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ABSTRACT OF THE DISSERTATION

On Both Sides of the Atlantic: Re-Visioning Don Juan and Don Quixote in
Modern Literature and Film

by

Karen Patricia Pérez
Doctor of Philosophy, Graduate Program in Spanish

University of California, Riverside, December 2013
Dr. James A. Parr, Chairperson

The study analyzes contemporary literature and film based on two of the most
universal characters in Spanish literature, Don Juan and Don Quixote, in both Spain and
Hispanic America. Although both characters have undergone re-visioning from work to
work through the centuries, it is the aim of this work to present the most salient

characteristics of both archetypes in modern times only.

The focus of this study is on works by well-known writers from Hispanic
America and contemporary writers in the Spanish peninsula. The genres that form part of
this study in Hispanic America for the Don Juan section are novel, theatre and poetry;
and theater and novel for the Spanish section. The aim in this section is to highlight the
qualities that make the protagonist bear the name of Don Juan and to discuss their

contribution to the myth.
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In the segment on Don Quixote, the concentration is on narrative alone. The
sequels analyzed are from the 20th- and 21st-century and attention is directed toward the
characterization of the protagonist and his squire. Since the scope of this study deals with
most contemporary works, and no sequels were found in Hispanic America after Juan
Montalvo’s 1898 continuation, a brief discussion of previous works is offered, with a

major focus on a contemporary Mexican film.

Bearing in mind that one of the key factors for the success and popularity of both
archetypal characters has been the reception they had among audiences after becoming
mythical figures in the popular mind, a study is developed from another medium that
greatly appeals to that popular mind: film. The works analyzed in relation to the literary
adaptations are Leven’s Don Juan DeMarco (1995) and Roberto Girault’s El estudiante

(2009) using the concept of intermediality as a framework.

The study explores the re-characterizations of Don Juan and Don Quixote in
modern times especially, taking into account time and place as well as the idiosyncrasies

of certain re-visionists.
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Introduction

Salvador de Madariaga suggests in Don Juan as a European Figure that there are
four great personages that reside on the “Olympus of European Characters”: Hamlet,
Faust, Don Quixote, and Don Juan (3-4), two of which are Spanish. One of the main
ideas that emerges from Madariaga’s work has to do with universality, not just any kind
of universality but one that involves a living presence: “Hamlet, Faust, Don Quixote and
Don Juan are not symbols; they are persons, carrying about that enigmatic air which all
human beings really alive manage to convey” (4). In this sense, these four archetypal
characters have achieved immortality and have imposed their presence on the generations
that came after their fictional birth and death, up to the present moment.

Even without knowing any of the literary works in which Don Juan appears, it is
very likely that any individual on the street of whom we might inquire will be able to
attribute some of the following characteristics to Don Juan: handsome and gallant,
passionate, sensual, or one who knows how to attract and seduce women. Another might
feel that Don Juan is: a deceiver, a liar, womanizer, and unscrupulous. Nevertheless, seen
one way or another, most of them would associate his name with two key words:
seduction and trickery. The main reason is that Don Juan—like Don Quixote —has
rebelled against the pen and the author’s hand that gave him his written form and has
taken possession of a body and become a universal character that continues to survive
and thrive, often by transforming himself.

However, unlike Don Quixote —undoubtedly a Spanish character and a possessor

of very peculiar characteristics—in the case of Don Juan, critics even today disagree



concerning his origin; and because of the many variations on his character in the works
he appears in, Don Juan undergoes many "re-visions" from work to work. According to
Leo Weinstein in Metamorphoses of Don Juan, even the Spanish are divided between
Tirso de Molina and José€ Zorrilla; the French between Moliere and Musset, the Germans
between Mozart or Hoffmann, and the English between Byron and Shaw (2). Despite
their disagreement and the different versions that exist of Don Juan, he is considered one
of the demigods of the “European Olympus” (Madariaga 3-4).

In Europe, since the 17th-century, Don Juan has been very popular and the subject
of many reincarnations. He was a source of inspiration to the Italians Giliberti, Cicognini,
and Perruci; he was transformed by Moliere in France (Dom Juan, 1665); appeared in
England in the work of Shadwell (The Libertine, 1676); was adapted to the opera in
Austria by Mozart and Da Ponte (Don Giovanni, 1787) and to the novel by Samuel
Richardson (Clarissa or The History of a Young Lady, 1748) (Madariaga 17). In England,
George Gordon Lord Byron creates a satiric poem and changes Don Juan into an easily-
seduced man (Don Juan, 1819-24); and, in Spain, during the romantic period, José
Zorrilla transformed him into yet another Don Juan, one who seeks personal satisfaction
but comes to experience true love (Madariaga 18).

