hermana, fuera varón                         

y fuera viva, dijera                        

que era la misma. (2160- 2165) 

LISARDA: No miras                                 

lo mucho que se asemeja                              

con el semblante a Clarindo?                              

¡Ay, si mi hermano viviera,                              
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y así como fue varón, 

fuera mujer, ¡Con firmeza                             

afirmara que era el mismo! (2170-2175) 

 

This shows that they all note the uncanny resemblance, but the possibility of someone 

cross-dressing at the time was so unimaginable that they would completely ignore the 

possibility of being the same person.  

In allowing Lisarda to dress as a man, Azevedo permits a female character 

to occupy, both socially and linguistically, a space not traditionally 

occupied by women, one that allows her to act in accordance with the 

male rules for seeking revenge, one that is characterized by public action 

and expression. Similarly, in allowing Clarindo to dress as a woman, 

Azevedo permits a male character to occupy, both socially and 

linguistically, a space not traditionally occupied by men, one that is 

characterized by silence and passivity. (Gabriele 133) 

 

The fact that no cross-dressed characters present any comedic layer shows that Azevedo 

was looking to achieve something deeper through it; she wanted to transgress and revert 

the social gender order. 

Lisarda as the Classic Mujer Varonil (Manly Woman) 

The Spanish term "Mujer Varonil" can be translated into English as "Masculine 

Woman." In Spanish Golden Age theater, the mujer varonil is a character archetype that 

defies or undermines conventional female gender norms and displays attributes or 

qualities that are conventionally linked to masculinity. The mujer Varonil is almost 

always cross-dressed as a man at some point in the play.  

There is some scholarly debate over the reason to cross-dress, and it is often 

intertwined with sexual preference. It may be argued that in Spanish Golden Age plays, 

female characters cross-dressed as men out of necessity and not necessarily based on sexual 

preference. This is consistent with Maroto's opinion: 
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Lisarda's transvestism thus highlights the contradictions faced by women 

who, like Azevedo, wanted to take an active role in areas of life which 

were considered to be patriarchal domains. Writing, traveling, taking 

revenge, and administering property are among those restricted areas. 

Lisarda, therefore, needs to adopt a masculine disguise in order to gain 

access to a different geographical location… (Maroto 317) 

 

Soufas also agrees with this position and states that "Azevedo's depiction of 

Lisarda reiterates the woman's need to appropriate male identity in order to act with 

impunity in public matters." (Dramas of Distinction, 125) Even though Lisarda is 

bestowed with complete power over finances and public spaces, Múzquiz-Guerreiro 

reminds us that it is all an illusion since "Her empowerment is rooted in the patriarchal 

honor code and carried out through the appropriation of masculine identity through dress, 

which blurs gender and power boundaries" (154). She also agrees and reiterates that 

"Lisarda's transvestism affords her the liberty to occupy the physical space traditionally 

reserved for men" (154). 

Male Crossdressing – Clarindo as Clara 

On November 17th, 158727, Spain allowed women to act in plays. This ended the 

male cross-dressing practice, which then became forbidden and considered a sin by the 

church. It is important to note that men who cross-dressed played full female characters, 

not characters of males disguised as females. In her book Women’s Acts” Plays by 

Women Dramatists of Spain’s Golden Age Soufas explains that: 

Unlike the English drama of that time, such cross-dressing was rare in 

Golden Age drama because women actors populated the theater 

 
27 The decree of 1587 was issued in response to a petition submitted by the brothers Drusiano and Tristano 

Martinelli, in charge of the Italian theater company I Confidenti. They requested a license to perform in the 

corral of the Prince of Madrid with their actresses Angela Salomona, Angela Martinelli, and Silvia 

Roncagli. There were two conditions: the actresses had to provide evidence of marriage and always 

be accompanied by their spouses, and secondly, to only perform in women's costumes. 
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companies. There was no general need in Spain for boy actors to 

impersonate women characters, and so Azevedo’s cross-dressed  

Clarindo/Clarinda adds a means for further destabilization of gender 

ideology (x) 

 

 On the other hand, the mujer varonil character became almost a trademark of the 

Spanish Golden Age play plots; male characters cross-dressed as females, not so much. 

Curiously, cross-dressing a male character seems to be more common in female 

playwrights’ plays.  

