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YAYIN İLKELERİ, YAZIM KURALLARI VE MLA KAYNAK GÖSTERME VE METİN İÇİ 
GÖNDERME BİÇİMLERİ  

-Derginin Amacı  

Uluslararası nitelikte ve hakemli olması planlanan dergimizin kuruluş amacı çeşitli kuramlar ve yaklaşımlarla 
İtalyan, Fransız, İspanyol edebiyatları alanında ve Türk edebiyatında yeni çalışmalara olanak sağlayan nitelikli 
bir akademik yayın çıkarmaktır.  

-Odak ve Kapsam  

Dergimizin içeriği disiplinler arası ve karşılaştırmalı bir yaklaşımla yazılmış özgün akademik makalelerden 
oluşması planlanmakta olup, Türkçe, İtalyanca, Fransızca ve İspanyolca dillerinde farklı çalışmalara yer 
vermesi planlanmaktadır. Dergimiz yılda iki sayı olarak yayımlanacaktır. Yayımlanmak üzere dergimize 
gönderilen tüm yazılar yayın kurulu tarafından belirlenen, alanında yetkin hakemlerce değerlendirilecektir.  

-Yayın Sıklığı  

MOLESTO: EDEBİYAT ARAŞTIRMALARI DERGİSİ Ocak ve Temmuz aylarında olmak üzere yılda 
iki kez yayınlanmaktadır.  

-Yayın Dili  

Türkçe, İtalyanca, Fransızca ve İspanyolca. 

-Gizlilik Beyanı  

MOLESTO: EDEBİYAT ARAŞTIRMALARI DERGİSİ gönderilecek tüm veriler (isim, elektronik 
posta adresleri gibi kişisel bilgiler vb.) yalnızca Dergi’nin bilimsel çalışmaları için kullanılır. Bu veriler, başka 
bir amaç için kullanılmaz, üçüncü kişilerle paylaşılmaz.  

-Telif Hakkı  

Makalelerdeki düşünce ve öneriler ile kaynakların doğruluğundan ve kullanımından yazarlar sorumludur. 
Dergi’de yayınlanan makalelere telif hakkı ödenmez. Yazarlar, makalelerinin telif hakkından feragat etmeyi 
kabul ederek, basıma kabul edilen makalelerin telif hakkını MOLESTO: EDEBİYAT 
ARAŞTIRMALARI DERGİSİ’ne devretmiş sayılırlar. Yayın Kurulu, makalelerin yayımlanması 
konusunda yetkilidir. 

YAZIM KURALLARI  

MOLESTO: EDEBİYAT ARAŞTIRMALARI DERGİSİ’ne yayınlanmak üzere gönderilen çalışmaların 
aşağıdaki koşulları yerine getirmesi gerekmektedir:  

Dergi’de yer alacak çalışmalar, başka bir yerde yayınlanmamış ya da yayınlanmak üzere başka bir dergiye 
gönderilmemiş olmalıdır.  

-Dergi Yazım Kuralları’na uymayan çalışmalar değerlendirmeye alınmaz.  

-Dergiye gönderilecek çalışmalar,  

-A4 dikey boyutunda, tek aralık, kenar boşlukları her bir kenardan 2,5 cm olacak şekilde hazırlanmalıdır.  
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-Öz, Abstract, Anahtar Sözcükler, Keywords ve Kaynakça sayfası hariç, çalışmanın metin kısmı, 2750 
sözcükten az olmamak ve 12000 sözcüğü aşmamak kaydıyla, Garamond, 12 punto yazı karakteriyle bir buçuk 
aralıkla yazılmalı ve Microsoft Word dosyası olarak oluşturulmadır.  

 

Çalışmalar, aşağıda belirtilen bölümlerden (sırasıyla) ve bu bölümlere yönelik düzenleme ilkelerine uyularak 
yapılandırılmalıdır:  

-Türkçe Başlık: Çalışmanın Türkçe başlığı, 12 Punto Koyu BÜYÜK HARFLERLE sayfanın soluna yaslı 
olarak yazılmalıdır.  

-Yabancı Dilde Başlık (Fransızca, İtalyanca veya İspanyolca): Yabancı Dilde Başlık (Fransızca, 
İtalyanca veya İspanyolca) başlık, Türkçe başlıktan sonra, 12 Punto Koyu BÜYÜK HARFLERLE sayfanın 
soluna yaslı olarak yazılmalıdır.  

-Yazar / Yazarlar: Başlıklardan sonra, yazarın sadece adı (ilk harfi BÜYÜK) ve soyadı (BÜYÜK 
HARFLERLE) 12 Punto Koyu olarak yazılmalı ve sola yaslanmalıdır. Ardından yazar ile ilgili bilgiler (unvan, 
kurum ve yazarın e-posta adresi) dipnotta verilmelidir.  

-Öz: Türkçe “Öz”, 10 Punto olarak, 1 satır aralığıyla yazılmalı ve 250 sözcüğü geçmemelidir.  

-Anahtar sözcükler: Çalışmaların konularını yansıtan en az dört, en fazla altı Türkçe anahtar sözcük 
eklenmeli ve tüm sözcükler italik olarak verilmelidir.  

-Yabancı Dilde Özet (Fransızca, İtalyanca veya İspanyolca): “Öz” kısmında yazılı olan metin Yabancı 
Dilde (Fransızca, İtalyanca veya İspanyolca) verilmelidir.  