But, with so many Don Juans, how can we know who the real Don Juan is or how
to analyze the hundreds of them in the world today? The problem lies in the question
itself. There is not a “real” Don Juan. In some way, all of them, as a whole, contain and
develop the character of the very first Don Juan in literature: Tirso de Molina’s Don Juan

Tenorio or Burlador. In spite of these transformations, Don Juan continues to appear in



the eyes of many as “the incarnation of absolute liberty, the scion of a people fond of
acting first, and justifying itself afterward, an attitude which leads to contempt for all
laws, even the good ones” (Madariaga 21).

For Mercedes Séenz-Alonso in Don Juan y el Donjuanismo,' “The character’s
plurality, embodied in the hundreds of works written about him, palpably demonstrates
the many facets of inexhaustible evolutionary wealth Don Juan has” (10-11). Saenz-
Alonso, like Madariaga, develops the idea of a Don Juan in continuous metamorphosis,
with the difference that to her his intensity is focused on a strong interest in women; and
that his name offers a unifying attribute that serves to house —within it—all the existing
Don Juans (10-11).

A point to emphasize here is that Don Juan is, in fact, “the quintessential ladies’
man and seducer” but not in Tirso’s original work as clearly indicated by James A. Parr
in his introduction to Don Quixote, Don Juan, and Related Subjects: Form and Tradition
in Spanish Literature, 1330-1630. He is, instead, “someone whose perverted sense of
honor [drives] him to dishonor both men and women. This is his way of enhancing his

reputation, albeit a negative one””

(14). Nevertheless, in our modern times, not many
people are familiar with Tirso’s 17th-century masterpiece, nor are they more familiar

with those of Giliberti, Cicognini, Perruci, Moliere, Shadwell, Mozart, Richardson,

! “La pluralidad del personaje, materializada en los centenares de obras escritas sobre él, demuestra
palpablemente cudntas facetas tiene Don Juan de riqueza evolutiva inagotable” (10-11).

% One of the main arguments for this is that in Tirso’s Burlador, Don Juan does not “seduce” many women.
He is involved with five women and, out of the five, one is only alluded to at the beginning of the play. As
Parr mentions, Don Juan’s image as a “seducer” comes later in time, perhaps in Da Ponte’s Don Giovanni
with his thousand and three conquests in Spain alone vs. Tirso’s Don Juan with only five (in Spain and
Italy), two of which he obtains by impersonating someone else, and the other two only with the promise of
matrimony (14).



Byron, Zorrilla, etc 2 Outside the academic world, what it is known about Don Juan has
been learned via word of mouth from generation to generation or by what the film
industry has presented of him. For that reason, an analysis of Don Juan’s character and
role as depicted in film is part of this study. In addition, this work puts together an
analysis of the character of Don Juan as he appears in selected works of poetry, theatre
and novel in Hispanic America—a study that remains to be done at the time of this
research.

For that purpose, though the main discussion focuses on contemporary works
related to Don Juan, the study begins in 17th-century Hispanic America. Some of the
works to be discussed are: Echeverria’s long poem “Angel caido,” José Asuncién Silva’s
“Don Juan de Covadonga,” Ricardo Palma’s “Un Tenorio Americano,” José Santos
Chocano’s “La camisa del libertador” and “Triptico Bolivariano,” Belisario Roldan’s El
burlador de las mujeres: Poema dramdtico en tres actos y en verso, Hernandez-Cata’s
“El triunfo de Don Juan” from Cuentos pasionales, Enrique Rodriguez Larreta’s La que
buscaba Don Juan, Leopoldo Lugones’s “El secreto de Don Juan,” Agustin Yafiez’s Don
Juan va a tener un hijo, Enrique Jacinto Garcia’s Don Juan y el mundo, Vicente
Huidobro’s “Don Juan y Don Juanillo,” and Carlos Fuentes’s Terra Nostra.

The debate then shifts to Spain for the purposes of discussing the main

characteristics of the Don Juans presented in some of the most well-known works, such

? I would like to clarify before continuing that it is not the purpose of this work to compare the different
literary adaptations of Tirso’s Burlador or to inquire into its origin. For this aspect there is the work of
Fernando Diaz-Plaja, El ‘don Juan’ espaiiol, where we find a compilation and analysis of the major
Spanish works on Don Juan; the one by Leo Weinstein The Metamorphoses of Don Juan, and Mercedes
Séenz-Alonso’s Don Juan y el donjuanismo, among others.



