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LOVE AND CLASS BARRIERS




CHAPTLR  CuVEN

L VERGONICSO BN PALACIC.

|

"amor,
que sabe humillar los sltos
y encalzar a los humildes.”
(21 versonzeso en

SHAKL,

palzacioce III.xxviii)




3 vergonzosc en palacio is one of Tirso's best known ccumedies,

A nunber of interustinw etudies have been written on it, and there
ic 1little 1 can add to thcr.;.1 I include it among the plays I am
cﬁ4m1n1"h in this thesis merely to show that it fits into & paticrn
which cen be discerned in a number of Tirso's plays. I chall therc=-
fore touch briefly on two of its aspects: its cocial thesis and tho

ficure of the timid lover.

Since Z1 verpmonzoso is cne of Tirso's early plays, it is clear

that he wvas interested almost from the beginning of his dramatic

. " * - 2
carcer in exploring the preblemr of sccial relationships. The way
in which his handling of this theme develops is interesting in a
nunber of wayse” The portrayal of Hireno is naturally of crucial
icnportunce here.

The sceial elevation of the '“chepherd" is cne of the central
features. of the comedy. ircm a lowly poaitlon which he sbandcns,
urced on by his inner convicticn that he is destined for notler
things, he rises steadily in the social scale until he becomez ti
bust avd of a Luke's aauvht‘r, discovering immediately afterwexds thw
he is himself the scn> of a Duke. The story follows a traditicnal
puttern often found in literature (Gil Vicente's ion Duuardos is an
cbvicus examplel), and it obvicusly has all the elements of romance,
but it is interesting to note that the revelation of lireno's real
identity comes after the love=tryst, which emphasises the fact tho:

i |
the match is & socially unequal onee The buke, of course, iz at
S e Ly .1'.{.
{irst furdous:
KAGDALzNA: &1 Clelo y amor me hon dad
esposo, aunque humilde y pobre
is creto mozo y gallardo.
w3 & ué dicwa, loca? (l'retendes

que te mate?
UAGDALLNAS &l pecretario

e
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que me diste por maestro
es @i esposo,
DUQUs: - Cierra ¢l labic.
Ihy, desdichada vejeal
Vil, <Ipor un hombre tan bajo,
al Conde de Vacconcelos
desprecias?
HAGDALLNA S Y¥a le ha iprualado
*  a mi calidad amor,
que sabe humillar los altos
¥y envalzar a los huulldes.
DU U ilarite la nuerte!
III.XJCViii. pu‘!‘}gé&.
But his anger turns to joy when liirenc turns out to be the con: of

bon :eodro de Coimbra. There is more than o touch of irony in this:
the person is the same, only his social status has changed, or, morc
accurutely; is revealeds 1he ircny is underl@ned when the Cuke
wroduces exactly the same reaction on discovering that .erafina nas
given herself to the "secretary", Antonio, who also turns out to be
noblemane. whereas the point the play makes is that the name should
befit the person, for the Duke, the person should befit the nomes
Jtutus is alls

Yet, in the play, status is not & primary but a sccondary facto.,
dependent upon characters As has been rightly pointed out, the
cearch for identity is the basic thewe of the play.ﬁ The revelation

cf lireno's social identity is cnly a reflection, so to opesk, of hLi:

discovery of his psychological and, more important, his moral ideat’t

afy

a confirmntion by socity that he is worthy to, be Hagdalenn's husbani,

(n one level, it is love, the basic motivating force of the plo:

which has brought lMagdalena and Mireno together., Love troduces th

£

in
) of
roychiological motivation underlying the actions of mostkthe characterss

et

It provides iiagdalena not only with a reasen for and an explanctiicn of
her actions, but also a Justification for thems Wwice dces &he
senticn thise Iiret, in the dream~scene when she encourages [ircenc

te be a bit bolder:



[HAGDALENA:) = i3 mas la desigualdad
que hay, cefiora, entre los dos
me acobarda, = Amor, 4no es dies?
- 51, sefioras = Fues habladj
que sus absolutas leyes
saben abatir monarcas,
e igualar con las akarcas
las coronac de los reyes
11I,viiis pe4Siae

s B ¢ - ¥k » .
[MAGDALENA:] iHas que s8¢ que os causza celos

-eccondly,

el Cende de Vacconcelos?
- Hiceme decesperar;
que es, seciiora, vuestro igusl
'y heredereo de Zerguanza.
= Jla igualdad y semejanza
no estd en que sea principal,
o humilde y pocbre el zamantej
cino en la confoermidad
del alma y la voluntad,.
IIl,.vidii, })-348151-13.

when she has to face her irate father:
Ya le ha igualado

a mi calidad amore.
III.JC(Viii. P l!igé—at

This is so because love is a basic principle of the whole universe:

LHAGDALENAS] Decidme, Stencis amor?
¢De qué os ponéis colorado?
& ué verglienza os ha turbado?
Responded, deja el temor;
que el amor c¢s un tributo
y una deuda natural
en cuantos viven, igual
desde el dngel hasta el bruto.
Li esto es verdad, para qué
o6 avergonziis asi?
IIT.vidii. p.480b.

