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To my family

“Never, never more, my Lords,

Let us admit female timidity

A bar to any hazardous enterprize.

Woman, however weak, her will assisting,
she’d scale the Alps, yea, ride o’er Mount Atlas
T’accomplish it.”

Mary Deverell, Mary Queen of Scots, 1792, Act 11, Scene 1i.
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ABSTRACT

This thesis aims at rediscovering women Romantic playwrights in English, Italian and Spanish
literature, and their tragedies, analysed through a feminist critical approach. Starting from a
comparative study of the Romantic age and Romantic women’s writings in Great Britain, Italy
and Spain, an overview of female writers’ role and contribution to the development of Romantic
literature will be presented. This fundamental examination of the three socio-cultural contexts
will be followed by an in-depth analysis of the Romantic theatrical environment in the three
different countries, deepening the issue of women’s roles as dramatists, actresses, managers,
theorists and critics. More specifically, the relationship between women playwrights and the
stage will be tackled, investigating how these women managed to appropriate the “high” genre
of tragedy. A focus on the changes that tragedy underwent during the Romantic age will be
offered, so as to explore in detail in which ways women challenged, coped with or took
possession of both the old and the new canons of the genre. The core of the thesis will include
an overview of English, Italian and Spanish women dramatists and a brief analysis of some of
their most popular tragedies. The tragedies analysed have been chosen according to themes in
common in order to demonstrate if and how these women used the pen and the stage to address
specific issues and to affirm their own agency and subjectivity, subverting or negotiating the
norms imposed by patriarchal society. Among female playwrights’ dramatic production, three
tragedies were selected, one for each literature, in order to be presented and thoroughly
investigated through a close reading which takes into account a variety of aspects. The three
dramatists’ lives and previous literary production will also be examined in order to
contextualise their tragedies and the themes they tackled. By doing so, it will be possible to
highlight the reasons that led them to enter the male domain of tragedy, the “high” genre par
excellence, regarded as strictly masculine. This investigation will help us understand if the
choice of writing tragedy was made as a conscious and voluntary act of empowerment aimed
at asserting themselves in the public realm, at denouncing their forced submission and at
recounting their own stories through their own voices. It will also be underlined how and why
these female playwrights who lived approximately in the same historical period and were
influenced by the same cultural movement—although in different countries—employed
tragedy to address similar or different issues, and which consequences they faced. This analysis
will be conducted through a feminist critical methodology that includes historical, literary,
philosophical and political theories developed in the last decades, adjusted and contextualised

so that they could be a useful critical tool in the Romantic literary context.
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INTRODUCTION

This doctoral research work, carried out in the course of the last three years, aims at
rediscovering and investigating the tragedies written by female dramatists of the Romantic
age, exploring at the same time women’s contribution to the literary and dramatic context of
the 18™ and 19" centuries. In order to do so, this thesis will question the canons of tragedy, as
well as the rules that governed the theatrical environment of the time, from which women
were often excluded. This research has been conducted on three European national contexts:
England, Italy and Spain during the Romantic era, which occurred at slightly different times
in the three countries. The comparative aspect of this work will give us the opportunity to
explore the similarities and differences in the roles played by women in the development of
literature, theatre and drama in their own national contexts, as well as to examine the socio-
cultural situations they lived in, which influenced the way they approached the profession of
playwriting. By doing so, this thesis will focus on the implications of the daring act of writing
for the stage, investigating in which ways women appropriated and employed the genre of
tragedy, the “high” genre par excellence and, thus, traditionally regarded as a strictly male
domain. Special attention will be given to tragedy as a means through which women could
convey their opinions and affirm their agency in a society that silenced their voices and forced
them inside the domestic sphere.

The first chapter is conceived as a wide overview of Romanticism in the literary contexts
of England, Italy and Spain, from an inclusive perspective that considers women’s
contribution. More specifically, the chapter will address the role played by female writers and
dramatists in the development of Romantic literature, underlining women’s fundamental
presence in the cultural environment of the time. The chapter opens with a focus on the
notions of Romanticism and Romanticisms, from both a national and cultural standpoint. It is
then divided into three main subchapters, each dedicated to a national context, which will
explore the characteristics of the Romantic literary scene of each country. In order to re-
inscribe women into the three Romantic ages, it was necessary to conduct an archival research
that could provide a consistent number of names and works of female writers and intellectuals
who had not been passed on by official literary historiography.