as Valle-Inclan’s Sonatas, Azorin’s Don Juan, Pérez de Ayala’s Tigre Juan, the Machado
brothers’ Don Juan de Mariara, Unamuno’s El hermano Juan o El mundo es teatro,
Torrente Ballester’s Don Juan, Ramoén J. Sender’s Don Juan en la mancebia. Bearing in
mind that one of the key factors for Don Juan’s success has been the reception he has had
among audiences after becoming a mythical figure in the popular mind, a study will be
developed from another medium that greatly appeals to that popular mind: film. The
movie to be analyzed in relation to the works from literature will be Jeremy Leven’s Don
Juan DeMarco (1995). Although the film is not a Hispanic or Spanish version, any Don
Juan work is associated already, by the resonance of his name, to Spanish or Hispanic
culture. Also, bearing in mind the fact that the distribution of this film reaches countries
on both hemispheres, it seemed relevant to see what the film portrayed to a community
outside the academic world that may know Don Juan only by what the film industry has
presented of him.

Contemplating that another of the European demigods, as Madariaga points out, is
Don Quixote, the study then shifts its attention to Cervantes’s main creation, the Quixote,
where we have another literary character who, like Don Juan, appears on both sides of the
Atlantic. This time, however, the emphasis will be on selected sequels that were created
well after Cervantes’s work saw the light in Spain and Hispanic America.

While there have been many more imitations in Europe than in Hispanic America,
the many authors that have dealt with Cervantes’s knight have for the most part referred
to him and his ideals or to his author. The only known continuation prior to our day is by

the Ecuadorian writer Juan Montalvo whose posthumous work entitled Capitulos que se



le olvidaron a Cervantes was published in 1898. Considering that the scope of this work
involves mostly modern works, the 21st-century Mexican film El estudiante (2009) will
be used as part of the analysis in an effort to see the perspective of Hispanic America.

Since there are only three contemporary sequels of Cervantes’s novel in Spain, all
three of them will be analyzed: Jos€ Camoén Aznar’s El pastor Quijotiz (1969) in which
Don Quixote lives a pastoral life in company of Sancho Panza, Andrés Trapiello’s Al
morir don Quijote, where the author continues the lives of Don Quixote’s friends, and
Alberto Baez’s Don Quijote de la Mancha, la tercera parte (2005). In Baez’s work, Don
Quixote’s narrator is not ready to end the story and therefore embarks on a mission to
find Cide Hamete Benengeli, the Moorish historian who wrote the first two accounts, co-
opted by Cervantes’s masterpiece. When the narrator finds Cide Hamete, he is able to
obtain the missing part of the novel which he then recounts as part three (Baez, prologue
12). Thus, this part of the study is devoted to inquire into selected literary works from
Spanish and Hispanic writers (late 20th-and early 21st-century) who, inspired by
Cervantes, compose a sequel to Don Quijote with the purpose of beginning a discussion
of how this 17th-century character might be depicted in our time.

The study delves into recharacterization of these two universal characters to gain
insight into how and why they have been adapted to local social, political, and intellectual
circumstances over time, allowing, when pertinent, for the idiosyncratic biases of their re-

visionists, such as Unamuno.



Chapter 1: Don Juan in 19th-20th-century Hispanic America: Poetry, Theater and Novel

This part of the study focuses, primarily, on the Don Juan character as depicted in
texts of 19th-20th-century Hispanic America. Though we narrow our focus here to some
of the works produced during these two centuries, it does not suggest that the figure of
Don Juan in Hispanic America initially appears in the 19th-century. As noted in Luis
Viézquez’s critical edition of the Burlador (12) and in Guillermo Lohmann Villena’s El
arte dramdtico en Lima durante el virreinato (173), there is documentation of the
performance of a play entitled No hay plazo que no llegue ni deuda que no se pague* as
early as 1623 in Lima, Peru (12). Even though there is no evidence that this comedy is a
variation of Tirso’s Burlador, other authors, such as Alfredo Rodriguez Lopez-Vazquez
in his article “La autoria de El Burlador de Sevilla: Andrés de Claramonte,” adds that if
the rendition of the play is a variant of Burlador, it has not been proven nor refuted (99).
Unfortunately, as indicated by Armando E. Singer in his annotated bibliography of the
Don Juan theme,’ the 1623 play-text is now lost. Nevertheless, for the purpose of this
work, it 1s important to recognize that a figure similar to Don Juan has its first
documented origins in Hispanic America a few years before Tirso’s play was first
published. With this, the interest in and popularity of the “Don Juan theme” is clearly
illustrated. See Table 1 for a compilation of works with the Don Juan figure in Hispanic

America during this period.

* This performance was directed by Juan Francisco Vallejo.

> The Don Juan Theme: Annotated Bibliography of Versions, Analogues, Uses, and Adaptions.