-Yabancı Dilde Anahtar Sözcükler (Fransızca, İtalyanca veya İspanyolca): Çalışmaların konularını 
yansıtan en az dört en fazla altı Yabancı Dilde anahtar sözcükler, Türkçe verilen anahtar sözcüklerle aynı 
sırada ve tüm sözcükler italik olarak verilmelidir.  

MLA KAYNAK GÖSTERME VE METİN İÇİ GÖNDERME BİÇİMLERİ  

Kaynak gösterme, kaynakça oluşturma ve göndermelerde, MLA Handbook for Writers of Research Papers 
(7th edition) kullanılmalıdır.  

-Ana metinde alt başlıklar, sözcüklerin baş harfleri büyük olmak üzere küçük harflerle 11 punto ve koyu 
yazılmalıdır.  

-Çalışmada, yapılan alıntıların ve yararlanılan kaynakların belirtilmesi gerekmektedir. Metin içinde yapılacak 
doğrudan kısa alıntılar, tırnak içinde (“…”) italik verilmelidir. Uzun alıntılar (40 sözcükten fazla) ise tırnak 
kullanılmaksızın, paragraf başı yapıldıktan sonra soldan 1 cm., sağdan 1 cm. bırakılarak, düz ve 11 punto 
yazılmalı, ardından nokta konulmalıdır.  

-Fotoğraf, şema vb. görsel malzeme kullanılması durumunda kaynak gösterilmesi gerekmektedir. İzin ya da 
telif konularındaki hukuki sorumluluk çalışmanın yazarlarına aittir.  

KÖR HAKEMLİK VE DEĞERLENDİRME SÜRECİ  

-Kör Hakemlik  

MOLESTO: EDEBİYAT ARAŞTIRMALARI DERGİSİ’ne gönderilen tüm çalışmaların hakem 
değerlendirme sürecinde, çalışmaların yazar ve hakem kimliklerinin saklandığı çift kör hakem değerlendirme 
yöntemi kullanılmaktadır.  
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-Ön Değerlendirme Süreci  

MOLESTO: EDEBİYAT ARAŞTIRMALARI DERGİSİ’ne gönderilen çalışmalar, öncelikle Editör ve 
Yayın Kurulu tarafından değerlendirilir.  

Derginin amaç ve kapsamına, Türkçe ve Yabancı Dilde (Fransızca, İtalyanca veya İspanyolca): ve anlatım 
kurallarına uymayan, özgünlük değeri taşımayan ve yayın politikalarına uymayan çalışmalar reddedilir. 
Reddedilen çalışmaların yazarları, çalışmanın Dergi’ye gönderim tarihinden itibaren en geç on beş gün 
içerisinde Editör tarafından bilgilendirilir. Uygun bulunan çalışmalar, hakem sürecine alınır.  

-Hakem Süreci  

Çalışmalar, içerikleri doğrultusunda ilgili hakemlere gönderilir. Çalışmayı inceleyen Yayın Kurulu üyesi, 
MOLESTO: EDEBİYAT ARAŞTIRMALARI DERGİSİ’nin hakem havuzundan uzmanlık alanlarına 
göre en az iki hakem önerisinde bulunur veya çalışmanın alanına uygun yeni hakem/hakemler önerebilir.  

-Hakem Değerlendirme Süreci  

Hakem değerlendirme süreci için hakemlere verilen süre yirmi gündür. Hakemlerden gelen düzeltme 
önerilerinin, yazarlar tarafından öneriler doğrultusunda en geç bir hafta içerisinde tamamlanması gereklidir. 
Hakemler, değerlendirmesini yaptıkları bir çalışma için en fazla iki düzeltme önerebilirler. Hakemler, 
çalışmanın düzeltilmiş halini (en fazla iki düzeltme önerisi sonrası) inceleyerek, “yayınlanabilir” veya 
“yayınlanamaz” kararı vermek durumundadırlar.  

-Değerlendirme Sonucu  

Hakemlerden gelen görüşler, çalışmadan sorumlu Yayın Kurulu üyesi tarafından en geç iki hafta içerisinde 
incelenir. Yayın Kurulu üyesi, çalışmanın hakem değerlendirme sonuçlarına göre çalışma hakkındaki 
görüşünü Editöre iletir.  

-Çalışma Gönderme Rehberi  

MOLESTO: EDEBİYAT ARAŞTIRMALARI DERGİSİ’ne çalışma gönderecek yazarlar 
http://dergipark.gov.tr/ adresinde yer alan Dergi Yönetim Sistemi’ne üye olarak çalışmalarını 
gönderebilirler.  

-Düzeltme Yönergesi ve Yükleme Rehberi  

MOLESTO: EDEBİYAT ARAŞTIRMALARI DERGİSİ’nde değerlendirme sürecindeki çalışmalar 
için, Editör, Yayın Kurulu üyeleri ve/veya hakemler, en fazla iki düzeltme veya iyileştirme önerebilirler. 
Yazarlar, önerilen düzeltme veya iyileştirmeleri eksiksiz, açıklayıcı ve zamanında tamamlamakla 
yükümlüdürler.  