The second chapter focuses on theatre and drama in England, Italy and Spain during the
Romantic age, and analyses in detail the importance that women had in the theatrical
environment as well as the various roles they took up. The chapter is divided into two main

subchapters in order to thoroughly investigate both the theatrical environment and the genre



of Romantic tragedy. The first subchapter will give an overview of theatre during the
Romantic era, a masculine domain belonging to the public sphere and, thus, generally
forbidden to women. The chapter will argue to what extent, despite social restrictions and
impositions, some women managed to get access to the theatrical environment and to start a
career linked to the stage. Indeed, the various fundamental roles played by women will be
presented and explored, since they worked not only as playwrights but also as actresses,
theatre managers, critics and theorists. In order to do so, a thorough archival research was
carried out, allowing us to rediscover many female figures whose existence, especially in
Italy, was often erased by official recounts. The second subchapter investigates the genre of
tragedy and the changes it underwent in the three national contexts during Romanticism. Just
like many other literary genres, tragedy was contaminated by Romantic ideals which
introduced innovative variations to the classical canons. In particular, it will be displayed to
what extent women appropriated tragedy and overcame the canons, both old and new, to
revisit the genre from a female—but often even feminist—perspective.

The third chapter addresses the methodology and intersectional critical approach employed
in the thesis. It opens with a focus on the political relevance of women’s literature and on the
fundamental construction of a female subjectivity in women’s works. The second part of the
chapter moves on interconnecting gender issues with an innovative historical analysis that
includes marginalized and silenced voices. The subchapter continues intersecting gender and
history with the genre of tragedy, in order to give a comprehensive overview of the critical
elements and theories at the core of the methodology employed in this research work to reread
women’s tragedies. The theoretical framework of this thesis—presented in this third
chapter—relies on the feminist theories and criticism developed since the 1970s, particularly
focused on the relation between political agency and literature thanks to the works of Elaine
Showalter,l Kate Millett,2 Judith Fetterley,3 Sandra Gilbert and Susan Gubar,4 to name a few.
Our methodology also draws from other previous fundamental texts, such as Virginia Woolf’s
A Room of One’s Own,” which laid the basis of gender analysis by bringing to the front the

difficulties women had in becoming professional writers and the disparities between male and

' Among her wide critical production, this thesis will mainly employ: A Literature of Their Own: British Women
Novelists from Bronté to Lessing. Princeton NJ: Princeton University Press, 1977; “Feminist Criticism in the
Wilderness”, in Critical Inquiry, Vol. 8, No. 2, Writing and Sexual Difference, (Winter, 1981), pp. 179-205; and
“Toward a Feminist Poetics”, in The New Feminist Criticism: Essays on Women, Literature and Theory [1986]
London: Virago Press, 1989.

% Kate Millett, Sexual Politics, 1969. Urbana and Chicago: University of Illinois Press, 2000.

3 Judith Fetterley, The Resisting Reader: a Feminist Approach to American Fiction, 1878, Bloomington: Indiana
University Press, 1981.

* Sandra Gilbert and Susan Gubar, The Madwoman in the Attic. The Woman Writer and the Nineteenth-century
Literary Imagination, 1979. New Haven and London: Yale University Press, 2000.

> Virginia Woolf, 4 Room of One’s Own, 1929. Roma: New York Compton Editori, 2013.



female conditions in society. The methodology employed also adopts feminist theories about
the construction of female subjectivity, especially those developed by the French feminist
philosophers Monique Wittig,® Héléne Cixous,’ Luce Irigaray® and Julia Kristeva,’ as well as
the groundbreaking concept of gender performativity postulated by Judith Butler' in 1990.
Furthermore, in order to provide a more in-depth understanding of the construction of female
individuality, our methodology will take into account the notion of intersectionality,
according to which identity is not uniform and invariable but rather composed of a wide range
of different, combined elements—a notion first theorized by Kimberle Crenshaw'' in 1989.
The work of feminist scholars will also be used in the context of revision and recovery of
history from a feminist perspective. Our methodology will employ, as first suggested by Joan
Scott,'> gender as a category of historical analysis, examining the importance of Aerstory both
to investigate female texts and to shape a more inclusive historical vision. In the end, our
critical approach will investigate the origins of feminism in theatre and drama in order to
better understand the relationship between gender and genre, and to reread women’s tragedies
from a more comprehensive perspective. The last part of the third chapter moves towards a
more practical use of the methodology previously discussed; it presents a general analysis of
the tragedies written by female dramatists during the Romantic age in the three countries,
taking into account themes in common, similarities and differences. This last part will try to
display to what extent, despite the different socio-cultural contexts, women’s tragic
production tackled analogous topics, often related to issues of othermess and women’s
conditions in patriarchal societies. The comparative approach employed to investigate
women’s compositions in the three countries permitted the surfacing of a series of shared
feminist concerns and interests that transcended national borders. Even though the female
literary production of the time was rooted in, and differently influenced by, the historical,