But her love is not bestowed unworthily, It is Mireno's ncoble

ac¢tion in
Lagdalena
dlreno is

nobility.

refusing to betray the man he has succcoured which mukes

notice him. The function of most of the action in which
involved in the first act is clearly to illustrate hizs mornl
He is prepared tc defenq iuy, pxchanges clothes with hin,

to Lauro who will protect him, and refusss to give the Lule

any infermation which may lead to Ruy's arrest. This nobility of



character proves the soundness of his aspiration to social neobility,
which he will at the end achicve. That this elevation is part of the
divine plan- is indicated by the religious overtones oI the ccmedy,
of which the quotution at tho head of this chaper (not to mention
the names of some of the characters) is only cre exaumples, C(ften,
ivlical and religious references are used for comic effect. Thus,
Juana hﬁmorcualy tells sAntonio:

Faso; que ticnes talle de casarme
con el Fapa, segun estis sin seso,
lI.ix. p-#ﬁﬁ&o

ind Tarso, overcome by fear, moves from the fleshpots of Zgypt to:

51 me cuelgarn y hago un Judas,

sin haber Judas lacayo,

4no he de llorar y temer?

Hoy me cuelgan del cogollo.
l.xiid. Pok52&o

“hroughout the play this religious atmosphere persists delicately

but evidently enough in the background in both the language and the
pituations. Casalduero has drawn our attention to this in hic articlcy

-where he points out that MNireno's social elevation has reliicus

acuociations, and this is delicately underlined in the following coiic
exchange:

HAGDALZNAL 4iois noble?
FIRENOS . Creo
que si, cegin lo cue veo
en mi honruado natural,
que muestra mas que hay en omi.
JAGDALLNAS &Y dardn lasz obras vuestras,
si fuere menecter, muestras
que sois noble?
MIRSKOS Creo que si:
. nunca de hacellas dejé.
MAGDALZNA:  Creo, decis a cualquier puntoj
dcreéis acaso que os pregunto
articulos de la fe?
: 1l.,ive pi59a=b,

e theme of social rank being divinely conferrcd cs the reward of

virtue is taken up again by Tirsoc in Ventura te dé& Diosz, hijo, point

to which I shall return later.
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(Glosely linked to the theme of the search for identity in

J verconzoso 1s the associated theme of appearances versus realitye.

1tz basic manifestation in the play ;s, of course, dispuise.
Casalduerog Glenn and Ayala have all drawn attention to the
importsnce of disguise and dress in this play. liere I would only
reoos the obvious point that there is a direct corrglution between

identity and disguise. As in 5l emor médico, the assumption of

digruise reveals the true personality.’ This is so becamuse, at the
beginning, '"normal" dress, as is clear from the way the play develons,
ir only a sort of disguise, a cccoon cut of which the true percon
aust iscue. ﬁé Casalduerc points cut, on referring to lMireno's
soliloquy in I.xi, it is the master of the horse who adorns it with
rich trappingse Thus liireno, Luuro, and iuy ched their pastoral dracc.
fiireno's disguise turns out to be his real dress, his courtly clotlcz
Lring out or accentuate his innate noﬁility, while Tarso's newly
acquired *calzas' only meke it evident that he is a country bumpkin,
Perhaps in cdnna;i}on with Serafina's disguisce, a minor addiiicn
nay be made to Cacalduero's words: '"La estética del Renacimicnto y

del Larroco se declara em la representacida de Serafina: para cer

bucn actor lo importante no es sentir, sino saber fingir." (ppe 9=9)

I':‘.
i

At the came time, it is sirnificant to nofe now often in this play
the borderline between feigning and nctuaiity becomes blurred,

erafina is acting, btut the part she is acting is real encugh., It

is clear that Jernfina's disguise brings out her masculinity, and the

fun

syubolic connotations of her male disguise are made even clearar at
the ond of the rehearsal when she says:

GURAFINA: Ven, Dofia Juunaj nue quiero
vestirme sobre cste traje
el mio, hasta que sea tiemgpo
de representar.,
II.xive. p.h?2a.