-Çalışmayı Geri Çekme  

MOLESTO: EDEBİYAT ARAŞTIRMALARI DERGİSİ yayın politikaları gereği, değerlendirme 
aşamasındaki çalışmalarını geri çekmek isteyen yazarlar, geri çekme isteklerini e-posta aracılığıyla Editör’e 
iletmek durumundadırlar. Editörler, geri çekme bildirimini inceleyerek, en geç on gün içerisinde yazarlara 
dönüş sağlar.  
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ŞÖVALYENİN BAKIŞININ ÖTESİNDE: “LA BELLE DAME SANS MERCI”NIN 

ÖZGÜRLEŞMİŞ CİNSELLİĞİNİ ÇÖZÜMLEMEK 

BEYOND THE KNIGHT'S GAZE: DECODING THE LIBERATED SEXUALITY 

OF “LA BELLE DAME SANS MERCI" 
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Makale Bilgisi 
 
Gönderildiği tarih: 
13.01.2024 
 
Kabul edildiği tarih: 
21.02.2024 
 
Yayınlandığı tarih: 
31.07.2024 

Öz 
 

Bu makale, John Keats'in şiiri "La Belle Dame sans Merci"yi derinlemesine incelemeyi 
ve şiire adını veren gizemli kadına ilişkin geleneksel algılara karşıt bir yorum sunmayı 
amaçlamaktadır. Bu karakterle ilgili yapılan yorumlamalar genellikle patriyarkal bir 
çerçevenin dışına çıkmamakla birlikte karaktere ölümcül bir doğaüstülük atfetmektedir. 
Bu makale ise bu karakterin mistik bir varlık değil, yalnızca cinselliğini benimsemiş ve 
özgürleşmiş bir kadın olduğunu göstermeyi amaçlamaktadır. Şövalyenin şüpheli 
anlatısına ilişki yaşadığı kadının etkin cinselliği karşısında duyduğu derin rahatsızlık ve 
iğdiş edilme korkusunun sebep olduğu ve anlatısının kadını kontrol etmeye, onu 
susturmaya ve şeytanlaştırmaya yönelik bir girişim olduğu savunulmaktadır. Şiirin dilinin, 
imgelerinin ve tematik unsurlarının analizi yoluyla, gizemli kadının karakterini oluşturan 
nüanslar ve şövalyeyle yaşadığı karmaşık ilişki gözler önüne serilecektir. Bu bağlamda, 
bu çalışma ile kadın cinselliği hakkındaki derin toplumsal kaygıları ve şiirde rol oynayan 
karmaşık güç dinamiklerini ortaya çıkarmak ve 19. yüzyıl edebiyatındaki cinsiyet rolleri 
ve kimlikleri ile ilgili çalışmalara katkıda bulunmak amaçlanmaktadır. 
Anahtar Kelimeler: John Keats, La Belle Dame Sans Merci, Romantizm, Cinsiyet rolleri 
 

Article Info 
 
Date submitted: 
13.01.2024 
 
Date accepted: 
21.02.2024 
 
Date published: 
31.07.2024 

Abstract 
 

This paper delves into John Keats' enduring poem, "La Belle Dame sans Merci," 
offering a reinterpretation that challenges the traditional perceptions of the mysterious 
lady that gives the poem its title. Contrary to prevailing supernatural interpretations, 
which generally cannot escape a patriarchal lens, the paper aims to show that La Belle is 
not a mystical being but rather a liberated woman who embraces her sexuality. In turn, 
the knight's dubious narration is argued to be an intricate attempt to control, silence, 
and demonize her, motivated by his deep-seated discomfort and emasculation in the 
face of her empowered sexuality. Through an analysis of the poem's language, imagery, 
and thematic elements, the nuances that make up the titular character, namely her agency 
and sexual autonomy in her courtship with the knight, are illuminated. In doing so, the 
paper aims to display the deeper social anxieties surrounding female sexuality and the 
complex power dynamics at play in the poem and contribute to the broader discourse 
on gender roles and identities in 19th-century literature. 
Key Words: John Keats, La Belle Dame Sans Merci, Romanticism, Gender roles, Emasculation 
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 Since its publication, John Keats’ poem “La Belle Dame Sans Merci” has invited many 

different interpretations and readings as it has a cloak of mystery around it that countless critics 

have tried to lift throughout the years. This mystery is largely due to “the combination of an 

overabundance of information on the level of suggestion and a lack of information on the level of narrative” (Bennet 

73). Consequently, the figure that gives the poem its title, La Belle, has been seen as the key to 

unraveling its mystery. Therefore, this mysterious figure has taken on many different shapes and 

forms since 1819. She has been dubbed the quintessential femme fatale, an object of male desire, a 

damsel in distress, a muse, a vampire, a succubus, a sorceress “without gratitude, without goodness, without 

pity and without remorse” or, as of late, a victim” (Williams 63). La Belle, however, is not any of these 

things. Much like Alain Chartier’s “La Belle Dame sans Mercy”, from which Keats borrowed his 

own poem’s title and maybe even the very core of the mysterious titular character, the lady is an 

atypical “beloved”. She is simply a mortal woman who does not fit into the conservative 

construction of asexual femininity that was ascribed to women at that time and who, therefore, is 

demonized and made into La Belle Dame sans Merci by the knight and his male chorus of dead 

kings, princes and warriors, and even critics who might feel emasculated by her sexual freedom.  