political and socio-cultural situation of each nation, the female points of view about women’s

%1In particular, Wittig’s theories included in Les Guérilléres, 1969. Ubu editions, 2007.

" In particular, Cixous’s theories included in “Le Rire de la Méduse”, 1975. In Signs, Vol.1, No. 4, 1976,
University of Chicago Press.

¥ Among Luce Irigaray’s wide literary production, this thesis will refer to: This Sex Which Is Not One, 1977.
New York: Cornell University Press, 1985; and Parler n’est jamais Neutre, 1985. New York: Routledge, 2002.

’ Among Julia Kristeva’s various philosophical theories and texts, this thesis will particularly refer to: Materia e
Senso: Pratiche Significanti e Teoria del Linguaggio. Torino: Einaudi, 1980; and Desire in Language. A
semiotic approach to literature and art. New York, Columbia University Press, 1980.

' The theory of gender performativity was first published in: Judith Butler, Gender Trouble. Feminism and the
Subversion of Identity, 1990.

"' The theory of intersectionality was first published in: Kimberle Crenshaw, “Demarginalizing the Intersection
of Race and Sex: A Black Feminist Critique of Antidiscrimination Doctrine, Feminist Theory and Antiracist
Politics”, University of Chicago Legal Forum: Vol. 1989: Iss. 1, Article 8.

12 Joan Scott, “Gender: A Useful Category of Historical Analysis”, in The American Historical Review, Vol. 91,
No. 5, Oxford, Oxford University Press, 1986.



roles, lack of freedom and rights in patriarchal societies appear as a sort of transnational
common ground. This research will thus consider the similarities and differences among the
various female dramatists’ works as equally important, following a transnational® feminist
approach which endorses “connections between the lives and cultures of women in different

places, without reducing all women’s experiences into a ‘common culture.””"*

Indeed, as
Inderpal Grewal and Caren Kaplan suggest, “the world in which we live is not simply
bounded by the borders of one community or nation. We will better understand feminist
futures if we acknowledge the ways in which we are part of a complex and connected world, a
world that is undoubtedly transnational.”'> In the end, the final general analysis will be
followed by a brief overview of the tragedies selected for the close reading, of the reasons
why they were chosen and of the way such a detailed examination will be conducted.
Chapters four, five and six are focused on the close readings of the three tragedies selected,
one for each country: Mary Queen of Scots by Mary Deverell (1792) in England, Rosmunda
in Ravenna by Luisa Amalia Paladini (1837) in Italy and Egilona (1845) by Gertrudis Goémez
de Avellaneda in Spain. These chapters will explore in detail the biography of the three
dramatists—Deverell, Paladini and de Avellaneda—in order to contextualize their work
within their lives and literary production. Furthermore, each chapter will also examine other
compositions of the same author, either belonging to the category of drama or to other literary
genres, so that they could help to shed light on the writer’s thought and literary discourse. The
themes featured in their dramas will be retraced as well, where possible, in their literary
production, so as to investigate how these women tackled the same issues in different genres.
It should be underlined that the tragedies presented in this research work, both in the general
analysis and in the close readings, will be investigated as literary (or dramatic) texts rather
than theatrical (or performance) texts'® for a series of reasons which will be explored in the

following pages.

" Transnational is here employed as suggested by Grewal and Kaplan, that is, as a definition which refers to
“new forms of international alliances and networks across national boundaries” while it stresses that “these new
international communities and identities do not simply create an ideal world where women are all the same and
equal. Rather, a transnational approach pays attention to the inequalities and differences” among women, and
“emphasizes the world of connections of all kinds that do not necessarily create similarities.” Source: Inderpal
Grewal, Caren Kaplan, An Introduction to Women'’s Studies: Gender in a Transnational World, ond edition, New
York: McGraw-Hill, 2002, 2006, p. xxii.