At we realise, the play is one in which antonio-Dionis, also,will
take parte
The play-acting motif, like the disguise motif, is linked to

the underlying theme of appearances and reality. <Thut these last
should be made to correspona, in fulfilment of the divine plan, is

one of the aims of the play. The motif is again present in Haﬁdnlcna's
feigned dream! here all that is feigned is the state of dreaming; the
Udrsam’" itself is real. F. Ayale has commented on the subtlety of

thic device, (condeuned as childish elacwhero,?) in his article
previously mentioned, where he strésses the parallelism and contracts
between this scene and Serafina's rehearsals In both cases, the
fiction is a convenient way of circumventing social conveaticns which
inhibit the free expreseion of one's personality. Irom Jerafina’s

conments such ast

JUANAZ diue aguesto de veras haces?
doue en verte asi no te ofendas?
GLRAFINAG Fiestas de Carnestolendnas

! todas paren en disfraces.
Deséceme entretener
deste medoj no te asombre
que apet-zca el traje de hembre,
ya gue n . lo puedo scer.

JUANA: Paréceslo de manera,
que me enamoro de ti.
IT.xiv,. _'0-46700

one would be inclined tc suspect thut her acting is as deliberate

b
o
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cnscicus ago lagdelena's "dreaming'". The dream scene also
tclle Mireno how he should act. Cne wonders whether Calderdn's use

0i the dream in La vida es sucfo owed anything to Tirco's use of the

device in his pluyé, a device which I shall again discuss in oy

s

analycis of Mari-ilernindez la sallesa,

The points made above comerning the relatior of persona to perscn
chould throw some light on the Antonic=lerafina intrigue, Ulonn k

brought out the contrast establiched by Tirso between Hireno and



lntonlo, althcugh his judgwent on Antenio as a self-indulgent wman,
intont only on saticfying his pleasure and his lust seems to me

Lit too harsh. Casalduerc's view seems more tempered and Just.
.ntonio is motivated by love of beauty; like ¥ireno, he is consciouc
of his own deficiencies = especially after his rejection by Jerafinn,
The deception he practices on Zerafina is, of course, wrong. ut it
is a ficticn which, as Casalduero says, allows him to achieve “la

inalidad de su vida" (p.107). It is also significant that his

ﬂr-;

Hlic" coincides with the truth about Mireno. Z2oth sisters, then,

love "Len Dionis", which creates for the luke z moment of excitezent

7}
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ft
o

at the ende Out this makes it clear why no name but D. Dicnis wou
dene for Antonio's lie. The name is at the cnd to be assigned to
the person whom it designates in reality. Antonic-Dionis is no morc
than & fiction. That uerafina currenders to a fiction ic her
punischments Eut her'mercuriul temperament, referred to by Casalducrc,
lcads us to hope that she will love intonios Net for nothing is che
.called <erafina, and antonioc, too, has humbled himsell in order to
attain her love. At all event:, it is through a fiction (Antonic'.
dzliberate deception of Serafina, Jerafina's self-deception born of
narcissism) that these two characters must find fulfilment. 45
vagalduero points out, ierafina finds her punishment in her flaw,
tut in her punichment, too, lies her salvation = hor escape from
sterile self-=love. |

ihere is another aspct of the play which I would touch on
bricflye. Love is the basic motivating principle in the play. And
it iz love which provides us with one of the more delicate sutirical
touchies in the playe. Attention has already been drawn to this by
vozalduero when he says with reference to Tarco's comment on Hireno!:

leve, Yhecho de verglienza, lo cual, partiendo del refrédn, scirve para



alejar esta figura del ambiente petrarquista idezl del osar y temer

y cituarlo en la sociedad ideal madrilefia del AVII. .s el gracioso

el cue alude al refrin’y vcmogjﬁgmo el amante petrarquista es leve y
delicadamente caricaturizado. Caricatura que basta para hacerla surgir
con que se cologue la f£gura individualmente abstracta del ZIV

italiano én él medio social del Barroco espaficl' (p.i102).

Inéeod, Tirso's trecatment of love in this play comsists of the
Juxtaposition of the courtly.ideal and the Christian social ideal of
the seventeenth century. This reveals both the absurdity of the
former and the inadequacy of the actual social attitudes I have
already touched on thie last when discicsing lMireno's social.cxaltaticn.
‘he pentle ridicule éf the courtly ideal provides the literary sative
in the play.

“he courtly ideal expected the lover to be both beold and timidy
as Cacalduero says. That, of course, in his amorous reclaticnciip;
for Hircno is by no means lacking in ahdacity either in his asmbiticons
or when quostioned by the Dukes Tut in his relationship with lagdzlcons,
he is singularly timid., Various factors contribute to this. There ig,

firct, the natural male timidity in romantic love, identified vy G.

loneini and S, Caldera in their articles in Studi tirsisni, This is

the psychological factor. MNext, there is the social factor, which ic
very important. MNireno is conscious of his social inferiority, which
he adnits to himself:

[HIkanose] Fero ni bajeza
no s¢ puede porsuadir
que vuele y llesgue a subir
al Cielo de tal belleza.
Il.v. p.*'+5‘ia.