Una de las cuestiones que más pueden sorprendernos es que en dos de 

estas comedias aparecen personajes masculinos disfrazados de mujer: en 

la Tragicomedia de los jardines y campos sabeos de Feliciana Enríquez de 

Guzmán y en El muerto disimulado de Ángela de Acevedo. Asimismo, el 

empleo de este recurso también se da en otra comedia de autoría femenina, 

me refiero a Los empeños de una casa de la monja mejicana sor Juana Inés 

de la Cruz, que posee uno de los casos de travestismo masculino más 

estudiados por la crítica. (544) 

 

 Urban Baños explains that considering the few plays by women, the percentage 

of male cross-dressing appearances is exceptionally high compared to male-authored 

plays. It makes you wonder why. Are men more conservative on the matter based on 

patriarchal ideas? Were women authors of the time trying to put men in women’s shoes 

to open their eyes and create awareness? 

Though women crossdressing as men to fulfill an act of revenge is a typical plot 

in cloak-and-dagger plays, Azevedo dared to transgress the norm and cross-dress a man 

as a woman. Soufas stresses, “Clarindo’s disguise is a particularly subversive component, 

since Spanish dramaturgy was generally opposed to cross-dressed men” (Dramas of 

Distinction,132).  
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 This is an interesting point since it shows how Azevedo switches the sibling's 

birthright places, and now the woman occupies the higher rank while the man occupies 

the lower rank. It is noteworthy that male crossdressing is often used as a comedic tool to 

make the audience laugh; in this case, Clarindo’s crossdressing has no comedic intent 

from Azevedo, which could support the idea that it was used as a social critique.  

Women use cross-dressing to gain freedom in the outside world. Men, on the 

other hand, have all the freedom they need, so why would they need to cross-dress? For 

the exact opposite as women, they do it to gain access to the indoor realm of the feminine 

world. In the same way that Lisarda says she adopted her male disguise to move around 

in the outside world freely, Clarindo says: 

Y viendo que una mujer                             

de aqueste trato tenía 

libertad para correr 

las calles y de esta guisa 

entrarse en cualquiera casa, 

me ha animado a que le siga                              

por si topo su persona 

ingrata y desconocida. (1815-1820) 

 

Clarindo was wise to choose a disguise that would allow him to move freely 

indoors and outdoors: a trinket seller. This is a similar tactic used by Doña Violante in 

Tirso de Molina’s La Villana de Vallecas,28 in which the protagonist finds freedom in 

disguising as a baker and broom seller to go after the man who broke her marriage 

promise. Women of lower ranks enjoyed more outdoor freedom than noble women and 

were allowed indoors as well.  

 
28 Doña Violante was dishonored by Don Gabriel who evaded his promise to marry her. She disguises 

herself as a baker named Teresa which allows her to freely move in the outside world and creates the 

enredo that unleashes her revenge.  
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Less than a handful of plays from the Spanish Golden Age dared to have a man 

cross-dressed as a woman, which shows that Azevedo was willingly looking for ways to 

break the rules and bring attention to gender-related issues.                                                

Donna Chambers in her article Ultimate Reality and Meaning in the Works of Angela De 

Azevedo argues that “by dressing a male of considerable class and high social standing as 

a female, Azevedo traverses almost all boundaries of social norms.” (65)  

Azevedo makes her intent more obvious by switching the typical plot of the time: 

usually, women cross-dressed because a man had dishonored them, and they decided to 

seek revenge. In this play, Lisarda cross-dresses to seek revenge for her brother’s death, 

not her lost honor. Still, Azevedo chose to include that typical plot anyway without 

hurting any of her female characters and does it through Clara instead. It is an absolute 

novelty and transgression to have Clarindo cross-dressed as a Clara complaining about 

how a man promised to marry her, dishonored her, and fled. It seems that Azevedo 

wanted to put men in women’s shoes and turn the tables. Here, Lisarda is taking revenge, 

and Clarindo is dishonored. Through cross-dressing, Clarindo seeks vengeance against 

Don Álvaro, who betrayed him. Clarindo held the “dishonored” place in this play, which 

is usually reserved for women.  