In the 19th century, the image of the passionless, chaste, pure, domesticated female became 

a defense mechanism employed by England as a way of protecting the established order and 

patriarchy in the wake of revolutionary sentiments across Europe. As Rachel Schulkins states, at 

the turn of the century, “countless female conduct books, ladies’ magazines, and instruction manuals posited a 

feminine ideal that rested on the notion of the religious, pious, moral and asexual woman,” and women who 

displayed and embraced their sexuality freely were considered to be morally and physically corrupt 

threats to society and were consequently ostracised (19). These writings emphasized and upheld 

the importance of feminine purity in maintaining social and political stability. Because female nature 

was considered to be unpredictable and lacking in rationality, the figure of the asexual woman 

became a method of controlling and subduing women and, consequently, safeguarding the 

traditional order and public from evil as it was thought that “female modesty [was] among the best and 

last barriers of civilized society” (Lloyd 117). On the other hand, philandering men were not given the 

same treatment. Any kind of sexual liberty was exclusively seen as a male privilege; while it could 

destroy women’s reputations, as in the case of Mary Wollstonecraft, it could lead men into fame, 

as it was in the case of Lord Byron, and these are precisely the gendered double standards that “La 

Belle Dame sans Merci” addresses. The lady in question rejects the conservative concept of the 

chaste, restrained, asexual woman. Instead, she takes on the role of the philandering male and has 
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a dalliance with a knight, turning him into one of her “conquests”, which leads to the knight’s 

efforts to reconstruct his masculinity and “the natural order of things” through his narrative. By 

turning the lady into a malevolent supernatural being in his narration, the knight emphasizes the 

dangers unrestrained female sexuality poses against the established constructs of masculinity.  

The poem opens with the encounter of an unidentified speaker and a “woe-begone” knight in 

a lifeless and barren setting in the late fall, which directly reflects the knight’s current state of mind 

(Keats line 6). He recounts his tale of seeing a beautiful, wild woman in a meadow. He showers her 

with flowers, and they ride on his steed together while she sings an enigmatic song. She then feeds 

him and tells him she loves him in a “language strange” that he cannot comprehend (line 27). After 

she lulls him to sleep, the knight dreams of a multitude of kings, princes, and warriors who are all 

deathly pale and shriek a horrible warning that “La Belle Dame sans Merci / Thee hath in thrall” (lines 

37-8). When the knight wakes up, he is on a cold hillside, and the lady is gone.  

The first three stanzas, which are not a part of the knight’s narration of his encounter with 

the lady but the observations of the unidentified traveler, paint him out to be a somewhat 

effeminate figure. Despite his description as a “knight-at-arms”, he does not behave as a regular 

knight would. He does not seem to be brave or valiant; on the contrary, he is passive, inactive, and 

distracted, aimlessly wandering around, and drifting away from the social world (line 1). 

Furthermore, he is described as having “a lily on [his] brow” and “a fading rose” on his cheeks (lines 9-

11). Aside from linking him with illness and death, this association with flowers also connects him 

to the traditional notions of femininity, as the female figure would typically be described using 

flower imagery in the poetry of romances. His encounter with the mysterious lady and her 

abandonment of him appears to have emasculated the knight, and his seemingly imminent “death”, 

therefore, is not a literal one but a metaphorical death of his masculinity, which he so desperately 

tries to reinstate through his narration. When he becomes the narrative voice, the knight describes 

himself as the assertive figure and takes on the traditionally masculine roles in his romance with 

the lady. He gives her gifts, shuts her eyes with kisses, and sets her on his steed, which very well 

may be a euphemism for sexual intercourse where the knight appears to take on the dominant role. 

As he becomes more and more aggressive, the lady, in turn, becomes more passive and silent in 

his narration.  

In the fourth stanza, the knight takes control of the narrative and describes his encounter 

with the mysterious lady. His narration, however, only works to cast doubt on his point of view as 

it is fragmented, incoherent, and lacks connection within itself. Jane Cohen remarks that “as observer 
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and lover, the knight inspires little confidence. One cannot determine if the Lady he meets is or is like a ‘faery’s 

child’; if her ‘wild’ eyes suggest wickedness or sweetness . . . if she looked at the knight lovingly or ‘as’ she did love; 

and if ‘in language strange’ she indeed said ‘I love thee true’” (11-2). Indeed, rather than acting as proof of 

her being an otherworldly creature, the knight’s overtly sentimental and superficial description of 

the lady seems to be born out of his need to turn their story into a traditional example of chivalric 

romance through which he can compensate for his emasculation by taking on the role of the 

masculine, valiant knight. However, the lady is not a supernatural enchantress but simply “another 

mortal woman, whose beauty is elevated into that of a goddess by her admirer”, as in typical romance tales 

(Schulkins 118). As if she is a near-forgotten dream, the knight only offers fragmented images of 

her, which certainly seems strange if he is madly in love with her. Described in four short lines and 

referred to only as “a lady” and “faery’s child”, she is made into an object to which the knight can 

give shape as he sees fit (Keats lines 13-4). His description of her is limited to her most sensual and 

feminine features: her lengthy hair, light foot, her voice, and wild eyes. Aside from this brief, 

unelaborate portrayal, there is no other account of her. This deliberate objectification and 

fragmentation of La Belle is due to the knight’s desire to gain back his authority and masculinity 

and to exert some degree of control over the woman who has reduced him to such a state. The 

lady, as Schulkins argues, “is dependent upon his narrative and words to give her back her physicality. By 

scattering her image, the knight prevents La Belle’s voice from being heard” and gains the power to shape the 

perception of her and their brief relationship (118). Indeed, the initial picture he portrays of her is 

only a dim silhouette of an idealized woman, which, combined with her enforced silence in his 

narration, robs her of her individuality and turns her into a shadowy representative of the dangers 

of liberated female sexuality in the end.  