" Ibid. p. xxi.

" Ibid. p. xxvi.

'® The distinction between “dramatic text” and “performance text” is suggested by Keir Elam who identifies the
former as the text “composed for theatre” and the latter as the text “produced in theatre”, that is, performed on
stage. Source: Keir Elam, The Semiotics of Theatre and Drama. London and New York: Routledge, 1980, 1987,
p. 2.



The Romantic period, especially in England and Italy, was indeed characterized by a
strong contrast between page and stage—dramatic text and performance text—which resulted
in a supposed anti-theatricality of many Romantic dramas that, for this reason, were not
performed at the time of their composition. The issue of anti-theatricality, as well as the
controversy stage/page, will be discussed in the second chapter of the thesis. Nevertheless, in
this regard, it is important to briefly address drama as a genre in between the stage and the
page—written literature and oral performance—in order to clarify the critical and analytical
perspective adopted in this research work. As pinpointed by scholar Alessandro Serpieri,
drama is “multidimensional, pluricodified, and it does not end on the written page, but it
needs to fulfil its aim through the performance.”” Therefore, since drama belongs both inside
and outside the category of traditional literary genres,'® it was necessary to choose a
standpoint from which to evaluate and set the direction this analysis should take. The
theatrical text,19 as Alain Badiou refers to it, is “incomplete, suspended” until one or more
performances “revive it and perfect it.”*° From this perspective, there is no real opposition
between the page and the stage, but rather a continuum that brings the dramatic text to a
further level; from being a literary composition in strict terms, to fulfilling its intrinsic
performative nature. Such a continuum does not exclude either antithetical poles, but connects
them instead, enhancing the multifaceted essence of drama. The dramatic text is characterized

by a specific type of language, which Alessandro Serpieri defines as “dramatic language,”™"

that differs from the “narrative language™

employed in texts belonging to the other literary
genres. Indeed, while the narrative language is self-sufficient in its textuality, favours written
statements and does not need a pragmatic context of reference, the language used in theatre is
strictly related to the theatrical mimesis, as well as to the process of enunciation and its
pragmatic context.”> That is to say, dramatic texts cannot be separated from their mise-en-
scene, whether this actually takes place on a stage, or it is just imagined by the author (and,
later, by the readers) but never really performed. The dramatic language itself makes explicit

references to the pragmatic context through the use of deixis which is defined by John Lyons

"7 My translation of Alessandro Serpieri’s original quote: “il teatro ¢ multidimensionale, pluricodificato, e non si
esaurisce sulla pagina scritta, ma ha bisogno di realizzarsi nella messainscena.” Source: Alessandro Serpieri,
“Ipotesi teorica di segmentazione del testo teatrale”. In Canziani, Elam et al., Come Comunica il teatro: dal testo
alla scena. Milano: Edizioni il Formichiere, 1978, p. 11.

" Ibid. p. 11.

' «“Testo teatrale” in Alain Badiou, Rapsodia per il Teatro: arte, politica, evento, a cura di Francesco Ceraolo.
Cosenza: Pellegrini Editore, 2015, p. xliv.

2 bid. p. xliv.

! “linguaggio drammaturgico” in Alessandro Serpieri, “Ipotesi teorica di segmentazione del testo teatrale”, op.
cit., p. 15.

22 “linguaggio narrativo” Ibid. p. 15.

2 Alessandro Serpieri, “Ipotesi teorica di segmentazione del testo teatrale”, op. cit., p. 15.



as “the location and identification of persons, objects, events, processes and activities being
talked about, or referred to, in relation to the spatiotemporal context created and sustained by
the act of utterance and the participation in it, typically, of a single speaker and at least one

24
addressee.”

Therefore, the playwright, through the language he employs in his dramatic text,
intrinsically defines and sets up an ideal mise-en-scene for the readers to imagine and refer to.
Indeed, as Keir Elam argues in his The Semiotics of Theatre and Drama, “the written text
constrains the performance in obvious ways—not only linguistically in determining what the
actors say and proairetically in establishing the structure of the action, but also in varying
degrees, across the range of theatrical codes by indicating movement, settings, music and the
rest.””® In particular, the role of defining what is not included in dialogues and monologues is
taken on by stage directions (also stage productions or didascalia),’® regarded as a sort of

2
“secondary text”*’

which provides crucial information to the readers.

