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ABSTRACT

This thesis analyzes varios aspects of Catalina de Erauso’s Historia de la Monja Alférez, escrita por ella misma. The first chapter discusses the interior and exterior spaces of the narrative itself, and the implications of such choices through the first-person perspective. Additionally, the chapter brings to light how the interior narrative parallels Erauso’s desire to share their transformation from nun in a Spanish convent to a man in the Americas with picaresque tendencies. The exterior mode that Erauso uses enables Historia to display Erauso’s preferred public persona of the era, which then leads into discussion of Erauso’s goal of their dual narrative. The second chapter analyzes the roles and careers that Erauso undertakes during their life and how these choices play into the gendered nature of the text. These choices highlight a key theme of staying versus fleeing that helps to further define the transformative nature of Erauso’s writing in not only their life, but for other transatlantic texts as well. 
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Ins and outs: the interiority and exteriorty of erauso’s narrative voice

In the Historia of Catalina de Erauso, the question of authorship of the text itself and what the problem(s) of pondering such questions may bring about usually dominates the discussion of Erauso’s work[footnoteRef:1]. Instead of focusing directly on the question of Erauso’s authorship, this chapter will instead analyze the interiority and exteriority of the text through the respective views of the private and the public. Through this analysis the interiority of the text will refer to the inner thoughts, asides, and comments from Erauso as the autobiographical subject, and exteriority will refer to the situations and events surrounding and explained by Erauso in addition to how they portray themself in these situations. A closer reading of the narrative choices made in this text will more accurately detail the autobiographical mode of a transatlantic, gender bending traveler of the Spanish Golden Age. Historia de la Monja Alférez possesses within it a quality not dissimilar to that of a travelogue or diary of events that happened in the life of Catalina de Erauso, due to its formatting of chapters and constant knowledge of the movements of the protagonist, both geographical and narrative. The deliberate literary choices in the text such as the first-person voice and the way in which the subheadings of each chapter divide the text into distinct periods of time and Erauso’s geographical location allow for a certain element of play within the narrative voice, allowing the reader to always take into account what is intimated versus what is simply being retold.  [1:  Christopher Kark, “Katent Selfhood and the Problem of Genre in Catalina de Erauso’s Historia de la Monja Alférez” (2012), María Esperanza Vargas, Trangresión, transformación y paradoja en las aventuras transatlánticas de la Monja Alférez, Doña Catalina de Erauso, contadas por ella misma (2013)] 

The freedom of Erauso’s narrative voice can be attributed to a more profound analysis of the perspective of Historia itself. By categorizing Erauso’s passages into either exteriority or interiority, the text can become spatially divided on a figurative level. This distinction transforms Erauso’s narrative voice into a perspective that carries with it intention that only Erauso can control as author of Historia. The relativity behind this intention will be defined in this analysis through either exteriority or interiority depending on the specific passage, which additionally allows the text to become spatially divided on a figurative level within the narrative itself. Exteriority in reference to Erauso’s narrative is defined as an event or feeling that Erauso willingly shares with the reader with the intent for it to form part of their public persona presented within the text. On the other hand, interiority for Erauso consists of the private moments where they confide in the reader, especially things that would not have been public knowledge in the time wherein the events of Historia were taking place. The parameters that determine between these two modalities boils down to the intention of Erauso as the author, that is to say that Erauso establishes relative spatial categories within their own narrative through their use of the first-person perspective, whether they choose to speak privately to the reader as an interior space versus where they choose to show off their public persona to the reader as an exterior narrative space. Christopher Kark explains the situation of Erauso’s narrative as what he calls the “deictic I” in Erauso’s text as it “enables Erauso to play with deictic signs at will, assuming the feminine or masculine voice in accordance with the needs of the moment” (531). Deixis can be defined as “the pointing or specifying function of some words (such as definite articles and demonstrative pronouns) whose denotation changes from one discourse to another” (Merriam Webster). The ambiguity of Erauso’s I does in fact let the narrative voice free, allowing Erauso the ability to switch between the masculine and feminine presentations that they display in their work. The concept of interior and exterior voices helps to explain how Erauso employs their I via a calculated sense of when to confide in the reader, in this sense read as interior to the “conversation” between Erauso and the reader versus when Erauso chooses to put themself into a larger, public context thus making the events of Historia into a more exterior narrative which includes Erauso, the reader, and the people and events of Historia. 