In the fifth stanza, the association between La Belle’s sexuality and the natural world is 

emphasized, which, combined with the fact that the liaison with the knight ensues amid nature, is 

essential in showing that the sexual appetite of women is a natural occurrence. The stark contrast 

between the barrenness of the world at the start of the poem and the lushness of nature in the 

knight’s narration highlights the naturalness, richness, and beauty found in the sexual freedom of 

the female, and despite the knight’s efforts to suppress it, it rears its head through his subconscious. 

He tries to control and contain this freedom through the offerings of garlands and bracelets he has 

made, which he presents to her as a part of his duty as the “lover” of courtly romances. He 

emphasizes his adherence to the codes of masculinity and “tries to embellish his trophy, the lady, by his 

own artwork in order to claim her as his own. From this perspective, the symbols of love and adoration turn into 

symbols of captivation” (Schulkins 118). The feminizing flower imagery that was associated with him 
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at the beginning of the poem is now turned around; he quite literally decorates the lady with flowers, 

which is a part of his effort to reverse the emasculation that his encounter with La Belle has caused. 

He is trying to restore his wounded masculinity and reduce her power by forcing her into the role 

of the silent and passive beloved. This struggle repeats itself in his later act of setting the lady on 

his steed, which is often seen as an extension of a knight’s virility. He attempts to exercise a 

controlling, masculine authority over the lady by stabilizing her and imprisoning her on his steed 

and in his gaze.  

In stanzas five through seven, the lady and the knight consummate their relationship, 

however, the knight continues to enforce his own subjective and controlling narrative on her. He 

claims that La Belle "looked at [him] as she did love" (Keats line 19). He believes that she loves him 

simply because the alternative, that she may have only wanted a sexual relationship with him to 

satiate her own needs as a man might, is inconceivable. His interpretation casts doubts on his 

narration as he appears to project his own desires onto her. The same thing happens again when 

he states: “in language strange she said / I love thee true” (lines 27-8). Even while trying to control the 

narrative, the knight does not deny that her language was strange to him, and since her language is 

strange, his interpretation of it cannot be relied on. Because he uses the language of romance, he 

assumes she does the same as well, which she does, simply not in the way he interprets it. The lady 

does flirt with the knight. She sings him a song, rides his steed, and reciprocates, or even encourages 

his advances, not because she loves him true, but simply because she wants to. Just as the knight 

plays the part of the lover in his idea of chivalric romance, the lady also plays the part of the beloved 

to achieve what she desires, which is her own sexual gratification. 

In stanza seven, there is a curious detail that has been associated with the idea of La Belle 

being a supernatural creature. According to the knight, she feeds him “honey wild, and manna-dew” 

(line 26).  However, since manna-dew is a miraculous food that God provided for Israelites during 

their wanderings, it is probable that the knight is once again using the overtly embellished and 

artificial language of romance tales to strengthen his narrative; and if this is the case, it is significant 

that the nourishment he associates with La Belle is strange, wild, and untamed, just like the lady 

and the lush natural world she inhabits are, as opposed to the knight’s barren one.  

Stanza eight begins with another peculiar detail; the knight claims that La Belle took him 

to her “Elfin grot” (line 29). The Elfin grot is a continuation of his earlier association of the lady 

with the supernatural, however, since his embellished and artificial language and his account of the 

lady are unreliable, it is not possible to discern what exactly he means; the seemingly magical Elfin 
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grot could very well be a simple cottage. Indeed, the entire episode in the lady’s Elfin grot is strange 

because, according to the knight, La Belle weeps and sighs for reasons he does not disclose. It is 

possible that he is trying to undermine her by ascribing her a “feminine weakness” as a part of his 

continued effort to re-establish his masculinity and compensate for her ultimate rejection and 

abandonment of him. This effort, however, is fruitless because it is she who lulls the knight to sleep. 

In that sleep, he has a nightmare in which his emasculation anxiety finds voice through a male 

chorus of "death-pale” kings, princes, and warriors who claim to be the former victims of the 

demonic La Belle Dame sans Merci (line 38). Their starved lips display their hunger and greed for 

the sexual satisfaction that La Belle is able to bring; however, her sexuality is only desirable and 

acceptable for the chorus of men when it is taken, not willingly given, as it disrupts the carefully 

constructed notions of gender identities. These now-impotent figures of masculine power are 

undone, not by La Belle per se, but by what she represents: the liberated female sexuality. When 

he wakes up from his Freudian dream, the knight is all alone. La Belle seems to have quietly made 

her exit from his life and the text, which undermines the title assigned to her by the male chorus, 

as the knight is able to leave the mysterious Elfin grot unscathed. 