Lisarda’s Swordfight Victory  

As previously stated, Azevedo created Lisarda as an example that women can do 

everything men do and even surpass them. Lisarda defeats Don Álvaro in a sword duel, 

knocking his sword—a symbol of power—from his hand (Múzquiz-Guerreiro, 155) when 

no other male character could defeat him. Nothing is more empowering than a woman 

defeating a man in a sword duel; it is an unforgettable scene that would plant the idea that 
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women can exceed men. Múzquiz-Guerreiro stresses that the representation of women as 

morally, intellectually, and, in this case, physically superior to men works to upset the 

relations of power between genders. (155) A woman defeating a man in a sword duel is 

the epitome of feminist thinking at the time, as it was impossible then.  

She destabilizes period thinking by asserting that men and women can 

possess and be admired for exhibiting qualities considered both masculine 

and feminine. Azevedo’s use of transvestite characters enters her into the 

period debate on sex versus gender. In a society that clearly distinguishes 

a man from a woman, Azevedo’s characters illustrate the possibility of 

blurring those distinctions. (Chambers 66) 

 

It is important to note that even though Lisarda wins the fight, she does not mock 

or humiliate Don Álvaro. This is an essential hint that Azevedo is only looking for 

women to have the opportunity to reach their potential and not to be superior to men. 

Rosie Seagraves explains in her dissertations that: 

 “In Spanish comedias of the late sixteenth and seventeenth centuries, self-

discovery and transformation often emerge as products of the role-play, 

disguise, and trickery that constitute the metatheatrical elements of a given 

play” (146) 

 

Lisarda goes through tremendous transformation throughout the play, starting as a 

normal noble lady without much responsibility to overnight becoming the head of the 

house and avenger. Her cross-dressing adventure provided her with life changing 

experiences that taught her she could do everything a man could and more. 
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Chapter V.  

Patriotism and Loyalty to Portugal: The Motherland 

Writing in Spanish but thinking in Portuguese 

During the 16th and 17th29 centuries, all the political events previously presented 

between Spain and Portugal, especially Spain’s dominium over Portugal, created 

tremendous social and cultural tension. One of those tensions was mocking the 

Portuguese people and the complex superiority the Spaniards held over them. This was 

reflected in the literature, and so on theater plays as well. Portuguese people suffered 

from stereotyped ethnical slurs, insults, and mockery. They were labeled as choleric, 

liars, and dumb, amongst other insults. They were also highly persecuted under the belief 

that they were runaways Jews30. When portrayed in plays, the Portuguese language was 

cruelly butchered, mocked, and ridiculed. 

Salvo muy raras excepciones, el modo de hablar de los portugueses en los 

poemas, en los relatos, en la escena española de aquel tiempo era fonética 

y gramaticalmente incorrecta, cuando no abiertamente disparatada. La 

lengua puesta en boca de los personajes portugueses no era casi nunca lo 

que podríamos llamar “el portugués de Portugal”, sino una especie de 

jerga ridícula y deformada, plagada de errores y de clichés, apta solo para 

el consumo del ignorante público español. Abundaron los chistes y 

equívocos, las correcciones e hipercorrecciones, las chanzas y parodias al 

respecto. (Pedrosa 14) 

 

 
29 Following the coup d'état and the serious political unrest in Portugal in 1640, many Portuguese 

aristocrats and bourgeoisie sought refuge in Spain, where they were granted generous pensions that caused 

resentment and envy among the Spaniards. 
30 There was a prevailing belief that a significant number of Portuguese immigrants who came to Spain 

were crypto-Jews forced to flee their own country because of inquisitorial persecution. Inquisitorial records 

confirm the Spanish Inquisition's persecution of individuals believed to be Portuguese crypto-Jews residing 

in Spain. 
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Azevedo was a Portuguese native speaker and had no intention of hiding it. 

Considering Azevedo's high level of scholarly knowledge, it is hard to believe she made 

these mistakes unknowingly. An easy example to spot is the lack of the preposition “a” 

after the verb “ir” before an action verb; this is correct in Portuguese but wrong in 

Spanish. For example, Beatriz says: “No quiero enfadaros más, / voy meterme en un 

Convento” (2550), which follows a Portuguese syntaxis, but in Spanish, it should read 

“voy a meterme en un convento.” This repeats itself a good number of times throughout 

the play. Another radical mistake is using the personal infinitive tense that exists in 

Portuguese but not in Spanish. This can be found in the original pamphlet but was 

corrected in Soufa’s version. Valerie Hegstrom notes another example:  