Table 1

Writers of Hispanic America with a Don Juan Theme from 17th- to 21st-century

17th-century

1. Juan Francisco Vallejo
(represented in Lima,
Peru)

No hay plazo que no llegue ni deuda
que no se pague. (Singer 357)

1623
(play now lost)

19th-century

“El fin de Don Juan” (ref. to Lord
Byron; the Don Juan figure has
turned into a monk (Singer 112)
“Carnaval”

“El gallo” (the rooster is Don Juan
and the hen is Doiia Inés)

2. Esteban Echeverria “El angel caido.” (Singer 142) 1844-1846
(Argentina) (poem)
20th-century
3. Ricardo Palma “Un Tenorio americano” in 1872-1911
(Pert) Tradiciones peruanas. The Tenorio | (tradicion)
depicted is General Carlos Maria de
Alvear, who died in Montevideo in
1854.” (Singer 280-1)
4. José Asuncion Silva “Don Juan de Covadonga.” (Singer | ~1898-1902
(Colombia) 329) (poem)
5. José Santos Chocano “La camisa del libertador” (the Don | 1923 (sonnet)
(Pert) Juan figure is Sim6n Bolivar)

1893 (poem)

1895 (sonnet)
1895 (poem)

México (México City) 9 (1907):

“Epistolario del amor roméntico” ~1909
(“Epistola a Don Juan,” “Epistolaa | (poems)
Dofia Inés,” and “Epistola al
Comendador”
“Pseudo-Elegia” to Delia Castrode | ~1890?
Gonzalez. Ref. to Don Juan de
Mahnara (Singer 112)
“Sentimental.” (112) ~1937
6. Carlos Maria de Vallejo | La capa de Don Juan: Poesias. 1977 (poem)
(Uruguay)
7. Rubén Valenti Don Juan. Story. México. 1907 (short
(México) “Appeared in Revista Moderna de story)




161-64. The author calls it a
“poema,” but it is a short story,

taking Don Juan from his youth to
his end in hell.” (Singer 356)

8. Luis G. Andrade and El Tenorio Maderista. Play. México. | 1912 (play)
Leandro Blanco “One entry reads ‘modernista.’”

(México) (Singer 23)

9. Alberto Insua El alma y el cuerpo de Don Juan. 1915 (novel)
(Cuba) Novela. (Singer 193)

10. Belisario Roldan El Burlador de las mujeres. “Act 1 1922 (dramatic
(Argentina) is called Don Juan.” (Singer 310) poem)

11. Alfonso Hernandez-Cata | El triunfo de Don Juan, in Cuentos 1920 (play)
(Spain-Cuba) pasionales. (Singer 184)

12. Enrique Rodriguez La que buscaba Don Juan. “As La 1938 (dramatic
Larreta (Argentina) Luciérnaga. (Singer 210) poem)

13. Leopoldo Lugones El secreto de Don Juan. A story in 1924 (story)
Argiiello (Argentina) Cuentos fatales. (Singer 222)

14. Alfonsina Storni Divertidas estancias a Don Juan.9 | ~1925
Martignoni (Born in four-verse stanzas. “Appeared in
Switzerland but of book form in Ocre (1925).” (Singer
Argentinean nationality) | 339)

15. Eduardo Marquina Don Luis Mejia. “The play is based | 1925 (play)
(Spain) and Alfonso on Zorrilla’s Don Juan Tenorio, told
Hernandez-Caté (Spain- | from the point of view of the rival.”

Cuba) (Singer 230)

16. Ricardo Mir6 Denis Miedo de Don Juan. In Antologia de | 1926 (poem)

(Panama) Panamd, ed. Demetrio Korsi
(Barcelona, 1926). (Singer 242)

17. Carlos Loveira y Chirino | Juan criollo. Havana, 1927. (Singer | 1927 (novel)
(Cuba) 221)

18. Carlos Martin Noél La boda de Don Juan. (Singer 275) 1927 (novel)
(Argentina)

19. Carlos Salvafio Don Juan derrotado. Play in three 1927 (play)
[Salvagno] Campos acts. (Singer 318)

(Uruguay)

20. Roberto A. Talice Don Juan se confiesa. (Singer 342) | 1930 (play)

(Uruguay) John, Jean y Juan. (Singer 342) 1944 (comedy)
La mujer incompleta (Don Juan 1952
vencido). Three-act monodrama. (monodrama)
(Singer 343)
Juan sin sosiego. (Singer 342-3) 1951 (play)

21. Celestino Gorostiza Ser o no ser. La escuela de amor. 1934 (play)




(México)

The character, Paco, thinks of
himself as a Don Juan. (Singer 171)

22.