The critics who think the lady to be a femme fatale, a dangerous and supernatural entity who 

entrammels and devours men, seem to take the knight’s narration at face value, even though there 

is no indication in the poem that confirms her being something more than human. This ambiguity 

regarding the nature of the lady serves to challenge not only “the knight’s narrative but rather the entire 

manly conceptions that guide romance and romantic love” (Schulkins 113). Since there are not any certainties 

regarding her supernatural nature, the important question here, as Anne K. Mellor suggests, 

becomes what “the knight and the warriors of his dream have to gain by defining the belle dame as cold, cruel, 

lacking in compassion” (184). The answer to this can be found in the motivations of the lady herself, 

who is simply a woman who does not hide or deny her sexuality; on the contrary, she rather enjoys 

and embraces it. She flirts with the knight, engages in courtship, and satisfies her sexual appetite as 

a philandering man would without any kind of repercussions, then simply leaves because she does 

not want anything more from the knight. Because this notion of the philandering female is directly 

in opposition to the asexual female, her existence is inconceivable in the patriarchal discourse, 

which is why the knight and the figures in his dream turn her into the figure of La Belle Dame sans 

Merci. They restructure her through the male discourse and appropriate her existence and actions 

through their own constructions of femininity. She is undeniably a threat to masculinity; she 

mesmerizes kings, princes, and warriors, the ultimate figures of masculine power, and brings an 

end to their preconceived ideas about both themselves and women. She, therefore, becomes a 
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figure that needs to be appropriated, silenced, and demonized, which is what the emasculated 

knight tries to achieve through his narrative.  

The poem’s circular structure, repetitive pattern, and the knight’s narration itself are also 

very interesting as they act very much like a trauma response, which compels the victim to relive 

and retell a traumatic incident in order to reclaim the experience and gain control over the situation 

or, in this case, over the woman who forsakes the knight. Very much like a victim of trauma who 

“cannot resume the normal course of life, for the trauma repeatedly interrupts,” the knight is stuck in an 

oppressive, barren world (Herman 26). To be able to recover from the trauma and reclaim his 

masculinity, the knight creates his narrative and shares it with the world as a storyteller might. 

However, the encounter with the lady has made him a passive and apathetic figure, and even 

robbing the lady of her voice and demonizing her through his narrative is not enough to re-establish 

his masculine identity. In the end, he is exactly where he started, isolated in a lifeless environment 

without any hope for the future. He simply repeats the words of the unidentified speaker when he 

finishes his narration, unable to offer something new from himself, as he is left with nothing. He 

is forever trapped in his own narrative; “it is as if time stops at the moment of trauma”, at the moment 

when he loses something essential for himself (26).  

Throughout the years, the figure of the La Belle Dame sans Merci has been interpreted 

through the lens of patriarchal constructions of femininity. Although some critics like Mario L. 

D’Avanzo and Earl R. Wasserman have read her in a positive light, the dominant assumption is 

that she is a more-than-human entity who deceives, victimizes, and eventually kills men. However, 

“as the object of the sexual and the flesh, La Belle stands for the symbol of life and not of death” (Schulkins 125). 

As opposed to the lifeless landscape of the knight, her world offers lushness, songs, and 

nourishment. In the midst of nature, the lady is far away from the constraints of society and free 

to do whatever she desires, which is not something deadly or treacherous but only the satisfaction 

of her very natural urges. Rather than her liberated sexuality, as the knight and the male chorus 

suggest, it is the narration of the knight and, therefore, the patriarchal forces that Keats criticizes. 

Emasculated and rendered powerless by his encounter with a liberated, passionate woman, the 

knight’s narration is aimed at silencing and demonizing La Belle and, consequently, the sexual 

freedom of women at large. Nevertheless, he is unable to achieve his goal as the lady’s silence only 

serves to undermine the legitimacy of his narration and his interpretation of reality. Through the 

figure of the La Belle and the knight’s response to her, Keats is able to “discard the polarities of sexual 

experience, which tend to depict women as either virtually innocent or dangerously sensual” and acknowledge 

sexuality as a complex and essential part of female identity (Schulkins 15). La Belle is neither good 
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nor bad; neither the asexual female nor the malicious, supernatural entity who devours men, but 

simply a woman who denies the pre-destined notions of a structured femininity and enjoys her 

humanity. 
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Concepción Gimeno de Flaquer (1850-1919) fue escritora, 

periodista, editora, publicista, actriz ocasional, incansable viajera y 

activa defensora de los derechos femeninos, una mujer de la 

España de mediados del XIX que se creó a sí misma y que siempre 

luchó por difundir la educación y el conocimiento. Escribió 

novelas, relatos cortos, ensayos, artículos de opinión, crónicas de 

sociedad y reseñas teatrales en los que abordó todo tipo de 

temáticas y, entre 1873 y 1909, dirigió tres periódicos: La Ilustración 

de la Mujer (1873-1875), El Álbum de la Mujer (1883-1890) y El 

Álbum Íbero-Americano (1890-1909). 

De formación prácticamente autodidacta, su enorme 

interés por aprender y transmitir sus conocimientos y experiencias la llevó a lanzarse al mundo 

editorial y periodístico en fechas muy tempranas. La vida de Gimeno de Flaquer transcurrió entre 

España y América en unos momentos especialmente convulsos: en la Península Ibérica, durante el 

final del reinado de Isabel II, el breve de Amadeo de Saboya, la I República y una buena parte de 

la Restauración borbónica; en México, a lo largo del primer gobierno del presidente Porfirio Díaz. 