Interior Narration and the Private Sphere
The interiority of Historia is the key to understanding Erauso’s I as it is in these moments that Erauso truly reveals themself from a first-person perspective without much influence from other participants within the text. The scene that begins the journey in the text and subsequently the entirety of Erauso’s passing and presentation as a male is crucial in terms of the way that it is in fact a private moment between Erauso’s narration and the reader. Catalina completes their transformation in a private space, completely alone and only later reveals the details of the process via Historia. The moment in which Catalina decides to begin this process stems from a moment that they are alone, having been given asked to fetch their aunt’s breviary. Catalina sees the keys to the convent, then feigns illness in order to gain private access to the keys. After gathering the necessities, Erauso says of their first actions that “dejé mi escapulario, y me salí a la calle sin haberla visto ni saber por dónde echar ni adónde ir. Tiré no sé por dónde, y fui a dar en un castañar que está fuera” (Erauso 95). The shedding of the physical monastic cloak and rushing out into the street having no previous knowledge of the world outside the convent opens Catalina’s world into one with more possibilities and freedom. Though this act of leaving the convent is sudden and undoubtedly not premeditated, Erauso quickly and easily finds refuge in the nearby chestnut grove which was unbeknownst to them before their escape from the convent, signaling the change from a structured, traditional life to one that would come to defy the very social norms Erauso was trained to live by in their earlier life. Within this short personal reflection, Erauso reveals much about the symbolic change that they have just made in their life, while also opening every potential possibility as to what they may do next, in so far as one attains fundamentally greater social freedom through their outward appearance as a man. This literal movement through space and social constructs that allows Erauso a newfound fluidity wherein they can define for themself who they are through their I and their multiple active transitions between their interior and exterior worlds. Encarnación Juárez Almendros suggests that the drastic change that Erauso makes in their clothing and physical appearance “representa el corte de vínculos familiares, el comienzo de su autonomía individual y su introducción en el ámbito patriarchal” by choosing to leave behind her veil “por no ver qué hacer con él” (Almendros 60, Erauso 95). In this moment, it is impossible to know if Erauso truly was unsure as to what to do with their habit, but the nonchalant tone toward such an important mark of their soon-to-be previous identity indicates that Erauso at least mentally has officially left the convent life in the past once and for all. The lack of concern as to being found out, and Erauso’s decision to willfully shed their habit and the demonstration of this act in this text as almost an afterthought as it comes so naturally to Erauso to alter their identity in this way. Through the shedding of Erauso’s uniform from the convent, they convert their feminine appearance into a new, masculine one by cutting their hair and fashioning men’s clothes to wear. By leaving the convent and subsequently undressing themself, Erauso enters into a mutable space in terms of gender presentation, as they are no longer clearly a woman as they have removed the habit and then transition into their new identity by using their former clothes to make more typical men's clothing of the era including a “basquiña”, “calzones”, “fadellín”, “ropina” y “polainas” (Erauso 95). 
Despite the confidence shown in Erauso’s transformation, the underlying tone of doubt and hesitancy mixed with an overall lack of specific details as to where they fled to and exactly how they managed to remain hidden for three days in a bush, leaves the narrative with more questions than answers. As Rainer Goetz hypothesizes, the Spanish Golden Age and the growing trend of independent thought in writing gave way to more autobiographical modes of self-expression, and Goetz uses the term “accidental autobiographies” to refer to texts similar to that of Catalina de Erauso’s, whose primary purpose was not to recount the life story of its protagonist, but perhaps instead to complete another rhetorical goal (53, 60). Goetz pinpoints the difficulty of assigning genres to self-expressive texts like Historia partly because “autobiography was not invented in the Spanish Golden Age” though self-writing became more popular following the Renaissance and the boom of the concept of the self (53). Goetz goes on to explain that the difference between first-person narrative and autobiographical writing “lies in the intentions of the respective authors; in a chronicle, history, or relación, the information of the author’s life appears only as a corollary of the main purpose… from the author’s standpoint these life stories have to be considered accidental and circumstantial” (60, original emphasis). 