yio o : 2 3
siapdalena, too, recognises this factor, as we have seen, and tells hin

ge infuriates the Duke. Finally,

to dicregard it. And their marria

there is the 'nobility" of Nireno's love, pointed cut by Cucaluuerc,

24 3



Lut 2 nebility conditioned by the courtly love-conventions. Ey thece,
iireno is required to sefve and worship the woman he loves, hope o
receive faéours and at the same time hope he will not. The lady's
ccmplementﬁry attitude is to encourage and simultanecusly discourase
the suitore. This perversity is intended, naturally, to egg him onj
btut Mireno takes Magdalena's discouragements too se;iously, which can
cnly be cxplaineﬁ by his cwn cense of inferiority and the fact that ne
is not expert enough in courtly ways to interpret the message correctly.
45 & result, he acts unnaturally and exasperates Magdalenae

This means that the feminine lagdalena muct assuzme a much uore
active or aggressive role than is norz 1lly to be expected from the
Yetrarchan womane To covercome Mireno's perverse shymess is a tack
which exercises her ingenuity. Her coquettish discouragenments bein:
counter—productive, she has tc be ever more explicit in her eancouragc=~
gont and more liberal of her favours. Lven the dream-ccene still
leaves iireno doubting, and she has to chide him in the lescon-scene,
which bears a certain resemblanc:. to the "ewearing scene" in [urta 1=
picdosne Thus the delicate courtly balance between male boldness and
timidity and fermale reticence and generosity_is disturbed, and we get
a hliigt shift towards caricature. But this deviation from the
literary ideal io an approximation to a more recalistic one: the
love=affair is not a game, and it ends in lizgdalena's direct
invitation to lMireno.

The mirror re¢flection, so to spenky of this relationship iu to

.nara

be found in the Antenio~Jerafina relationship. lere, again,

iec a ehift towards extremes. antonio, under the nominal c¢loak of

Je Uionip, is more bold than timid; Serafina is wmore prene to witlincld

her fuvours than to grant them. But again the relationship is a

sericus one and it nicely balances the othore 4s has been pointed
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out, oerafina finds her punishwent in her own flaw, This is the
irony of her fate.

A few words on the structure of the play would perhaps not

come amisse It has been criticised in the past as faulty, and even

D

mere medern critics tend to sece a certain lack of unity in the play.
That these have judged the play by unsuitable criteria has been made
clear by Casilduero's brilliant analysisc of its structure, Several
critics have drawn attention to the similarity between some foaturcs

of 1) verronzoso and thom of other plays of Tirso's;10 I would only

add a few observaticns here.

he first act of L1 verponzoso h:: met with Hartzenbusch's

disapproval: he would have preferred the play to begin at I.xvi,
asalduero has demonstrated the thematic conmexion belween the openiug
scenes and the rest of the play. It is claar that the harmonic
structure rather than ihe fable itself ie what we ought to con=-
centrate one As I have been trying to argue, it is an essential
foature of Tirso's dramatic tech:iique to use an asyndetic plote
structure in order to force the mind to concentrate on the thematic

10tifs of the play. In so far, thercfore, as the first act of

=1 _ver scnzoso can, on the level of the intrigue, Vo regaurded as

Lachbrcund exposition, with the intrigue proper beginning in Act IL,
1e structure of this play follows the same patiern as that of

.1 anor médico. Eut in both plays, the apparently irrelevant scenas

arg of fundamental importance in the harmonic structure of the nlay.
hey introduce motifs which it is the business of the play to develco:
ond explore: the motifs of love, deceit, misconstruction (and a con-
seguent Jumping to-conclusion), search for identity, ¢ni oo 03.11

The cocial exaltation of the hero and the foundation of socizd

robility on virtue are themes which are developed, more explicitly

1



vrerkaps, in Ventura te dé ldios, hijoe. Eut whereas the developnent

of the plot in .1 verponzoso is carried along, on one level at leact,

by poychological motivation (i.e., love) and the conventions of

ronshce, these are rejected in Ventura te dé ... in order to draw

attention to the workings of Yrovidence, which, as Casalduerc has

peinted ocut, remain in the background in Ll verponzosc. The

centimental atmosphere of romance in L1 verponzoso is replaced by

the highly ironical handling of the more satirical Ventura to dé ...,

whore the efforts of Césaro, for cxample, are consistently counter—
proauctive.

Yhere i thus a significant difference between -l verscnzoso

and Ventura te d& ..., namely, the fact that the social thesis in

J

lanca

5

the former is attenuated, and froa this point of view, la.

cemment is apte The early hint that Mireno is noble = cf, Tarso'c

worcss
F s PO A0
. . Trijole su padre agui
-~ - »
o pequeiio, y bien sabeis vos

que murmuran mas de dos,
aunque vive y anda asi,
que debajo del sayal
que le sirve de corteza,
e encubre alpuna nobleza
con que se hcnra !ortugale.
I.vie ppobblib=biiSa,

- mcans that the emphasie is on the process of self-discovery, propor

to the romance, in which the prearranged order is to be discovered.