Este clima de inestabilidad política influyó, como no podía ser de otra manera, en su obra, pero 

nunca la desanimó ni le hizo desistir en su objetivo por crear una especie de hermandad femenina 

que ayudara al mayor número posible de mujeres a conseguir un espacio propio en las esferas del 

conocimiento. En este sentido, fue una de las primeras intelectuales españolas, junto con 

Concepción Arenal (1820-1893) y Emilia Pardo Bazán (1851-1921), que expuso públicamente la 

necesidad de conseguir una libertad individual para las mujeres en todo tipo de aspectos y reclamó 

para ellas los mismos derechos que tenían los hombres, así como una buena educación que les 

 
1 İstanbul Üniversitesi, Edebiyat Fakültesi, İspanyol Dili ve Edebiyatı Anabilim Dalı Doç. Dr. E-posta: 
hortamj@istanbul.edu.tr ORCID: 0000-0002-4146-005X 
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permitiera no solo acceder a un puesto de trabajo y ser independientes económicamente (algo 

fundamental para que esa libertad individual fuera realmente efectiva) sino también para tener un 

nivel cultural semejante al de los varones y poder competir con ellos en la esfera intelectual. Gimeno 

de Flaquer fue, como dice Shirley Mangini en su obra Las modernas de Madrid. Las grandes intelectuales 

españolas de la vanguardia, un “eje precursor de las modernas de Madrid por su abierta denuncia de la 

situación de la mujer, su atrevimiento a exponer ideas nuevas en España y su gran conocimiento 

cultural” (p. 47). 

Sus ideales fueron evolucionando a lo largo de su vida, pasando de un feminismo 

“moderado” hasta la defensa de la instauración del sufragio universal y, más específicamente, el 

voto de las mujeres. Tras su boda en 1879 con el periodista Francisco de Paula Flaquer (1883-

1889), perteneciente a una familia catalana de buena posición, tomó la decisión de cambiar su 

nombre profesional2, algo que parecía romper con sus ideas pero que le sirvió para integrarse de 

manera definitiva en la clase media-alta y en el ámbito cultural al que siempre había aspirado: el 

matrimonio le proporcionó la posibilidad de realizar una serie de viajes y de publicar con mayor 

facilidad algunos de sus libros gracias a los contactos de su esposo. Es interesante observar cómo, 

a partir de entonces, se preocupó porque sus escritos a favor de la emancipación femenina no 

pudieran ser interpretados como una falta de interés por la vida de casada o la maternidad, 

mostrando cómo ambas facetas podían resultar perfectamente compatibles. Esta actitud fue una 

forma de rebelarse contra el arquetipo de esposas-madres adjudicado a las mujeres de la burguesía 

y, al mismo tiempo, de criticar a los que encasillaban a las escritoras en modelos masculinos, algo 

que muchas de las intelectuales de ese período tuvieron que sufrir. Frente a otras autoras que 

optaron por no casarse o por mantener en secreto ciertas relaciones incomprensibles a ojos de la 

sociedad de la época, ella escogió el matrimonio con un hombre de su misma profesión. Los 

esposos Flaquer no tuvieron hijos y mantuvieron siempre una relación estable y cordial, 

colaborando a menudo en proyectos comunes y destacando por la paridad con que ambos esposos 

desarrollaron su vida profesional. 

La pareja se trasladó a México a principios de 1883, donde residieron hasta mediados de 

1890. Desconocemos las razones exactas de esa emigración, aunque Simón Alegre opina (p. 28) 

que pudo deberse a intereses profesionales y económicos: no eran los primeros escritores españoles 

en probar fortuna en América ni serían los últimos. Allí gestionaron y publicaron el periódico El 

Álbum de la Mujer y su suplemento La Crónica, donde, aunque en un primer momento se colocaron 

de parte de las elites mexicanas, pronto fueron derivando hacia una oposición a la homogeneización 

 
2 Recordemos que en España todas las personas tienen dos apellidos y que las mujeres no cambian los suyos al contraer 
matrimonio. Tampoco es habitual que tras su boda añadan a su primer apellido el de su marido, como hizo la escritora. 
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europea que Porfirio Díaz pretendía imponer a los indígenas y que era apoyada por dichas elites. 

Tal vez este cambio ideológico fuera a la postre la razón por la que el matrimonio decidió regresar 

a España en 1890. Es en esta siguiente etapa cuando vemos aparecer otra de las múltiples facetas 

de la escritora, al convertirse en oradora habitual en numerosos foros. La pareja mantuvo también 

una tertulia artística, cultural y literaria en su domicilio y se integró sin ninguna dificultad en los 

círculos que reunían a los intelectuales españoles más prestigiosos del momento. Por último, en 

1910 Gimeno de Flaquer decidió instalarse en Argentina, un país donde desarrolló, sobre todo, su 

faceta como conferenciante y periodista (Ferrari) y en el que finalmente moriría. 