In Erauso’s case, it is never explicitly stated why they wrote Historia, though Eva Mendieta notes the existence of several peticiones made by Erauso to the crown asking for payment for past military service (21). These peticiones are corroborated by other relaciones published in 1625 by witnesses of Erauso’s life, all which seem to lead up to the finale of Historia. Upon returning to Spain, Erauso succeeds in seeking a pension from the King and also travels to Rome to receive a blessing from Pope Urban VIII which allows Erauso to spend the rest of their life in men’s clothing. Based on the peticiones and the additional relaciones, it seems that Erauso’s general purpose is that of a retelling of their travels to the Americas with asides of tales from their past, about their compatriots, and memories from their time growing up in Spain, in order to make a life for themself that is not only prolific, but highly honorable. The problem with Historia is that the reader must trust Erauso’s “truths” that are told, as Erauso is the only witness in Historia itself, despite the aforementioned relaciones and general public knowledge of Erauso while they were alive. While it is easy to confirm the broader details of Erauso’s life such as their military service and military promotions, but the smaller details of Erauso’s daily life are almost impossible to confirm, leading the reader to rely on Erauso to honestly recount their life. According to Goetz, writing in the Middle Ages leaned heavily upon the truth, which can be supported by Goetz’s reference to Spadaccini and Talens’s work on autobiography in Early Modern Spain. They examine Milagros de Nuestra Senora to state that “Berceo used to connect his stories to written texts in order to convince the intended recipients of their historicity”, which in turn bled into the Golden Ages’ thirst for first-person narrative to follow the same precedence (58). With phrases such as “eché por no sé dónde”, “entré en Vitoria sin saber dónde acogerme” along with the lack of specificity mentioned in the movements after leaving the doors of the convent gives Historia the feeling of happenstance at every corner. These phrases and lack of detail could simply be attributed to Erauso’s own narrative choice of treating these moments as nonchalant, thus presenting a mood of such casual nature that the reader inherently trusts Erauso as the text’s guide no matter how perilous the situation. The circumstantiality that is present in the scene where Catalina becomes “Francisco Loyola” among other aliases throughout Historia further exemplifies how this turning point in Erauso’s life has been painted as simply casual, despite the fact that Erauso transforms seamlessly into their new identity.
When Erauso comes out of the chestnut grove after three days of hiding, cutting their hair, constructing new clothing, and forming their new exterior identity, it is comical how easily Erauso remains unnoticed. After having spent days constructing their new identity, Erauso must put it to the test. Erauso says that upon meeting their uncle don Francisco de Cerralta for the first time after changing their identity that “me recibió fácilmente sin conocerme… no me di a conocer” (Erauso 95). Through the agency of their new, masculine identity Erauso gains confidence in this first meeting with someone who may have recognized them, but Erauso goes unnoticed and passes as a male without any complications from their uncle during the three months of their stay with their relative. Later, under a new boss in Valladolid, Erauso comes into contact with their father for the first time since their escape from the convent some seven months previous. Erauso, now “Francisco Loyola”, finds themself alone with their father “sin hablarnos ni él conocerme” (96). It appears that both parties do not engage each other, but it is certain that Erauso avoids revealing themself to their father, reassured that their new identity has truly transformed them into a new person while also keeping secret their true identity from their own father. Erauso overhears their father talking with their boss Don Juan de Idiáquez, the king’s secretary, and Erauso’s father reveals that he has traveled to the city to investigate “cómo se le había ido del convento aquella muchacha”, referring to his daughter who unbeknownst to him stands only steps away from him (96). Upon hearing this from their father, Erauso immediately leaves saying “sin saberme yo qué hacer” to avoid being found out (97). The progression through this scene is both surprising and awkward, however it confirms the validity of Erauso’s new identity, as it is the first true test Erauso faces as “Francisco”. The moments described in the scene effectively form the last part of Erauso’s change from feminine to masculine and from a private being—literally cloistered—of an upper-middle class family to a public entity that is able to move between social strata as they please. 