]

the artificlulity of the ending is part of the artifice of the play and

—abd

¢he world it rdlects, and arcuses our wonder at the ultimate juctice

ek

of thingss In Ventura te @8 ..., the emphasic chifts to the procercs

cf celf-creation: the need to prove oneself worthy ¢f onc's positicn

£een as tenuously present in o) vernonzoso by Casulduero, io much
Gtrongar here., Otcn has to win throush to nobility: it is not therg

— vy
LD

to be claimed; rather is it to be meriteds In Ctén's world,

32
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raoaliotie, less ideal (the palncio/bonjue oppositien o rightly

ctyesned by CGasalduero in 1l verroncosnc is aboent in Venturu te

(" _see, vhero the Luke's court is as-ouch a cenire for Intrigue as

it in'a symholic judgment-placel, there is no "hidden plan" nececonrily
to be diccoverede There is the nmoed, but it must be earneds There ic

(o}
7
¢

noordery, but it cust be with effort imposeds There is a havder

(a3

thls play, set in a harcher worlde lrerliaps one may discern hero o

~¥
Q)

hint cf a shift towarde & more pessimictic view in the luter pliny,
wiere hunans are so perverse that lcd must intervene in order ¢ cicuve
it justico ia done. (Thias is the same view we find in ) turl-io-
A ovillas)
The thewma of selfecruation, more "realistic", more soclally
criznted, was obviously more attractive to Tirso, It is thic

rrotlematic form of drama, more obvicuzly concermned with sccicl

L]

i

robleons, with which he was mainly concerned in his {inal rericd:

udencia en la mujer, Antena GCarcia, Venturn te d& ... are
civicus exasplese FPat the note had alreatly been counded in carlicr

PR R < 1 [

I gheuld like to add a few bricf romarks here ‘on two othor

loyss bl cantico del pensinue and its sequel, Uuicn calln, ertoron,

*

“aro Yareja, in a highly iInterczting esshy, remarks that tisidity ia
¢ nan, in a haterosexual rolationship, is generally ridiculed: “for
é@von 3in the plays of Tirso de Holinu we find ancther figure, that ol

L yureenzoro en nalacio, which shows how in a younz man an exceszive

sonee of shume was not hiphly ecteemed by many wonen, who rade a

L i 1 .
socl of him." 2 This remark 4is even truer of Z) cantiro and its

counele  whereas in L) versongroso Mireno does in the end win
p—



zi;ézlena, thanks to her direct invitation, Redrigo loses the

Jcuntese Diana in U1 castiro because of his own hesitancy (hence

ris nicknmue,"el penséque")s In {uien calla, otorga, he very nearly

lecses (urora, but, made wiser by his earlier humiliaticn, wins a

{ urchioness as hic wife. In these plays, th ien, and especially the
o : i e 5 5 o v i

fisot, the figure of the timid lover is clearly satirised.

9,
i

Dut, as in L1 vergonzoso, there is another element in the

.

Lhero's tinidity: this is his awareness cf the woman's superior socinl
ctitusy, This leads to his loss of a Countess in hl cantimo. Tw
voints arise from thise First, this loss is only a temporary selbacisy

for, in the sequel, &s I have menticned, he betters his fortunes by

rorrying a Marchioness. &Secondly, he is not the only cne in L) castiro

wio is frustrated: Diana, also, who loves him, is cbliged to marry
Guginiro, whowm che does not love. But sine the invitution w=s to be
tiven fo him who loved her more than himself, che was obliged to
accept as her husband the rccipient of her letter. In other words,
che has unwittingly set a trap for herselfs she is punished twice
over: che loses the man she lov. s, and has to marry a man she dces

nct love,

There is an interesting point here, but to cee all the implicaticns

t will be necessary to try and &te Ul eartico. Niss Kennedy haos

wited thet (uden calla, otorpa was written between Jecember, 1019

llarch, 1624, and probably in 16 25.15 It was produced by (lmedo, wb
16

wis in Madrid in 1621-162 5. This therefore supports liss fenncdy'c

o]

catings We L. Wilson, in his article, assumes that L1 cuctiro "ws

written not weny months before™. Da. Blanca, however, argucs that the

olay was written in 16131, There is one fact which may help uz to

5

cite the play with some degree of accuracye. It was precduced by Herc

A
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liow, according to Cotarelo (pp.2C6~7), Heredia was not an autor
alter 1617 oince Tirso left for wanto Domingo early in 1614, the