Spanish uses the adverb muy (very) to intensify adjectives and other 

adverbs, and the adverbs mucho (much) and muchos (many) to intensify 

nouns. In contrast, Portuguese has an archaic form, mui (very), but uses 

muito and muitos to modify nouns, verbs, and adjectives. This explains 

why Rodrigo talks about ‘ unas consultas mucho (muito) serias’ (some 

very serious consultations). (v.1984, 17) 

To write plays with the quality she did, she needed to have an advanced (almost 

native level) of Spanish, which would deter her from making small mistakes as those 

found. The fact that the “mistakes” are not constant shows that she knows the proper way 

and sometimes chooses not to employ them. It would make more sense that she 

intentionally made those mistakes to highlight her Portugalidade.  
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Code Switching 31 

Another way she exalts Portugal is by purposely including Portuguese words in 

her. She does this by code-switching Spanish and Portuguese. Carol Myers-Scotton and 

William Ury explain that:  

Code-switching uses two or more linguistic varieties in the same 

conversation or interaction. The switch may be for only one word or 

several minutes of speech. The varieties may be anything from genetically 

unrelated languages to two styles of the same language. Using solitary, 

established loan words or phrases is not considered codeswitching. It is 

recognized, however, that providing criteria to differentiate established 

loans from non-established ones is a difficult task and beyond this paper's 

scope. Our general hypothesis is this: code-switching occurs because at 

least one speaker wishes to redefine the interaction by moving it to a 

different social arena. There is, therefore, a relationship between (a) the 

linguistic code used and (b) the social meaning of the interaction. (Myers-

Scotton 5) 

 

Code-switching frequently occurs in multilingual or multicultural environments 

where individuals have a high level of proficiency in two or more languages. Speakers 

employ specific languages or dialects to establish a connection with specific social or 

cultural groups, highlighting a shared sense of identity. It is not an innocent language mix 

caused by the confusion of thinking in multiple languages, but words or phrases 

strategically employed to achieve a specific reaction. 

This is relevant to this work as this author understands this is the technique 

Acevedo employed in El muerto disimulado to transgress the political boundaries of her 

time. Considering Azevedo's level of education and evident mastery of both languages, it 

is safe to conclude that it was all calculated.  

Decoding Azevedo's alternation between Spanish and Portuguese reveals a 

conscious attempt to elevate her native Portugal. Through code-switching, 

 
31 Myers-Scotton, Carol and William Ury. "Bilingual Strategies: The Social Functions of Code-Switching." 

International Journal of the Sociology of Language, vol. 1977, no. 13, 1977, pp. 5–20 
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she communicates her love for her native language and its prominent place 

in Iberia. It also emphasizes the inability of the Spanish language to 

express the noblest of concepts. (Wade 334) 

 

Considering that the Portuguese language was mocked and butchered by the 

Spaniards, it makes sense that she took a stand and mocked them back. Also, she stood 

firm on her Portuguese pride, and instead of hiding it, she chose to blast it to their faces. 

Saudade and Other Portuguese Words  

As we can see, Azevedo does not simply drop random Portuguese words in her 

play but bluntly attacks the Spanish language by highlighting its limitations for 

expressing deep human emotions and labeling it inferior. In a couple of cases throughout 

her works, her characters openly communicate that Spanish lacks the appropriate word to 

tell what they want to say and that only Portuguese could provide that.  

The most prominent example is when Jacinta attempts to express her longing for 

Clarindo, and in the absence of a proper Spanish word, she code-switched the Portuguese 

word instead.  

Con esto nos despedimos, 

si el saudoso, yo más saudosa; 

que es cierto que a quien se queda,                      

más las saudades ahogan. 

No repares en la frase 

que de ausencia este síntoma 

solamente se declara 

cuando en portugués se nombra. (355-360)  

 

Saudade32, a feminine noun, is considered a word pertaining only to Portuguese as 

it does not possess a proper translation in any language.                                                      

 
32 Either saudade or saudades. Singular and plural forms are interchangeable. Saudade is a feminine noun 

(a saudade/ as saudades) 
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It has an emotional significance in the collective consciousness of all Portuguese 

speakers. It could be considered the most Portuguese word of all. While it shares 

similarities with nostalgia or desire, the term does not have a direct counterpart in 

English. It refers to a profound emotional condition characterized by an intense longing 

or melancholic sadness for something or someone missing but deeply loved. One can feel 

saudades only for good things, including people, locations, events, or even the past. 