Several scholars have noted the importance of Erauso’s upbringing in their own self-representation, but also in how they first form themselves within the first few scenes as a man. Sonia Pérez-Villanueva refers to the psychoanalytic ideas of Julia Kristeva, summarizing that “the female autobiographer needs to abandon her own ‘self’ to acquire a male identity” which in the case of Erauso is shown directly through the subject’s actions (“Crossing Boundaries” 305). Pérez-Villanueva continues that “it is possible that Erauso acquired her[footnoteRef:2] new persona through the reflection of her father, Miguel de Erauso, who was probably her ideal of masculinity and her referent to the possibilities of the outside world” as Miguel was likely the main masculine figure in their life before they arrived at the convent (“Crossing Boundaries” 305). Pérez-Villanueva ties in this possibility through the application Kristeva’s psychoanalytic theories in conjunction with those of Jacques Lacan—specifically that of the mirror and its relationship with the “I”, the “self” and the ego. The modeling of Erauso’s behavior as that of the son of Miguel de Erauso instead of that of the daughter of Miguel de Erauso reflects back to what Lacan calls the “mirror stage” of childhood development wherein a child believes to perceive themselves as a whole being no longer attached to the maternal body, however this image “becomes a fantasy of the self… a narcissistic realm of fantasy and imagination” (Castle 184). While the explanation for the distancing from the maternal being becomes more complicated in Erauso’s case, as they spend several years in a convent surrounded by religious “mother” and “sister” figures among the other nuns before they flee, primordial basis for Erauso’s Ego-centered choice to leave the convent and take up a masculine identity bases itself in their Id, a more instinctual foundation based on Erauso’s pre-convent life. Erauso’s break with the Symbolic order through their act of running away from the convent constitutes itself as an act of foreclosure from a Lacanian perspective, as Erauso breaks with the gendered subordination of life before their transformation in the chestnut grove (Castle 187).  [2:  This article applies she/her/hers pronouns to Erauso, whereas this project uses they/them/theirs to refer to Erauso.] 

The newfound confidence of a new external identity evolves Erauso from an escaped girl from a convent into a new, mutable presence with an inexplicable sense of risk, confidence, and independence. Some aspects of Erauso’s narrative style remain unchanged, such as lack of specificity, however there are several minor details that perhaps give a glimpse into the mind of the protagonist. Rutter-Jensen contemplates the lack of interiority in the text, referencing Stephanie Merrim’s comparison of Erauso and “la narrativa soldadesca”, saying that Historia and the soldier narrative “muestran casi una completa ausencia de interioridad y de expresiones de emoción o remordimiento y reducen sustancialmente el ‘yo’ en la Historia a la res gestae, un locus de eventos externos” (88, originally cited from Merrim 181). Rutter-Jensen’s comparison of Historia to other works written by soldiers during the period is key, as they “indican, más que expresiones de objetividad o distancia emocional, métodos para construir la masculinidad según la tradición de la época (88). While this evaluation may be somewhat licit in a general sense, what some scholars do not take into the accounts where Erauso does show emotion in the text, although these occurrences are few in number and short in length. The first appears upon the culmination of the Battle of Valdivia, when Erauso saves the company’s colors. When being comforted after the encounter, Miguel de Erauso appears, which Catalina says “quien no había visto, y me fue de consuelo” (Erauso 114). This demonstration of specificity toward the emotions upon being reunited with their brother after a battle humanizes Erauso not only as a soldier but also as the protagonist, a point that scholars miss in their analyses. Erauso’s emotions come to a head when they murder their brother Miguel, thereby connecting Erauso’s emotions back to someone from their past who knew their original identity as a nun from the convent. Miguel died unaware that their own sibling was not only alive and well, but they very person that took his life, which grotesquely makes this fratricidal moment so shocking for Erauso. This glimpse of vulnerability on Erauso’s part makes them more relatable, diminishing the outward appearance that had formerly been demonstrated as near impervious to the events that happen in their life and the actions they choose to take. For the first and last time, Erauso shows remorse for the death of their compatriot, saying “muerto el dicho capitán Miguel de Erauso, lo enterraron en el dicho convento de San Francisco, viéndolo yo desde el coro, ¡sabe Dios con qué dolor!” (Erauso 118). In this scene Erauso demonstrates guilt for consciously murdering their brother, as their victim is not a stranger but instead someone who shares the same bloodline, name, and language.