Carlos Sabat Ercasty

El demonio de Don Juan. Dramatic

1934 (play)

(Uruguay) Poem. (Singer 315)

23. Juan Carlos Clemente Don Juan. (Singer 115) 1937 (poem in
(Argentina) three acts)

24. Enriqueta de Parodi Luis es un Don Juan. Novela. 1937 (novel)

(México)

(Singer 282)

25. Daniel de la Vega Don Juan. Poem. Chile. “Appeared | 1942 (poem)
(Chile) in Ariel (San José de Costa Rica) 15
July 1942. In spite of place of pub.,
Vega is a Chilean.” (Singer 358-9)
26. Agustin Yanez Don Juan va a tener un hijo. “Issued | 1943 (novel)

(México)

as a whole small volume, Méjico: no
Publisher, 1943. 26pp.” (Singer 378)

27.

Enrique Lopez Albujar
(Pert)

La diestra de Don Juan. “Title story
in a collection (Lima: Instituto
Nacional de Cultura, 1973). Original
story, but refers to the Zorrilla
version.” (Singer 220)

1948 (short
story)

28.

Reinaldo Montero
(Cuba)

Don Juanes. Cuento. La Habana,
Cuba: Casa de las Américas, 1951.
Vol. 2 of Septeto habanero. Even
though called “cuento,” it is a novel
of about. 200 pp. Not the usual Don
Juan plot. (Singer 244)

1951 (novel)

29. Octavio Salamanca Relato de una de las aventuras de 19537
(Bolivia) Don Juan Tenorio. “Monologue, to | (monologue)
be given on stage. Bolivia. In Por un
raton, Politica 'y amor..., Obras 2
(Cochabamba, Bolivia: Imprenta
Universitaria, 19537?) 319-22.”
(Singer 317)
30. Enrique Amorim Don Juan 38. “Pasatiempo en tres 1959 (play)
(Uruguay) actos.” “The title signifying the
author’s belief that his was the
thirty-eighth version of the story.”
(Singer 23)
31. Enrique Jacinto Garcia Don Juan y el mundo. Novela. 1959 (novel)
(Argentina) Buenos Aires. 1959. (Singer 159)
32. Vicente Huidobro Don Juan y Don Juanillo. “In his 1964 (essay)

(Chile)

Obras completas (Santiago de Chile:
Col. ‘Zig-Zag,” 1964) 711-13.”

10




(Singer 191)

33.

Rafael Trujillo Herrera

(México)

Juana Tenorio. Four-act drama.
“Based on Zorrilla, though it takes
place in Mexico City. Characters
include Luisa Mejia, Rafaela
Avellaneda, and La Reportera
Centellas.” (Singer 352)

1965 (play)

34.

Antonio Silar
(Ecuador)

Don Juan y Doiia Soberbia. “Quito:
Editorial Casa de la Cultura, 1966.
Original story, modern society
setting. Hero’s name is Eduardo
Salazar.” (Singer 328)

1966 (novel)

35.

Alberto Manceaux
(Argentina)

Los tres juanes. “Comedia dramdtica
en tres actos.” (Singer 227)

1969 (play)

36.

Guillermo Bauza
(Puerto Rico)

Don Juan: Paz es amor divinizado.
San Juan, Puerto Rico, 1973. Actual
date is 1971, but recorded as
“Deposito legal” in 1973. “This D J.
is middle-aged, married, and has
three daughters.” (Singer 70)

1973 (novel)

37.

Carlos Fuentes
(México)

99 ¢y

“Don Quijote y Don Juan,” “in his
Tiempo mexicano, 5th ed. (México
City: Cuadernos de Joaquin Mortiz,
1973) 46-51.” (Singer 158)

Terra nostra. México. “Long Novel
mixing historical figures with Don
Quixote and Don Juan. 1976.”
(Singer 158)

1973 (article)

1976 (novel)

38.

Leopoldo Marechal
(Argentina)

Don Juan. Buenos Aires: Castafeda,
1978. “Original story but shows its
debt to Zorrilla. Don Juan dies at the
end.” (Singer 229)

1978 (play)

21st-century

39.

Cristina Gutiérrez
Richaud (México)

Doiia Juana Tenorio. México D. F.
Juana seduces men, including
political figures, to later abandon
them.

2005 (novel)

Source: With the exception of No. 39, the data shown in this table was gathered and, when needed, verified

by author from Armand E. Singer’s The Don Juan Theme: An Annotated Bibliography of Versions,

Analogues, Uses, and Adaptations
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Considering the popularity of Don Juan in Spain, it is not surprising that a
prototype of this character appears in Hispanic America as early as 1623, or even before,
as noted earlier. Unfortunately, only texts that have survived to our time can be
considered for the purposes of this study.