£orinus ad guem for 4l castizo would. scem to be early 1616 or late

1 1e Lut we can perhaps narrow down the probable period of

conpositicn still further,

In (uien calla, otorra, Chinchilla refers {o the fame of

Yo la vi en Guadzlajara

reprecentar a Dalbing

¥y en saliendo con suc calzas,

hecho lacayo Chinchilla,

subidseme la moctaza

& las narices, y estuve

por darle una cuchillada,.

l.viie pe1420a,

Itis may refer to a Mer performance of Tirso's play, but if it doec
refor to one of the early cnes, it must have been to a peried when
lalbin was not an autor. Like Horedia, Balbin was autor between
1CC3 and 1615.1? On April 8th, 1615, permission was givean to Hercsdia
to be sutor for two years, but not to Ealbin, It may bte that .1
cortico was staged some time between April, 1615 and early 1616 if
Balbin joined lieredia's company for a time. (I have no evidence which
would confirm this. Later on, Ealbin was again zutor.) In any caco,

it scems reaconable to assume that -1 castizo was written before early

1616, probably in 1615.

ihe terminus a quo seems to be provided by internal evidence.

In the first place, there is an obvious ererence to Cervantes!

ilcvelaz ejerpleres and the second part of [Don (uixote in I.xe

a0
e O [1v} s - - e o
peGi6ba cecondly, there is a clear reference, in II,viii, p.701%L,

to Lope's =1 perro del hor+telsno (1613).19

sut Tirso does not only mention lope's play. He ceems to be

deliberately establishing & ccnnexion between the two plays. The

__,s



wenan courted by Rodrigo ia.Dianu, a Countesc who is not over fond
of mene She is 4n love with her secretarye. Noth are comscious of the
cocial barrier to their love, and thislinterfercs with their relation=-
shipe The secretary keeps another girl as a reserve, in case his
porringe to the Countess does not take place, while Diana tries Lo
Loep them aparte 4o she, too, adopts a dog=-in=-the-manger attitudc.
“hese parallels seem deliberate. Why have they been established?
That the two plays resemble each other wus noted by Vade, wio,
hovever, being more interected in determining the literary scurces
of Tirso's comedy, plays down the significance of these parallcla.ﬁé
1t scems to ﬁh that the full import of the recsemblence is seen if
we consider the thepes cor "points'" of the plays instecad of scue of
the situaticns which enter into the construction of the plot of
w1l cantizo,
Ao iz well known, the ending of Lope's play is a ckit on the
conventional ending in which & surprise "discovery' ensures a hapoy

¢ndinge This is the ending Cervantes uses in La gitanills and io

ilustre fregonaes Gil Vicente also uses it in Don Duardos. And

firso uges it in L1 vergonzoso (1611). It ceems that Lope's

ending, on the one hand, may be connected with Nodrigo Caldercn's
iocovery'in 1612 that he was the bastard son of the Duke of
slba (& point whose implications I shall look at again in oy anelys o

ol La eleccién por 1a virtud), and, on the other, with the type of

ending found in il vergmon.oso. The conclusion scemc inescapatle

that wl cantipo is a sort of '"reply" to Lope's playe. The two
withors ceem to have been playing a sort of games 1ot me eluborute

vricfly on that.

In 21 vergonzoso, Tirso stresses che importance of personal

. -
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morit and moral virtue. Iireno is rewarded with the daughter of

« ouite us his wife ond with the discovery that he, too, is the son

of a buke, which, at the same time, resolves the social problem,

s ending is artificial and proper to the romance.

In ©1 perro, Tecodoro isc intellectually and, to some extent,

uorelly superior to his rivals. licre, he genuinely loves and is

leved by vianae The triumph of love mezns a conscicus flouting of

~ocinl conventionse A solution is also found through an unoxpectad

“¢iscoverys Lut thie is a fiction. It iz an invented discoverys.

v

In .1 cacstiso, we get the same situation as in .l perro.

iat Tirco's later play seems $o be a burlesque of Lope's (itcelf a

urlesque of the type of play such as Ll verpgenzoscie  In Ll cos

st

both the hero and the hercinc play a foolish game with each ctaer:

¢o not deserve each cther. Therefore both are frustirsted. Lut the

inplications are interesting.

“hese is an unwitting '"revelation" of identity. DJianz learns

thct her secretary, Otén, is Don iodrigo Girdn, who belongs to cne

3 the noblest families in fpaine. This knowledge at first seens

Le cunougn to solve their problem (and would have solved the probles

in i1 rerro)s ~she would lose nothing socially by marrying Hodrl
v it turns out not to be sufficient. Though there has been a

jiine revelation, it has been of no help, and the gume between

odrige and vianz continuess The ending ensures that socinl decor

is scrupulously maintained: Casimiro is a Counte. Propricty triusnyh

A% that is a punishment for both viana and Rodrigo.
it scems, then, that there is a development of a theme fronm

irgo's 1 vergenzono, via Lope's Ll rerro, to Tirso's .l castic

Lidter, Juien calla, otorga. I have been able only to trace out herc

to
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. 21
the bare outlines of this development which needs further study. '

it is possible, nevertheless, that there is an additional element in
.irco's development of the figure of the ahy lover, noted by Z.

galuera. this is the inter-action between Tirso and LOpe. That would
cecm to be another reason for thinking that Caldera's argument w2y

nced some modification.