The connection between the Erauso siblings also showcases the yet to be discussed aspect of the internal identity of Erauso. The mention of vascuence, or the Basque language Euskera, first makes an appearance in the text when Erauso first makes contact with their brother Miguel upon arriving in Concepción, Chile. Miguel goes down the line, “pasando y preguntando a cada uno su nombre y patria; y llegando a mí y oyendo mi nombre y patria, soltó la pluma y me abrazó, y fue haciendo preguntas por su padre y madre, y hermanas, y por su hermanita Catalina la monja” (Erauso 112). Erauso reveals that they were only two years old when Miguel left home, which explains why Miguel does not know that their sibling is standing right in front of them. Despite this, the Erauso siblings are immediately connected through their shared heritage which turns into three years of Erauso working under their brother as a soldier without being found out. Vascuence returns in the form of a private moment in which Miguel tries to save his sibling’s life after a dispute of cheating in a game. “Entró en esto mi hermano, y díjome en vascuence que procurarse salvar la vida” says Erauso, although this moment is written in castellano, not vascuence (Erauso 116). María Vargas notes the background Erauso had in the Basque language, saying that “Erauso nació y creció dentro de una familia vasca, pasó once años encerrada en un convento de religiosas vascas y, después del escape, vagó por tres años por tierras vascongadas (52). Vargas continues, highlighting the importance of Euskera in Erauso’s travels to the Americas, “el único idioma que Erauso domina eficientemente es el vascuence. También, es muy posible que después de llegar a América, le haya tomado algún tiempo aprender el español y tal vez hasta alguna otra lengua autóctona americana para comunicarse con los nativos con los que después se relacionar” (52). This point about communication shows a level of exclusivity in that the private moment that Miguel and Catalina share before the fight is not one of Spanish soldiers, but of Basque compatriots. The intimate nature of a shared language, and the inside view that Erauso shares of this moment reveals the personal connection that Erauso has back to their mother tongue, homeland, and family.
The final aspect of the interior self-representation of Erauso is that of the pronouns and gendered language which they use to refer to themself. The translators Gabriel and Michele Stepto touch on this in a note that precedes the 1996 English translation of Erauso’s autobiography saying:
“There are several challenges facing the translator who would render Catalina’s memoir in English. One, at least, is insurmountable--there is no English equivalent for the gender inflections of the Spanish adjective”... “the fact that Catalina almost invariably uses masculine to describe herself is lost in English, as are those rare moments when she chooses a feminine ending” (Stepto xlvi).
As Historia begins with feminine nouns and pronouns “doña Catalina de Erauso”, “hija del capitán”, “yo muchacha”, along with subtle inclusions of feminine pronouns throughout the text, the question of Erauso’s self-gendering lingers (Erauso 93-94). By introducing themselves using feminine pronouns, nouns, and adjectives Erauso clearly sets the stage for the following scene where they leave the convent and presume a male identity. The sharp contrast not only draws the attention of the reader but makes the reader hyper-aware of not only any gendered aspect of the text from then on, but the gender dynamics of the text as a whole. Upon their transition, Erauso immediately begins to refer to themself as “entre tantos muchachos...fastidiado”, “entrado en Valladolid”, “me estuve... bien vestido y galán” (Erauso 96-97). These passages place Erauso squarely in a masculine space wherein they are among other men, demonstrating that at this point Erauso does not differentiate themselves from any other clearly presenting “man”. The adjective “galán” is most intriguing as the subtext of this word indicates that Erauso is well-dressed and perhaps even a heartthrob among men. As a man, Erauso not only sees themselves as any different from other males but even superior in some respects, showing that they do not lack confidence presenting and identifying as a man. Howe et al. thoroughly investigate the fascination behind trying to categorize Erauso’s gender identity and sexual preference, concluding that Erauso’s mixed usage allows them to “pass as a man and to enjoy the perquisites attendant upon membership within the dominant group in society even as it creates a sensation when Erauso’s physiology calls into question assumptions of those within her historical sphere” (152-153). Here, Howe et al refer to the privileges associated with being a man in the Golden Age. Erauso joins the “dominant group in society” and reaps the benefits, choosing a career as a soldier and gaining recognition from it as well, along. The freedom associated with a masculine identity extend beyond the battlefield in Erauso’s case. By enjoying the benefits of their new identity, Erauso is able to be intentional in their exploration of a new gender performance, while implementing what Goetz calls the “empirical I” defined as “a documentary approach, a chronological structure, a factual intention, and the expressed purpose to provide information to the reading public” while also taking into account Erauso’s intentions behind writing the memoir--to receive an encomienda, or title for their work done under the name of the Spanish crown in the so-called “New World” (60). Erauso uses their new identity to explore the possibilities that lie within the male identity in the Americas, and thus documents their successes in Historia. The journalistic aspect of Erauso’s I through Goetz’s analysis implies that Erauso wants to report the nature of their actions to the audience in a sincere way. The intention behind treating Historia as an experimental diary with truthful accounts and intentions points to how Erauso publicly represents themself in contrast to the private, interior aspects previously mentioned. 