Ironically, feeling saudades brings a distinct sense of pleasure and a painful reminder that 

you cannot have what you desire. 

Wade explains that "Azevedo makes no attempt to replace saudade with an 

"inferior" Spanish equivalent, but instead proudly drops the word right in the middle of 

the text…" (Wade 339) Jacinta unapologetically states that the meaning of saudade can 

only be adequately felt when spoken in Portuguese. Azevedo knew very well that all 

Portuguese speakers would agree with Jacinta, which would evoke tremendous pride. 

On numerous occasions, Azevedo code-switches introduce Portuguese words, 

turn Spanish words into Portuguese, and make characters openly express that Spanish is a 

simple language that does not possess the complexities of Portuguese. For this reason, it 

lacks the proper terms for a Portuguese native to express correctly. A great example is 

when Jacinta asks Clara to speak in her native language, which is probably French33. 

Clarindo did not speak French, so he had to play it off and say he would rather talk in 

Spanish. Jacinta then says: 

JACINTA: En breve la has tornado.                        

CLARA: La lengua castellana,                       

que es buena de tomar, es cosa llana. (2415) 

 

 
33 It was probably French but could have also been Italian. 
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Clara emphasizes that she learned Spanish quickly because it is such an easy language. 

Portuguese writers also stressed their superiority by making lower-ranked characters speak 

Spanish in their plays. As Wade explains in her plays, "Azevedo successfully creates a 

space in which she can venerate Portugal" (336). Through her characters, Azevedo 

expresses her patriotic feelings without consequences, especially when hiding behind the 

gracioso. Azevedo does not miss a chance to include Portuguese allusions or to put Spain 

down. 
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Historical Context 

Angela de Azevedo was Portuguese and proud of it. Her work is full of 

Portuguese heritage celebration and pride. To understand Azevedo’s cultural background, 

we must consider her political reality. 

Portuguese Succession Crisis 

The Battle of Alcácer Quibir took place on August 4, 1578, near Alcácer Quibir in 

Morocco. The battle was a significant conflict involving the forces of the Portuguese 

king, Sebastian I, against the Moroccan Sultan Abd al-Malik I and his ally, the Ottoman 

governor of Algiers, Abu Marwan Abd al-Malik I. The Battle ended in a decisive victory 

for the Moroccan-Ottoman alliance. King Sebastian I of Portugal was killed, and his body 

was never recovered. The Battle of Alcácer Quibir is often remembered as a tragic event 

in Portuguese history, and it profoundly impacted the geopolitical landscape of the late 

16th century. The event was so collectively traumatizing for the Portuguese people that 

they created Sebastianism, a belief that King Sebastian I would one day return34. After 

that, the Portuguese people became gloomy and entered a state of eternal waiting for their 

King to return and restore their glory. Portugal never emotionally recovered from the 

defeat. 

King Sebastian’s death without succession led to the Portuguese Succession Crisis 

of 1580, often called the Crisis of Succession. This momentous historical occurrence 

resulted in the establishment of the Iberian Union. 

 
34 a Portuguese messianic myth, based on the belief that King Sebastian of Portugal, would return to 

Portugal and restore Portuguese Kingdom and its empire. 
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Iberian Union 

The Iberian Union was a political amalgamation from 1580 to 1640, consolidating 

the kingdoms of Portugal and Spain under a shared sovereign. It did not entail a political-

administrative unification of Portugal and Spain; instead, it was a personal union. Each 

kingdom maintained its own legal systems, organizations, and administrative 

frameworks. Nevertheless, they had a shared sovereign. 

The merger has substantial ramifications on both the economy and culture. There 

was a rise in trade between the two kingdoms, leading to a fusion of cultural elements. 

Nevertheless, there were also conflicts, as Portugal perceived its unique character as 

being assimilated by Spain. 