In the 19th-century, Argentinean writer Esteban Echeverria wrote a long poem
entitled “El angel caido” (1844-1846), a poem of a little over five hundred pages in
Casavalle’s edition. According to Noé Jitrik in “Echevarria y la realidad nacional,” in “El
angel caido” Echevarria attempts to portray the “Don Juan Americano” inspired by Lord
Byron’s Don Juan. In addition, Jitrik states that Echeverria’s poem “tiene, ademds, como
El estudiante de Salamanca de Espronceda, algo de Fausto .... O sea que retine en si la
insaciable inteligencia con la exaltacion de la sensualidad.”

As an introduction to the text, there are fragments of letters by Echeverria, where
he states how his main character is supposed to be understood: “El Don Juan es un tipo
en el cual me propongo concretar y resumir, no solo las buenas y malas propensiones de
los hombres de mi tiempo, sino tambien mis suefios ideales y mis creencias y esperanzas
para el porvenir” (5). And this is precisely what Echeverria does in his poem. His poem
embraces the society of the 19th-century, with colorful dialogs among characters with
names such as: Pedro, Angelita, Inés, Don Luis, las Mironas, los Mozos, Angela, un
Brasilero, Julidn, Jacobo, el Negro, and others who are either having conversations or
dancing a “vals” or “valseando” on more than one occasion. In fact, Echeverria’s Don

Juan has been given an elastic nature, where he enjoys life and its pleasures but at the
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same time he shares his point of view about life and customs and ideals in La Plata,
Argentina.
In part one entitled: “D. Juan 4 una nifia en su dia,” the speaker, who is already
known to be Don Juan, reprimands a young girl:
Virgen, ;como has perdido
Tu aureola de inocencia?
[¢]Por qué de angel caido
La pena sufres hoy? (9)

With this opening, the poem begins by giving Don Juan the voice of a conscience
that questions the actions of a 15 year-old girl who has recently lost her virtue. As can be
noted, Echeverria’s Don Juan has already presented a different dimension than that of
Tirso’s or Zorrilla’s Don Juan. This Don Juan is constantly found analyzing or criticizing
the characters’ actions in the poem. In this instance, in other to address this young
woman, Don Juan claims to be, not the rebellious or insubordinate individual we are
accustomed to see in literature, but a friend: “Tu amigo soy, Don Juan™ (11).

Throughout most of part one, Don Juan addresses this young lady and at several
intervals calls her an angel or a seraph (12). He worries that her white beauty may
become stained if she remains on earth, and he urges her to leave: “Sacude el polvo de tus

Zz .99

ricas alas, / y véte, serafin” (12). Though Don Juan states that he wants to go with her to
heaven where love is everlasting (13), he soon realizes that this seraph is only a woman

of flesh and blood and, disappointed, exclaims:

Pero jah! [j] te ha divinizado
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La ilusion de mi deseo!
Eres hija del pecado,
Solo hechura terrenal” (13-4)

For the most part, the same pattern is seen in the next verses, where the typical
Don Juan is not seen. On the contrary, this Don Juan tries to warn women of the sinful
world they live in, and advises them to stay away from evil men and to save themselves
for the “casto lecho nupcial” (the chaste marriage bed) (32). However, beginning on page
thirty-three, a new plasticity of the Don Juan character is evident, as he begins to tell this
young girl to safeguard her heart “de los hombres y de mi” (from men and from me). He
adds that sometimes—as happens in the famous Don Juan from the Spanish legend—his
desires awaken (34).

Although Echeverria’s Don Juan acknowledges that some of his actions resemble
those of the Spanish Don Juan, the Argentinean Don Juan does not attempt to resemble
Tirso’s or Zorrilla’s versions. The speaker of the poem even refers to a man who seduces
women as: “algin bastardo D. Juan” (37). The reason these remarks are made in
Echeverria’s poem is not only to distance his Don Juan from other Don Juans in literary
history, as will be shown later, but to establish some aspects of the cultured society of the
19th-century, where the home is the “sanctuary” and the woman “the angel of the home”
(49). In addition, the Don Juan seen in this poem is religious, in that he believes in God,
and though he discloses that he had many romantic relationships during his young adult

years he asked God for forgiveness “por tanta loca pasion” (52). Part one ends when Don
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Juan encourages the girl he addresses from the beginning of the poem to vent, cry, and
repent because God will listen and have pity on her (62).