Exterior Narration and the Public Sphere
	The public representation within Erauso’s text intertwines with the private and personal, however the way in which Erauso displays themself to others is singular due in part to their new identity, but also due to how Erauso now must grapple with their self-representation in public, which is then reflected in the text. The seed for this tree of complication is planted in the text from the moment that Catalina escapes from the convent, thus beginning a journey in which the public and private become willingly tangled through Erauso’s narration. From the moment that Erauso leaves the convent, thereby breaking the status quo of the trajectory of their life, Erauso enters into a field in which they can play and control with the interpretation of themself via their text via their narrative voice. The simple choice of the first-person perspective gives Erauso complete control of all accounts of all events throughout the text. However, given that the accounts in Historia are from a first-person perspective, the text raises the age-old problem of putting one’s trust in the narrator to accurately detail events and other people in the text. Although this aspect could be potentially problematic, in terms of how seriously we should take Erauso’s perspective of their life, how accurately Erauso remembers the entire course of their life, and the unsolvable question of Erauso’s writing process. While these are debatable topics, by pondering them, color and perspective are added to Historia, as Erauso’s details can be just as informative in response to the question of narration as what they choose to omit, such as various points within the text where years are skipped over such as when Erauso stays with their brother for three years, but no further detail is given. Surely in those three years there are memorable moments, whether they be flattering to Erauso’s character or not (Erauso 113). These unanswered subtleties cannot be made into problems, but they educe a sense of mystery surrounding Erauso and how they present themselves to the public of their era versus the readers of the future. 
	Erauso’s entrance into society, however haphazard it may be, begins their journey of discovering how and where they fit into society. Erauso has often been compared to Lazarillo de Tormes and the picaresque elements of the work, drawing comparisons and investigations into if Erauso could be considered a picaro within Historia, especially regarding the episodic division of both texts. Pérez-Villanueva analyzes this in The Life of Catalina de Erauso, The Lieutenant Nun: An Early Modern Autobiography, saying that “the text is organized according to Erauso’s journeys, as is the case with Lazarillo de Tormes” while this assertion links Historia and Lazarillo in terms of episodic divisions, this type of comparison does not delve into how Erauso’s text uses the picaresque to show the protagonist’s dynamism through their public actions (77). This malleability of character and gender is played up within the text, as “the mixture of female author with a soldier’s relación de servicio, as well as the conflation of elements from nuns’ spiritual autobiography with picaresque adventures, further problematize the analysis of the story” thus proving a unique hybridity in Historia, clearly setting it apart from other similar texts through its ability to veer from one specific genre’s restrictions in favor of a more singular narrative mode (Howe et al. 151, original emphasis). 
By parting itself from literary tradition, Historia comes to represent Erauso as “un personaje de antihéroe, aquel que burla a los otros” (Rutter-Jensen 88). One particular instance of this is when Erauso is arrested and nearly hanged in Piscobamba for murder. In the very moment of their hanging, Erauso makes fun of the executioner for not being able to get the noose organized correctly saying, “Borracho, pónmelo bien o quítamelo, que estos padres bastan” (Erauso 136). The joke about the religious figures in the moment of their potential demise shows how Erauso functions as their own possible deus ex machina in situations of stress--or even death in the retelling of their life. These kinds of transitions allow Erauso as the author to move to their next adventure without dwelling too much on the repercussions and emotions of such moments, giving the text narrative fluidity to move as Erauso wants it to. The narrative escape displayed in Erauso’s near-hanging reflects the actual escapes Erauso makes in their own life, showing an almost unbelievable ability to flee and escape from revealing and harmful situations, or alternatively, to the other side of the Atlantic Ocean.