Portuguese Restoration War 

The Portuguese Restoration War holds great importance in the annals of 

Portuguese history since it ensured the nation's autonomy and the perpetuation of the 

Braganza dynasty on the Portuguese crown. The conflict commenced in 1640 when the 

Portuguese aristocracy and middle class, dissatisfied with Spanish Habsburg governance, 

organized a revolt. João IV of Portugal was officially declared king on December 1, 

1640, signifying the commencement of the Portuguese Restoration. The conflict 

witnessed numerous engagements and military operations, with Portugal garnering 

assistance from France and the Dutch Republic. The Treaty of Lisbon, ratified in 1668, 

formally acknowledged Portugal's sovereignty, concluding the conflict.  
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Angela de Azevedo, a Portuguese Rebel in Disguise 

As previously stated, something sets Angela de Azevedo apart from the rest of 

Spain's female writers: Azevedo is a Portuguese. Azevedo is certainly not the only 

Portuguese writer who wrote in Spanish. Portuguese authors such as Francisco Manuel de 

Mello and Gil Vicente are legendary Portuguese literary figures who also wrote in 

Spanish. What sets them apart is that the epicenter of their careers was Portugal, and most 

of their work is in Portuguese. Azevedo, on the other hand, is believed to have spent most 

of her career in Spain, and all her existing work is in Spanish. Ironically, Azevedo has 

often not been included as a writer of the Spanish Golden Age for not being Spaniard, but 

neither is she included in Portuguese literary history because her work is entirely in 

Spanish. This leaves her in a limbo of not being a Spaniard nor Portuguese for literary 

purposes. Regardless of writing in Spanish, Azevedo is proud and defiant about her 

Portuguese heritage.  

Nonetheless, there is minimal scholarship on Azevedos' Portugalidade, and this 

thesis aims to contribute to filling the gap about her Portuguese heritage, patriotism, and 

language transgressions. Jonathan Wade is the pioneer and (seems to be) the only scholar 

who has explored this aspect of Azevedo, opening a fertile ground for broadening the 

research. Wade explains in his article Patriotism and Revolt: Uncovering the Portuguese 

in Ângela de Azevedo, "Her works consistently celebrate Portuguese identity and promote 

the sovereignty of her homeland" (330). He continues to argue that her work not simply 

praises Portugal but has a "double-edged function; glorifying Portugal on the one hand 

and debasing Spain on the other" (332). 
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This brings us to Azevedo's Portugalidade or "Portugueseness." though this term 

did not exist in her time and is a product of modern Portuguese politics, it perfectly 

encapsulates the topic. This is found throughout her three plays; they all take place in 

Portugal, and Wade describes Azevedo's allegiance to Portugal as a "patriotic 

exclamation point" and "a celebration of Portugal" (334). Even though many other 

Spanish authors, such as Lope de Vega and Tirso de Molina, placed some of their plays 

somewhere in Portugal, Wade, in his book Being Portuguese in Spanish, helps us 

understand the blatant difference between them: 

For example, the comedias of Ângela de Azevedo and Jacinto Cordeiro 

constitute a deliberate attempt to stage the Portuguese nation. They 

perform portugalidade by invoking Portuguese history, language, 

geography, and other key features. Many Spanish playwrights also 

dedicated entire works to Portugal, but the glorification and 

immortalization of Lusitânia that naturally occurs in Azevedo and 

Cordeiro's plays distinguishes them from their Peninsular contemporaries. 

(144) 

Azevedo already had a gender disadvantage to face and could have chosen to take the 

easy way and write about topics that would make her fit in yet she chose to be loyal to 

her motherland. 
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Azevedo’s Plays from a Portuguese Perspective 

Something that should be noted is that all of Azevedo’s plays take place in 

Portugal, and her characters are Portuguese but are read in Spanish. Therefore, this is like 

watching a dubbed movie; the characters are in their country of origin, speaking their 

native language, but the viewer listens to it in another language. Even though the 

characters make clear that they are speaking Spanish amongst them, the reader knows it 

makes no sense that they would be. This is an interesting perspective, considering that 

Azevedo is a native Portuguese speaker and could have easily written in Portuguese. It 

raises the question of how this reflected Azevedo’s reality. She was a Portuguese woman, 

creating Portuguese characters involved in a plot in Portugal but speaking Spanish. It 

could be argued that she felt like that. She was Portuguese and spoke Portuguese but had 

to write in Spanish. Could it be that, like her characters, she also felt awkward and 

strange, inhabiting a dual reality? Especially in El muerto disimulado, Azevedo places the 

plot in Portugal to highlight its all-around supremacy. She not only reveres the capital 

city of Lisbon but also the superiority of the Portuguese language directly against 

Spanish. Wade explains that "[t]heir plays both exalt and pledge allegiance to Lusitânia.35 

They are at once art and ideology. Sustaining such a pro-Portuguese agenda during the 

Iberian Unification constituted a speech act of real import" (148). If this was something 

heroic and relevant for a man to be doing, let alone for a woman, Azevedo is undoubtedly 

the most essential female Portuguese writer in Spanish of her time.  