If the dramatic text is usually completed, in Alain Badiou’s terms, by one or more
subsequent performances, it was not the case for the so called “closet dramas”; plays written
in the Romantic period in England which for various reasons, that will be explained in detail
in the second chapter, never reached the stage. In the specific case of closet drama, the
dramatic text used to denote and delineate a pragmatic context—by means of deixis and stage
directions—that was never physically brought to life by an actual staging (at least, not at the
time). However, such a context could still come alive in the readers’ minds, where a mental
representation of the drama would inevitably take place. In this regard, both Lord Byron and

»38 or “theatre of the mind,”29 that is, a dramatic

Leigh Hunt talked about “a mental theatre
composition whose performance occurred directly in the readers’ mind, on “a stage of his
own in the reader’s fancy.”® While this peculiar matter will be further addressed in chapter

two, it is worth highlighting here to what extent the performative potential of a dramatic text

4 John Lyons, Semantics 2, London, New York, Melbourne, Cambridge: Cambridge University Press, 1979, p.
637.

3 Keir Elam, The Semiotics of Theatre and Drama. London and New York: Routledge, 1980, 1987, p. 87.

% Anne Ubersfeld, Reading Theatre. Translated by Frank Collins. Toronto: University of Toronto Press, 1999,
pp. 8-9. Italics in the original.

" Fernando de Toro, Theatre Semiotics: Text and Staging in Modern Theatre. Toronto, Buffalo: University of
Toronto Press, 1995, p. 43.

% The term “mental theatre” can be found in Lord Byron’s letter to John Murray (August 23™ 1821) included in
Peter Cochran (ed.), Byron’s Correspondence and Journals 13: from Ravenna, January - October 1821.
Retrieved from: https://petercochran.files.wordpress.com/2009/02/13-ravenna-18216.pdf [Accessed
17/01/2020]. It is often used as a synonym of “closet drama” as suggested by Elisabetta Marino, La Metamorfosi
nella Mente. I drammi a carattere mitologico di Leigh Hunt, Lord Byron, P.B. Shelley, Mary Shelley. Napoli:
Paolo Loffredo iniziative editoriali, 2016, p. 11.

* The term “a theatre of the mind” is employed by Leigh Hunt in Liberty, liii, cited in Jeffrey N. Cox, “Re-
Viewing Romantic Drama.” In Literary Compass 1 (2004), RO 096 1-27. Blackwell Publishing, 2004, p. 6.

3% Leigh Hunt in Liberty, liii, cited in Jeffrey N. Cox, “Re-Viewing Romantic Drama.” In Literary Compass 1
(2004), op. cit., p. 6.




can be varied and not limited to a theatre stage. In this regard, Keir Elam pinpoints that “The
‘incompleteness’ factor [of the dramatic text] . . . —that is the constant pointing within the
dialogue to a non-described context—suggests that the dramatic text is radically conditioned

by its performability.”’

The dramatic text itself inherently contains and expresses its
potential performability through its linguistic and formal elements, which allow the readers to
interpret the content and imagine the context of a personal ideal representation.

Mary Queen of Scots by Mary Deverell was unfortunately one of those plays that were
never performed and, even though Rosmunda in Ravenna by Luisa Amalia Paladini and
Egilona by Gertrudis Gomez de Avellaneda were staged and interpreted by famous actors and
actresses of the time, it was not possible to find any detailed documentation of their mise-en-
scene. Similarly, the tragedies briefly analysed in chapter three were neither all represented in
theatres,’” nor widely reported. For this reason, as well as for a matter of breadth of the
research, this thesis will only focus on the dramatic text, its content and language from a
literary perspective and in relation to gender theories. Of course, as previously discussed, it
was important to deal with the fact that the dramatic text cannot be completely separated from
a hypothetical performance. Therefore, this work will take into account the intrinsic
performative nature of the text—examining in the course of the close reading the dramatic
language employed and the content of the stage directions inserted by the author—, while it
will not investigate the stage practice and performance in itself as a subject. Using scholar
Fernando de Toro’s words, the dramatic text will be “treated as an object of literary study”
whose “objective is to explain the historical aspects, to interpret the texts in different ways,
including the identification of its structures and various formal elements.”** A similar type of
analysis is proposed by scholar Vittorio Caratozzolo who distinguishes between dramatic text
and theatrical work; he remarks that the first is to be read and examined from a critical
perspective, like any other literary composition, while the second is the representation on
stage of such dramatic text, and is to be investigated according to the parameters of
performative theory.>® For this reason, issues related to the staging and performance of the
above-mentioned tragedies will not be explored, and theories concerning the performative
aspects of theatre will not be employed. However, when possible, the thesis will feature a