Apart from Catalina’s movement from the convent to the chestnut grove, all the other geographical movements Erauso makes are dotted with the presence of other people, making clear that Erauso did not want to hide their travels once they transitioned into their new identity. The confidence with which Erauso displays their migrations within and out of Spain exemplifies the way in which the tone of the text changes along with Erauso, developing “into an active character who has the ability to obtain knowledge through experience and, consequently, makes decisions about her own destiny in life” (Pérez-Villanueva, The Life of Catalina de Erauso 79). Among the first set of larger-scale movements that Erauso includes are those of the travel to Bilbao, including more imprecise language as previously mentioned: “sin saberme yo qué hacer ni adónde ir, sino dejarme llevar del viento como una pluma” (Erauso 97). While the included metaphor is beautiful in sentiment, there is no explanation as to Erauso’s actual means of navigating to Bilbao. Without such details, Erauso’s safe arrival at their destination comes off as serendipitous and picaresque. This aspect of the narrative is crucial, as being a “soldier” would mean that Erauso would need to possess the ability to be aware of one’s geographical position, let alone their destination and how they are to arrive. This same bravado is demonstrated when Erauso is making their final preparations to arrive to the Americas via Sanlúcar after having traveled through San Sebastián and Seville, casually explaining that in Seville “ajustéme con él [to captain Miguel de Berroiz] en cuarenta reales, y embarquéme y partimos, y bien en breve llegamos a Sanlúcar” (Erauso 98). In the following paragraph, Erauso summarizes their ability to find a ship to take them to the Americas by saying “sente plaza de grumete en un galeón del capitán Estevan Eguiño”, who happened to be one of Erauso’s maternal cousins, “embarquéme, y partimos de Sanlúcar” (Erauso 98). As Victor Rocha states, “prototipo de soldado español, Catalina encarnaba el ideario masculino de conquista” ... “buscaba la fama y la gloria” (7). Through this persona as the ideal soldier traveling to the New World for a title, encomienda, and a variety of other possibilities, of course Erauso would want to appear savvy in terms of their ability to find their way although they had no prior first-hand experience doing this. Despite this, now that Erauso establishes themself as a man and a soldier working under the Spanish crown, Historia finds a rhythm in its travelogue structure, allowing Erauso to talk about more specific episodes of their public interactions with other people within the text. 
As Erauso moves throughout various geographical areas, it becomes apparent that they decide to change their name along the way various times. By not only changing their physical appearance, but also their public identity in an era when methods for confirming one’s identity were more easily circumvented, Erauso is able to mutate their public self at their own free will. Erauso once again takes advantage of the now-antiquated concept of taking one’s word as truth which allows them to change their name as they see fit to escape danger, and to continually recreate themself. The names that Erauso uses during their time as a man include Pedro de Orive, Francisco de Loyola, Alonso Díaz Ramírez de Guzmán, and Antonio de Erauso--all of which have no known connection to noble lineage, which indicates that Erauso had to perform honorably in whatever situation they may have found themselves not only as a form of self-protection but also as a means to yet again reinvent themselves with every name change. On a narrative level, this opens up the possibility for Erauso to recount those honorable deeds with the aim of persuading their audience to believe that they can be honorable under any identity. The notion of gaining honor and maintaining it under false names comes to a point when Erauso uses a pseudonym in the moment in which they win their promotion to lieutenant. Nerea Aresti comments on this moment in Erauso’s life, saying that after having “risked his life to recover a royal standard that had been seized by the enemy” and their subsequent voice to hang an Araucano chief “Alonso Díaz had become the very model of a pitiless and bloodthirsty conquistador” (403). The willingness that Erauso shows in those two moments demonstrates their willingness to revert to extreme measures in order to reach promotion, as for men and soldiers operating under the Spanish crown just like Erauso, “it was a matter of both morale and effectiveness that the main criteria for promotion should be knowledge and experience, rather than noble birth” (Harden 152). Soldiers had to find moments to demonstrate honor, and Historia in itself is simply a compilation of such moments in Erauso’s life, meant for the crown and the public to admire.