CHAITLR  LIGHT

BL UELANCCLICO AND

LSTO

s <Uu ES NLGOCIAR,

ABSURDITY,

Toda melancolia
ingeniosa, es un ramo de mania,

¥ no hay sabio que un poco,

si a Flaton demos fe, no togue en loco.
(21 melancdlico. II.i)
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(a) &1 melancdlico

11 melancélico, published in Tirso's Primera parte, had for

long been considered one of his early ﬁlays. Da. Blanca, feollowing
Cotarelo, ascsigned it to the year 1611, on the assumption that it
contained a reference to the premética against coaches issued in
that year.1 Miss Kennedy, however, put forward a strong argument

for considering 21 melancOlico a late play, dating it 0.1622-23.2.

The cumulative evidence she puts forward is compelling, even though

one must bear in mind the reservation that 1 melancdlico may have

vecn an early play which underwent considerable textual revision to
givelus the play as we have it. DPerhaps t%e only point (and one
which carries very little weight) which wodld make one hesitate over
the dates suggested by iHiss Kennedy for the play is the absence

of any satire of the culto poets. There is a fairly long passage
written in culto style, viz., Rogerio's description of Leonisa when
he fell in love with her (I.xj,.but the tone does not scem to me to
be that of satire or parody. I[owever, in the absence of any stronger
evidence for an‘earlie; date, I shall accept Miss Kennedy's dating -
as valid. The fact that the play was put on by the Valencianos also
suggests that it is a late one, and, as I shall indicate in my

analysis of Amar por arte mayor, Tirso's late style is characterisad

by its serious use of the culto style.

The aspect of L1 melancdlico with which I am principally

concerned is the satire contained theroinlof social coenventions
regarding class. This is effected by stressing the absurd and
ridiculous nature of the situation in which the protagonist, Rogcrio,
finds himself., The clash between the demands of love and those of

cecial convention, which is one of the central aspects of the play,



hos been indicated by Sr. Varela Jacome and Dr. A. K. G. Paterson.j
This social satire is also linked to the satire of a literary con-
vention. These are the points which I propocse to develop here.

The opening scene of the play introduces the vestigial sub-plot,
viz., the love=intrigue between Firela and Carlin. It fades out after
the end of Act II, when I"irela, her mechanical function fulfilledy
scems to be cast out of the play because of her moral flaws = her
betrayal of her friendship for Leonisa, her willingness to be suboined
Ly Tilipo (which is linked to a sort of misguided friendship for
 Leonica), her blackmailing of Carlin. The latter soldiers on to the
end of the play, but, fo; the last act, he is without a mate (or
even a thought of one, for that matter). But while the sub-plot
fizzles out,-it does, while it lasts, cast light on the implications
and problems of the main plot.

Uaglin's humorous courting of iirela sounds the principal motif
of the play: love and social precedence. In the burlesque pastoral
tone with which the play opens = half realistically rustic, half
artificially pastoral -, his anecdote about the donkeys presents us
with an embryonic version éf the story to come and its central
problem: love at first sight, the perfect 'courtesy" of the burro,
the honesty of the burra = and the resulting :'Lz'n}m';l..-?.rss).Lr The suffering
that results at once foreshadows, on the farcical level, the phycical
beating Carlin is to receive before the act is out, and, on a more
serious level, the emotional and spiritual suffering which Rogerio
and Leoniea have to undergc. The absurdity of the impasse created in
the main action is brought about, ircnically, bty the fact that
ilogerio and Leonica hold to & view of ''perfect' love. In order to
examine the implications of this for the plot, it will be necessary to

look briefly at these characters.



21 melancdlico has long been singled cut for special

commendation on the grounds that it is a play with a ''character',
liartzenbusch states this guite firmly.5 Da, Blanca agreces with
him, although she would stress Tirso's powers of characterisaticn
somewhat more strongly. Miss Kennedy, too, concurs. On the other
hand, k. Calderd senses something mechanical, artificial in the
portrayal of Rogerio: the latter is drawn, so toc speak, too much
according to textboock rules. The truth, as is generally the case in
such situations, is probably somewhere between these two views.

There is little doubt that Tirso has laid much stress on
Rogerio's characters but the obvious consequence of this should be
noted: there is very little purposeful surface action in the play;
most of it is desultory. That is because the action is, to a large
extent, internalised: the real action is psychological, not physical,
anc the purposeless acts reflect an internal| state of mind. The
cxplanation for that is the fact that Rogeri;'s will is paralysed,
the sources of action have dried up. Hence his melancholy.