 
35 Lusitania was the Roman province that covered a significant part of present-day Portugal and a 

substantial area of western Spain. The Romans named it after the Lusitanians. The Lusitanians were the 

native inhabitants of the region and are the ancestors of modern Portuguese people. 
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There is a point that this researcher disagrees with Wade, in his book Being 

Portuguese in Spanish, he labels Azevedo as a Portuguese Annexation Author (163) and 

her work as Annexation Literature (162). Portuguese Annexation to Spain went from 

1580 to 1640, including Queen Isabel de Borbón's reign (1621-1644), to whom most of 

the Scholarship believes Azevedo served as a lady in waiting. The scholarship also agrees 

that Azevedo's plays, including El muerto disimulado, were written within those years, 

but nobody knows precisely when. This researcher personally examined the original copy 

at the British Library and can testify that the first page of the original printed suelta 

(pamphlet) of the play reads “COMEDIA FAMOSA/ EL MUERTO DISSIMVLADO/ 

Por Doña Angela de Azevedo” without any publication date. All the scholarship has 

reached their conclusions on Azevedo and her work based on her being an annexation 

writer. Despite that, this researcher has no choice but to differ and support Alba Urban 

Baños on her theory that El muerto disimulado was written in 1682. Urban's conclusion is 

tremendously vital as it challenges all the scholarship and could change everything; we 

think about Azevedo, including the story about being a lady in waiting. Urban, in her 

article La empresa más lucida y más hermosa” de Portugal: clave histórica para la 

datación de El muerto disimulado de Ángela de Acevedo, conducts meticulous historical 

research on every clue Azevedo gives that could be traced down. Urban’s allegations are 

hard to dispute as they fill in gaps and are backed up by historical events that Azevedo 

could not have been aware of decades before.36 The idea that Azevedo could be a writer 

who lived through the Annexation and the Independence period could point us to even 

more profound aspects of her psyche and patriotism.  

 
36 Lisarda says that she came to Lisbon to talk to the King. There could only be a King at the Lisbon’s court 

after 1640 year in which Portugal declared its independence from Spain. (v.656) 
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Author Ares Montes in his article “Portugal en el teatro español del siglo XVII” 

explores the trend of portraying Portuguese topics in Spanish theater. He focuses on 

Portuguese themed plays by Lope de Vega and Tirso de Molina such as La Tragedia del 

rey Don Sebastián y el bautismo del Príncipe de Marruecos and Escarmientos para el 

cuerdo37. Ares Montes argues that what he labels as “lusofilia”38 hid a political agenda.  

Por una parte, podría descubrirse un intento de aquietar los ánimos 

portugueses, cada vez mas descontentos con la política desarrollada de 

Portugal por las autoridades españolas y sus colaboradores lusitanos, 

mediante la divulgación de su pasado histórico, el elogio de reyes y nobles 

y la exaltación de las virtudes del pueblo portugués. Por otra parte, y esto 

cara al público español, la afirmación imperialista de que las glorias 

portuguesas lo eran también españolas; si Felipe II había incorporado a 

Portugal a sus dominios, parecía natura que se incorporase también su 

ilustre pasado al común pasado hispánico (20) 

 

Ares Montes also emphasizes that the most intense timeframe for the Portuguese 

exaltation trend was between 1595 and 1620 when the two kingdoms were merged. He 

notes that between 1619 and 1640 there was almost no interest on the topic coinciding 

with the commencement of the Portuguese Restoration of 1640. If Urban Baños theory is 

correct and El muerto disimulado was published in 1682 would mean that despite the 

alleged decline in popularity of Portuguese topics, Azevedo went ahead and published 

three plays fully centered in Portugalidade in Spanish. 

  

 
37 It is not clear when these plays were published but it is believed that it was anywhere between 1595 and 

1618. 
38 Deep love or admiration for Portugal or related topics. 
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El Muerto Disimulado from a Patriotic Perspective 

The play is full of praise for Portugal, the Portuguese language, and Portuguese 

landscapes. As soon as Papagayo comes on stage, he starts to praise Portugal: 

PAPAGAYO:                   

Ya en Lisboa estás, y aqueste 

el terrero es de palacio,            

tropiezo hermoso de Tetis, 

rica adoración del Tajo.  