En 2023 la profesora asistente Dra. Ana I. Simón Alegre, que forma parte del equipo 

docente e investigador de la Universidad de Adelphi (Nueva York), publicó en Vernon Press el 

libro Concepción Gimeno de Flaquer (1850-1919). Cartas, cuentos cortos y artículos periodísticos con la 

intención de dar a conocer mejor la figura y la obra de esta interesante escritora, no solo a los 

académicos sino también a cualquier otra persona interesada en acercarse a la vida de una de esas 

mujeres avanzadas de la España de mediados-finales del siglo XIX. Este libro no pretende ser una 

antología de toda la obra de Gimeno de Flaquer, sino una edición actualizada y comentada, con un 

importante aparato crítico, de parte de la correspondencia y los cuentos cortos de la escritora, así 

como de una selección de sus artículos periodísticos más representativos. La editora seleccionó 

esas obras teniendo en cuenta el punto de vista del lector actual y basándose en dos criterios 

fundamentales. En primer lugar, al ser su producción menos conocida, necesitaba de una 

actualización que la acercara al público moderno; y, en segundo, la mayoría de esas obras podían 

ayudar a entender la perspectiva sociopolítica y, sobre todo, feminista que defendía la autora. El 

volumen publicado por Simón Alegre ofrece así un detallado panorama de la evolución del 

pensamiento de Gimeno de Flaquer desde sus inicios profesionales en la década de 1870, pasando 

por las distintas etapas de su vida y los diferentes regímenes y lugares en los que habitó hasta llegar 

a su muerte en Argentina en 1919. Por otra parte, el trabajo de la editora revaloriza las redes de 

contacto que Gimeno de Flaquer mantuvo con numerosas creadoras de su época y visibiliza los 

numerosos problemas que las mujeres de aquel entonces debían enfrentar a la hora de dedicarse al 

mundo de las Letras, un tema que la propia escritora trató ininterrumpidamente a lo largo de toda 

su obra. 

El libro consta de tres apartados distintos: “Diez cartas para Manuel Catalina de marzo a 

mayo de 1873”, “Cuentos cortos: desde vivir una vida sin amor hasta hacerlo a través de un espejo 

mágico” y “Selección de artículos periodísticos”. Cada uno de ellos se organiza siguiendo un orden 

cronológico y recoge fielmente las transcripciones de los textos originales, aunque se han incluido 

algunas modificaciones sintácticas (como, por ejemplo, colocar los pronombres personales delante 
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de los verbos) para acercar la lengua al estilo moderno. Las cartas al actor y empresario teatral 

Manuel Catalina (cuyas respuestas, desgraciadamente, no han sobrevivido) se conservan en la 

Biblioteca Nacional de Madrid a pesar de que Gimeno de Flaquer le pidió expresamente al actor 

que las destruyera. Son cartas que hablan de proyectos en común (selección de obras para ser 

representadas, ensayos, etc.) y nos muestran a una joven escritora en plano de igualdad con un 

actor consagrado, aunque también dejan entrever que la relación pudo ir más allá del aspecto 

profesional. 

Los cuentos cortos tienen un estilo predominantemente realista, llegando a estar alguno de 

ellos basado en hechos reales, como el titulado “Por no amar” (inspirado en una paciente 

hospitalizada en el recién inaugurado en 1895 manicomio de Carabanchel). De todos ellos, solo 

“El espejo mágico” transcurre en un mundo distinto al presente de la autora, puesto que se 

desarrolla en la Venecia renacentista y Gimeno de Flaquer lo utiliza para introducir el tema de la 

doble cara que revelaba la beneficencia ejercida por las mujeres de clase alta. En lo que respecta a 

los artículos periodísticos, se ofrecen agrupados en tres secciones temáticas: “Cajón de sastre: un 

poco de amor, buenaventura y mucha conversación”, “Encuentros de Concepción Gimeno de 

Flaquer con México y las mexicanas” y “Evolución del pensamiento feminista de Concepción 

Gimeno de Flaquer”. 

El libro es el resultado del empeño personal de Simón Alegre por recuperar la figura y la 

obra de Gimeno de Flaquer, una de las muchas creadoras del siglo XIX que fueron menospreciadas 

por ser mujeres y modernas, tanto por sus contemporáneos como por la crítica posterior, excluidas 

del canon y prácticamente olvidadas hasta hace pocos años. Simón Alegre ha realizado una 

exhaustiva labor de recopilación que ha servido para localizar la mayoría de sus escritos entre 1873 

y 1909 gracias a la cual ha podido reunir por primera vez una buena parte de su obra. Esto nos 

sirve para hacernos una idea de la evolución personal y política de la autora a lo largo de su vida. 

La perseverancia de Simón Alegre en esta labor y el cuidado con que se ha ocupado por realizar la 

edición es uno de los grandes logros de esta publicación.  

La atractiva y reveladora introducción, los interesantes comentarios a los originales y el 

hecho de que el libro haya aparecido simultáneamente en español y en inglés, servirá además para 

poner la obra de Gimeno de Flaquer en relación con la de otras muchas autoras de su época, lo 

que permitirá dar una imagen de conjunto más exacta acerca de sus trayectorias vitales y 

profesionales y sobre la defensa de los derechos femeninos que todas ellas compartieron, 

independientemente del lugar en que residían o publicaban, ayudando a trazar un panorama mucho 

más preciso del papel desempeñado por las mujeres escritoras del XIX. Por otro lado, el libro va a 

suponer, sin duda, una ayuda inestimable para que tanto los académicos como las nuevas 
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generaciones de estudiantes especializados en la Literatura Española del siglo XIX abran sus 

horizontes a la investigación de escritoras de gran valor que han sido poco tratadas. Y, gracias a 

ellas, podremos tener una perspectiva diferente del mundo hispano de esa época, al ganar una 

verdadera imagen de conjunto del mundo literario. 