short overview of the first theatrical representations of the dramas in question. The

3! Keir Elam, The Semiotics of Theatre and Drama, op. cit., p. 129.

32 Besides Mary Deverell’s Mary Queen of Scots (1792), even Orra (1806) by Joanna Baillie, Elizabeth
Inchbald’s The Massacre (1792) and Gertrudis Gomez de Avellaneda’s Catilina (1867) were never performed
on stage and thus could be included in the category of closet drama.

33 Fernando de Toro, Theatre Semiotics: Text and Staging in Modern Theatre, op. cit., p. 35.

3* Vittorio Caratozzolo, Il Teatro di Gertrudis Gomez de Avellaneda, Bologna: 11 Capitello del Sole, 2002.



conclusions will briefly recap the main points this thesis developed and will present a
comparative overview of the various topics discussed in the tragedies examined, in the light
of feminist methodology and theories. This final part will thus highlight in which ways female
dramatists from different countries, approximately around the same period, approached the
writing of tragedy and how they employed the “high” genre to subvert, or negotiate, the

norms of both patriarchal society and theatrical environment.



CHAPTER

Inscribing women’s presence and literary production into Romanticism.

England, Italy and Spain: three case studies
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1. Romanticism and Romanticisms: a comparative approach

Romanticism is a generic and broad term, which is often misused, to indicate a cultural and
artistic movement that developed across Europe between the end of the 18" and the beginning
of the 19" century. It is necessary, therefore, to start from the premise that there is no such thing
as only one Romanticism but rather different cultural expressions of it, born in different
moments in various countries, which influenced each other to a certain extent and hence could
present a number of similarities. This thesis will, thus, address a plurality of Romanticisms,
differentiating between the Romantic movement that developed in Great Britain—referring to
it as British or English Romanticism—the Italian Romantic movement and Spanish
Romanticism.

Although each Romanticism had its peculiar characteristics, was born and developed
differently in each country, depending on the cultural and historical situation of its society, there
were some elements in common. Such shared characteristics were mainly due to intellectuals
travelling all over Europe and bringing along texts and ideas, as well as to the various
translations of literary works to different target languages which allowed the spreading of
Romantic ideals. Each country then interpreted these ideals in its own way, according to the
cultural or literary environment where writers were composing and discussing their ideas,
adapting the revolutionary or modern factors embedded in new Romantic texts to their local
necessities of renewal. That is why the three different national Romanticisms that will be
addressed in this thesis appear to be extremely distant from one another at times, but inherently
similar in many aspects. It would not be possible to conduct a comparison between them
without taking into consideration that there is no such thing as a standard notion of Romanticism
to which they should adhere or conform. Judging Italian or Spanish Romantic movements on
the basis of German or British Romanticisms—just to mention the two countries where
Romantic ideals developed first—would mean to adopt a set of arbitrary criterions that do not
have a correspondence to such socio-cultural and historical contexts. Feminist criticism elected
as one of its central points the impossibility of making a real comparison between male and
female texts on the basis of canons established by men according to their own standards. Such
premises allowed to reconsider women’s works—often misjudged as inferior or not good
enough—in relation to the actual possibilities and opportunities that women had in specific
periods of time, thus taking into account intersectional axes as gender, class, race, on which
essential factors such as education and economic independence strongly relied. The same

criterion could be adopted when trying to make a comparison between countries with different
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historical backgrounds, that underwent different historical events and, therefore, reacted
differently to the Romantic wind of change that was blowing all over Europe. Indeed, as
highlighted by Italian Romantic scholar Alfredo De Paz,
Ogni tempo, ogni popolo, ogni disciplina incarna alla propria maniera I’ispirazione romantica; questa si
allea, in materia d’arte o di scienza, con degli elementi di differente provenienza. Fra le culture europee, e
all’interno di ognuna di esse, delle differenze cronologiche e delle divergenze di senso richiedono di essere
precisate. Non si pud parlare di romanticismo in un solo paese; una delle scoperte romantiche ¢
precisamente la messa in luce di una tradizione solidale dell’Occidente, distinta dalla tradizione classica

degli studi umanistici. A questa epoca risalgono 1’idea e la pratica di confronto delle culture che prepara la
via di una cultura del confronto."