Nowhere is the question of honor more prominent than in how Erauso recounts their duels and misunderstandings. Historia is laced with scenes of violence sequenced one after the other, and as Eva Mendieta notes, “the seventeenth-century Spanish society was in decline; it was a society characterized by the indiscriminate use of violence. In the opinion of some authors, violent behavior ruled the streets” (103). With this in mind, perhaps it is not so shocking to count the number of duels, disagreements, and attacks in Erauso’s work however, the value of these scenes from Erauso’s life provide an exact look into how Historia and its author wants us to perceive its protagonists’ relationship with the public--in particular with those whom Erauso quarreled. One of the main displays occurs when Erauso goes to the theatre and a person named “Reyes” refuses to move after being asked, as he is blocking Erauso’s view of the stage. Some days later Erauso searches for the man, finds him in the streets, and approaches him saying “ésta es la cara que se corta” while slashing his face, causing a wound worth ten stiches. A sword fight then ensues between Erauso’s troupe and Reyes’ friend falls after Erauso stabs him in the side, leading Erauso to find temporary sanctuary in a nearby church before being taken to jail (Erauso 103). 
Heated exchanges that lead to violence appear in several other moments throughout the text, but the fight between Erauso and the man called Cid in Cuzco is one of the most dramatic and complex scenes. The Cid instigates the encounter; after having stolen reales of Erauso’s winnings from a gambling game, he dares to return and steal another handful from Erauso, to which they respond: “con la daga, clavéle la mano contra la mesa” (Erauso 152). A fierce, bloody duel ensues with two basqueros joining Erauso, helping them to find the Cid who then incites Erauso to attack saying “perro, ¿todavía vives?”, to which Erauso responds by running him through with their sword. Mendieta comments that “Erauso’s survival was almost guaranteed because she belonged to a group [Basques] whose members were keenly aware of their well-defined rights and obligations” which included helping a fellow countryman should he run into trouble (111). Though Erauso is wounded so seriously that they are later served the last sacrament and given a final confession, the narration of this scene paints Erauso as a stand-up citizen who in the social sphere of the Americas functions as an unofficial keeper of male honor. Scott Taylor notes the difference between male and female honor, stating that “male honor also included much else, including competence in one’s trade or office, the management of one’s credit and debt relationships, and one’s performance in the aggressive, competitive play that composed much of male sociability” (9). Erauso’s public performances in gambling halls always demonstrate the same level of responsibility to rules and regulation as shown in their dedication to punish the Cid for stealing, just as in the moments leading up to Erauso’s brother telling them to run for their life. In the lead up to this, Erauso’s gambling partner says that they “mentía como cornudo” after which Erauso pulls their dagger and runs it through their accusor’s chest (Erauso 116). The way in which Erauso is able to put these small details of the life a soldier in the background, focusing directly on their own display of honor, and the more dishonorable acts of other men they encounter in public spaces clearly demonstrates not only the complexity of the honor system, but also Erauso’s prowess in incorporating it into their text to show how honorable they can be under any name and circumstance. The subtlety of honor versus honra in the Spanish language is important to the context of understanding Erauso’s violence. The underlying sense of honor that refers to the safeguarding of blood, linage, and country against enemies is what pushed Erauso to enact their ability to display honra which refers to an exterior reputation of self that Erauso relies on to maintain their identity and not be found out or disrespected in the public sphere. In these scenes, the violence associated with the spectacle of male honor is clearly demonstrated, only mere moments after Erauso’s retelling of the retrieval of the company colors from the battlefield, showing the two-sided nature of chivalric principle in the life of a Spanish soldier of the era. In one moment, a soldier can perform a task of utmost respect and reverence to the Crown, and in the next they must protect their own personal honor brought about by a dispute in a gambling game, both of which are equally appropriate in the Siglo de Oro context. 
The differences in Erauso’s public and private representations of themself open up Historia to an interpretation beyond one of genre, making available a closer analysis into Erauso as a potential author and definite protagonist. In this autobiographical mode, the events of Erauso’s life in the convent through their travels in the Americas reveal the complexity of what is revealed about Erauso. On a personal level, the reader can get to know Erauso in the moments in which the protagonist is alone, and in the more crowded moments such as when Erauso is surrounded by enemies in a brawl. The dichotomy between these two elements adds an unexpected complexity, even though there is a serious lack of emotional attachment to the narrative at times from the writer. These expressions are crucial to understanding how Erauso functions in the various roles that they undertake throughout their life, which will be discussed in the next chapter. The choices that Erauso makes in the roles to be discussed can be related back into the analysis that has been done here of how Erauso chooses to operate in specific roles, depending on the nature of the job or position, and how Erauso functions in society in their given role. 
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