LISARDA: ¡Gallarda plaza por cierto!  

PAPAGAYO:                  

Todo en Lisboa es gallardo, 

pues no ha visto cosa boa,                            

según lo afirma el adagio,                               

el que no ha visto Lisboa (545-550) 

 

Papagayo praises Lisbon's beauty and affirms that those who have not seen it have 

not witnessed true beauty. Here, Azevedo also employs the Portuguese word “boa” 

(good) to rhyme with Lisboa. 
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Conclusion 

Angela de Azevedo is an enigma that’s yet to be solved. We do not know 

anything about her biographical information or who she was. Nevertheless, does it 

matter? This researcher believes that her identity, values, and beliefs are impregnated in 

her plays. Azevedo would probably have us internalize her message rather than know her 

birth date. This researcher strongly believes that Angela de Azevedo has been unfairly 

deprived of a spot in the list of proto-feminist writers. Based on the evidence presented in 

this thesis, Azevedo is a vehement proto-feminist and a woman’s advocate. Her plays 

should be analyzed under the historical reality of her time and not from a modern 

perspective. If it were not for women like Azevedo, who dared to question the patriarchal 

system, we would not have the freedom we enjoy today. The fact that Azevedo does not 

blatantly seek to abolish the patriarchal system or loath men does not mean she is less of 

a feminist. Back in her time, she could not simply find herself a job and live an 

independent life; for us to have that freedom today, women had to start with minor 

changes. That Azevedo’s characters end up marrying at the end and not offering a radical, 

rebellious alternative does not mean she is an ally of the patriarchy. In her time, marriage 

was not only expected but necessary for women to survive. They could not get rid of 

marriage altogether, but the ability to choose the man they wanted improved their quality 

of life. Desiring to choose their husbands was a bold and rebellious act that could have 

grave consequences. It is also unfair to deny her a position amongst proto-feminists by 

using her personal life as supporting evidence. First, we cannot be sure that the 

information available is legitimate as there are contradictory biographical theories. Still, 

if she indeed married, had a child, and retired to a convent after her husband’s death, that 
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should not be used against her. This researcher believes that feminism is about offering 

women options so they can choose what is best for them. If a woman chooses to lead a 

more traditional life, it should be respected as much as the most radical. Women should 

be free to decide whether others like their decision. It could be that Azevedo had to 

adhere to traditional life and did not have the opportunities others had to pursue a more 

unconventional life path; we do not know her circumstances. El muerto disimulado 

presents a utopian world where women have space to reach their potential, surpass men 

in what they do, and choose their destinies. That was dreaming big for her. Azevedo 

dared to surpass the challenges of her time as a woman and an immigrant. It is also unfair 

to deny her a position amongst proto-feminists by using her personal life as supporting 

evidence. First, we cannot be sure that the information available is legit as there are 

contradictory biographical theories. Still, if she indeed married, had a child, and retired to 

a convent after her husband’s death, that should not be used against her. This researcher 

believes that feminism is about offering women options so they can choose what is best 

for them. If a woman chooses to lead a more traditional life, it should be respected as 

much as the most radical. Women should be free to decide whether others like their 

decision. Maybe Azevedo had to adhere to a “traditional” life yet had a successful 

playwriting career. What we know for a fact is that she dared to write and profess 

controversial messages. She dared to dream and got to publish her work, which was a 

tremendous achievement for the time. She was ahead of her time and had a privileged 

mind. If she dared to write about those topics, imagine what she kept to herself; her inner 

thoughts were probably full of audacious ideas, much of which is a reality for us today. If 

that is not a proto-feminist, what is it? 
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Azevedo was not only a proto-feminist but also a devoted and fearless patriot. She 

could have chosen to hide her cultural identity and blend in, yet she embraced it. She 

dared to diminish Spain and worship Portugal; she chose to code-switch and let Spaniards 

know their language lacked depth proudly. Azevedo might have been of rare beauty and 

discrete but was far from being ingenious. Just like her character Lisarda asks to be 

described with more depth, this researcher believes that Azevedo would prefer to be 

defined as relentless, patriotic, and proto-feminist, as shown she is. 
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