Although some scholars suggested it was not possible to talk about Romanticism in Italy—as
Gina Martegiani, who “proclaimed in 1908 . . . ‘Italian Romanticism does not exist’*—it
should be remarked that the Italian peninsula experienced and interpreted, according to the
various local situations, the “Romantic inspiration” De Paz refers to in his book. Therefore,
even though Italian Romanticism may have been less prolific as far as a specific Romantic
literary production is concerned, and still very much influenced by neoclassical precepts, it
certainly existed and had its own peculiar development in the realm of literature, which is
worthy of being explored. The controversial nature of Romanticism is highlighted also by
scholar David Gies when he affirms that academics often agree on the fact that “there exists no

single Spanish Romanticism™

because of the heterogeneity of voices, interpretations and points
of view that animated such period in Spain and that do not appear to be easily regrouped under
the same terminology. Nonetheless, Gies argues that, instead of focusing the attention on the
creation of a rigid category of “Romanticism” with distinctive characteristics—which would
erase all the differences among various writers and compositions, as well as all those artists
regarded as “not Romantic enough” according to pre-established standards—it “would be better
to look at the movement through the prism of images it presents, and to think . . . of a multiplicity
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of phenomena—not of a Romanticism but of Spanish Romanticisms.”” A similar notion has

' Alfredo De Paz. Europa Romantica. Fondamenti e paradigmi della sensibilita moderna. Napoli: Liguori Editore,
1994, 2000, p. 13.

English Translation: “Every epoch, every population, every field embodies, in its own way, the Romantic
inspiration; this inspiration allies, in subjects such as art or science, with elements of different origins. Among
European cultures, and inside each one of them, chronological differences and discrepancies of significance need
to be clarified. We cannot talk about Romanticism in only one country: one of the Romantic discoveries is precisely
a joint tradition of Western societies, different from the classical tradition of humanistic studies. The theory and
the practice of comparison between cultures, which lead to a culture of comparison, date back to this age.”

? Giovanni Carsaniga, “The of Age of Romanticism (1800-1870)”, in Peter Brand, Lino Pertile, The Cambridge
History of Italian Literature, Cambridge: Cambridge U.P., 1997, p. 402.

3 David Thatcher Gies, “The Plurality of Spanish Romanticisms: Review-Article”, in Hispanic Review, Vol. 49,
n. 4 (Autumn, 1981), University of Pennsylvania Press, pp. 427-442, p. 427. Retrieved from:
https://www.jstor.org/stable/472747 [Accessed 9/01/2019].

* Ibid. p. 428.
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been quite recently proposed by scholars of English Romanticism, such as Joel Faflak and Julia
Wright,” as well as by David Higgins and Sharon Ruston,® in the introductions to their edited
volumes. Faflak and Wright argue that a monolithic concept of Romanticism in England has
been redefined by new theories belonging to “feminism, deconstruction, psychoanalysis,
Marxism and post-Marxism . . . then postcolonial theory, New Historicism, gender theory,
cultural studies and even a revised editorial theory.”” In particular, they highlight how, with
feminist studies, post-colonial theory and New Historicism,

came a concomitant turn to the details that round out the larger picture of culture—urban life, entertainment,

learning, the thousands of printed works that never saw a second edition—and a sense of Romantic literature

not as a collection of authors’ major works but as a cultural moment in which myriad texts were produced,

many anonymous, pseudonymous, or bearing the names of authors about whom we know little or nothing.

In other words, as Romanticism studies turned its gaze toward marginalised populations—women, the

colonised, the Celtic periphery, the lower classes—the field’s sense of the literature of the period broadened
as well.®

Analogously, Higgins and Ruston suggest 