In part two of the poem, there is an attempt to explain the reason Echeverria
considers other Don Juans illegitimate children. In this section, the speaker of the poem
makes it evident that he knows the actions of the most popular Don Juans in history and
distances his Don Juan from them:

Porque el D. Juan que pinto, aunque como hombre
En pasiones idéntico y en nombre,

No es el hidalgo de Sevilla, ateo

Que sacaron 4 luz con buen arreo

Las de Tirso y Zamora audaces plumas,

Ni el de Molier, Byron, Balzac ni Dumas,

Ni el de Mozart harmoénico y profundo

Que solo el genio de Hoffman fecundo
Pudiera interpretar, y su igual queda;

Ni el de Corneill, Zorril[1]a, ni Espronceda—
Todos hijos de un padre y parecidos

En el rostro, la mente y los sentidos. (70)

In the footnotes that explain the above verses, Echeverria declares that in Tirso’s
and Zamora’s Don Juan versions both works show jesting, quick-wittedness, and quarrels
but they fail to provide their audiences with anything that reveals a philosophical

understanding of their main characters (545). Echeverria states that those works are

15



“superficiales esbozos 6 producciones embrionarias de un arte pldstico como casi todos
los de la literatura espafiola: en ellos no se descubre accion sicoldgica, afectos intimos, ni
pensamientos filosoficos, sino la manifestacion organica y brutal de la pasion” (545).
And, precisely, it is “passion” what Echeverria emphasizes the most in his main
character. For him, Don Juan is, primarily, the idealization of sensual pleasure (546). But,
not only that, his Don Juan lives amongst Argentineans and is Argentinean (72).

Part three of the poem is labeled: “Don Juan” and it is here that the resemblance
to Byron’s Don Juan is most evident. The poem is narrated in third person singular, not
by Don Juan. The poem begins with “Era Don Juan un hombre enamorado” (141), and it
further explains how the speaker came to know Don Juan’s intimate story, which he then
proceeds to narrate what follows. According to the poet, this Don Juan is no different
than many men, he was “enamorado” yes, but as inclined to women and life desires as
many other men (141).

By naming the different kind of “enamorados,” the speaker narrows down the
qualities of this Don Juan by stating that he does not use Cupid to help him with his
conquests (142), does not love all women, is not inspired by a platonic love like Don
Quixote, nor is he a libertine “por vicio de la carne” (143). In fact, the speaker finds it
critical to set apart his Don Juan: “Y como 4 tantos de diverso gusto / Enamorados
llaman, no hallo justo / Tan claro nombre 4 mi don Juan se diese” (143). Nevertheless, his
name is also Don Juan but his “self” (his “yo interior”’) makes him different from the rest
(143). He was a Don Juan “4 su manera” (in his own particular way) but “el vulgo” is the

entity who transformed him into an “enamorado” (144).

16



Leo Weinstein in The Metamorphoses of Don Juan explains that Hoffmann’s Don

Juan (1912) “is in quest of the ideal woman who will give him paradise on earth” (68).
And. for a moment, Echeverria’s Don Juan seems to be looking for an “ideal woman”
just as in Hoffmann’s work. However, Echeverria’s Don Juan is more “idealista en
amor” (idealistic in love) than an “enamorado” (man in love). The following lines
illustrate this view:

Idealista en amor, no habiendo hallado

El tipo por su mente imaginado

Que absorviese 4 su yd, talvez iluso,

Despechado, frenético, confuso

Buscaba en el amor de las mujeres

Alimento 4 la vida y la esperanza. (145)

This Don Juan was not looking for “an ideal woman,” his search for satisfaction

was set in both “sentimiento” (feeling) and “razén” (reason), although not at first (146).
Before Don Juan listens to the voice of reason, the poem explains that he fell in love very
young and followed the desires of his heart. He navigates the sea and enjoys life and
suffers disappointments until reason knocks on his door. Then, he realizes that everything
he sought was vain and begins a new life: “Y dominado de pesar profundo/ Se concreto
en su yo:--de otras pasiones / Mas altas que su espiritu nutria” (148). Although Don Juan
decides to live a new life, he is not an older man or a religious man as portrayed by other

authors. He was eighteen years old when he began his libertine life but about 25 when he

returns home.
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The Don Juan that appears toward the end of this part three is a man who submits
passion to his reason and instead of being just a typical seducer, it is the world that is his
target; he is, in fact, the seducer of mankind (149). Unfortunately for this Don Juan, when
he returns full of ideas and new experiences, he does not find his home as he remembered
it: “La patria de su amor ya no existia,/ Y encontré en lugar suyo horrenda orjia / De
feroces y estupidas pasiones” (153). At this moment the speaker questions where are his
idealistic dreams and hopes, his aspirations and ambitions, but there is no answer.
Toward the end, the speaker of the poem asks his last questions: “;Que hara? dé ird Don
Juan? por qué camino?” (153). No answers to these questions are forthcoming. By way of
response, the poem merely indicates that:

Y despechado en busca de emociones

Su corazdn salid, salié su mente,

Salieron sus instintos y pasiones

Como brota el raudal de viva fuente. (154)

As stated at the beginning of this analysis, Echeverria’s poem is just over five-
hundred pages, and the attempt of this work has been to seek those characteristics that
make this Argentinean Don Juan a Don Juan. Some of the most significant characteristics
of Echeverria’s Don Juan are: 1) his desire to be different from Tirso’s and Zorrilla’s Don
Juans as well as from the rest of Don Juans in literature; 2) the attempt to portray a “Don
Juan Americano,” though in Echeverria’s own lyrics he calls for an “Argentinean Don
Juan”; 3) his plasticity that allows him to be a friend, a very sensual and passionate

individual, an intellectual, a man of “reason,” or the voice of a conscience that helps set
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Argentina’s cultural values for its time; 4) a man that believes in God although he does
not become a priest or a notably religious man; 5) he is more an “idealist in love” than a
mere “person in love” (enamorado).

Another writer from the late 19th-century who incorporates in his lyric works the
character of Don Juan is Colombian writer José Asuncion Silva. In one of his poems,
“Don Juan de Covadonga” (1892-1911), Silva presents a version of the Spanish Don
Juan, where Don Juan, weary of his libertine life, attempts to find refuge in religion.
Unfortunately, as we learn at the end of the poem, he is unable to find the shelter he seeks
in this manner and, disillusioned, steers toward an uncertain and disconsolate future.

The poem begins as follows: “Don Juan de Covadonga, un calavera®/ sin Dios, ni
rey, ni ley” (1-2). These traits from Silva’s Don Juan echo, undeniably, those of Tirso’s
Burlador: a libertine who ignores God, the King’s authority, or any law. A few lines
further, the speaker of the poem expresses Don Juan’s desire to change his vain life for
one of tranquility and spiritual harmony, which he hopes to find in religion; considering
the distress manifested in Silva’s character, his version of Don Juan begins to resemble
that of Zorrilla:

Don Juan el poderoso, el cortesano,
Grande de Espafia, seductor de oficio,
El hombre en cuya mano

Tuvo grandeza excepcional el vicio,

después de amar, de odiar, de lograr todo

® For “un” calavera, the meaning according to the DRAE is “Un hombre dado al libertinaje.”
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cuanto es posible e imposible, un dia

sintid el cansancio de la vida, el lodo

de cuantos goces le ofrecio la suerte,

y mezclo a su tenaz melancolia

el ansia de consuelos superiores;

penso en Dios, penso en Dios, penso en la muerte,
penso en la eternidad. (6-17)

On one hand, these verses exalt the figure of Don Juan as the “Grande de
Espafia,” (grandee of Spain) (7), showing the magnitude of his name; but on the other
hand, the poem does not uphold this greatness. On the contrary, the adulation that is
articulated in the first few lines of the poem only serve to establish how low is Don
Juan’s current state. Whereas in Tirso’s Don Juan his exploits are told to contribute to his
fame —which in reality is infamy —in Silva’s poem Don Juan’s actions are mentioned to
reveal Don Juan’s fall and his overwhelming melancholy. Thus, in Silva’s poem, Don
Juan feels the weariness of life and wants to live another, one that would end the
nostalgia that haunts him.

In an attempt to determine Don Juan’s approximate age in this poem—one of the
key aspects to consider in order to establish Don Juan’s attributes in Hispanic America—
it should be mentioned that although Don Juan takes a closer look at his past life, the
poem does not mention the age at which these thoughts seize his mind. The poem only
states that “después de amar, de odiar, de lograr todo / cuanto es posible e imposible, un

dia / sinti6 el cansancio de la vida” (10-12, my emphasis). It is presumed that in order to
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be “cansado” (tired), one has to have lived long enough; however, it cannot be assumed
that Don Juan has reached the final stage of his life. As manifested in the poem, Don Juan
still has all the essential attributes to have under his spell “la dama mas airosa de la
Corte” (the most graceful lady of the Court) (59), the Duchess of Vilorte, with whom he
has to break up by letter when he decides to go to the convent to see his brother.

Furthermore, although in “Don Juan de Covadonga” the main character seeks
shelter in religion to depart from the “miseria” (misery) in which he lives (54), he does
not truly want to leave behind his libertine life. For this reason, when he decides to break
up with the Duchess, he tells her “adids,” the Spanish form for “goodbye” (20),
expressing the “unlikelihood” of seeing her again. But, when he enters the convent—
supposedly seeking a new way of life—he says to the world “hasta luego,” the Spanish
form for “see you later,” as if with this farewell Don Juan were giving the world a
knowing wink.

Toward the end of the poem, when Don Juan learns that convent life is a life of
a