Late Romantic criticiem, which lasted well into this century,
soﬁght character above all in drama., The warm praise given to

.l melancolico, which not only has a "character", but also a

melancholy one, is easily understood.6 But if the commonsense view

that drama is action is adopted (a view at least as o0ld as Aristotle

?)'

and more recently defended by &. Bentley the plot of zl melancdlico

Seems to be particularly sketchy. This is a point to which I shall
return later.

The dominant feature of Rogerio's character is his melancholy,
which gives the play its title. Almoct invariably in Tirso, the

standard cause of melancholy is unrequited or frustrated love, and



this play is no exception. Curiously enough, there is little or no
sign of Rogerio's melencholy in Act I, the exposition. It is in the
second act that the melancholy Rogerio appears., To the puzzled
Duke,lhis father, he gives two main reascons for his melancholy: his
unexpected luck has put him in the same category as opulent fools,
and at the same time has frustrated his personal ambition to make
himself, that is, to owe what he is to his own merit and effortis.
(1I.4).

Dut these, as Rogerio immediately afterwards confesses, are
sophistical rationalisations: he does not resent his good luck:

KOGERIO: .  Todo esto es, Leonisa mia,
con sofisticas razones,
buscar necias ocasiocnes
para mi melancolia.

S5i yo no te viera el dia

que perdi mi libertad,

fuera esta prosperidad

el colmo de mi contento:

ya sin ti, sera tormento

la mids regia voluntad.
II.iii. p.235b.

ile is melancholy because he is in love and his newly acquired social
status makes its fulfilment impossible:

LRCGERIO:] - Perdite; ya no es posible,
en desiguales estados,
dar alivio a mis cuidados,
ni ver tu rostro apaciblej
pucs amar un imposible
seri eterno padecer;
no amarte, no puede serj;
pues, amarte, y no esperar
padecer, y no olvidar,
es morir y no poder,

Il.iii. p.2350b.

(Here we see the beginnings of Tirso's new, "Calderonian" manner,
viiich I shall consider at greater length in my chapter on Amar por
arte mayor.) The scn of a Duke, he can no longer marry the

pecacant=-girl, Leonisa. It is thus the frustration of his love which
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brings out his melancholy.

Rogerio is, of course, susceptible to melancholy preciscly
bedause he is intclligent and learned. This is important, because
it throws come light on the nature of his predicament. There is a
conctant stress on Rogerio's great learning from the beginning. ie
is introduced indirectly at first, the audience being prepared for
his entry by Lecnisa's and lirela's discussion of him in I.ii. The
quality they emphasise most is his great learning. The fantastic,
Gargantuan scope of his education is made clear when he at last enters
with his supposed father and teacher, Pinardo (I.iii). As the latter
here peints out, there is nothing which Rogerio does not know.

But, Pinardo insists, he is not yet a perfect, i.e., a complete,
man. While the rational side of Rogerio has been developed fully,
his emotional side has remained dormant, if not stunted. This latter
should also be developed, and Pinardo quotes| Flato in support of his

|
argument:
[PINARDO:] Si el fildsofo admirable
llamd animal racional
al homdbre, Platdén, su igual,
le llama animal sociable.
&l que no es comunicable
no es hombre, segin Platdn,
y siguiendo su opinidn,
te hara tanta sequedad
bruto por la voluntad,
aunque hombre por la razodn.
I.iii. p.224b.
The crucial rdle of love in the development and perfection of maa
is thus stressed. At this ﬁoint, Pinardo urges Rogerio ® practise on
the village girls:
[PINARDO:] y un discreto, si lo ignoras,
llamaba a las labradoras

espadas negras de amor.
I.iii. p.224D,.

cr
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Yhis attitude has ugly undertones, the least offensive of which i



social arrogance of class. Rogerio, too, is not innocent of such

rrogonce, but his contempt for the village girls is a question not

-6y

so much of social pride as of intellectual conceit:

ROGLRIO: Aqui, sefior, no hay sujeto

en que lograr esperanzas,

ni entre groseras labranzas

mi amor halla igual objeto.

51 me tienes por discreto,

y amor es similitud,

¢por qué culpas la quietud

que en nmi libertad desprecias?

$us bien que serranas necias

malogren mi juventud? -

Viva el alma libre y franca,

pues en su estudio me alegra.
I.iii. p.224b.

‘Lesides, Venus and Minerva are incompatible:

ROGLRIG: ntre el amor y el desdén
mal la ciencia se conserva,
porcue Venus y linerva
jomés se llevarcn bien.
Cjos que hermosura ven
contra pasiones ccenfusas,
no hallan a su daflo excusas,
pues su ocupacidén distinta,
dechonesta a Venus pinta
y virgenes a las ilusas.

I.ive p.2252a.

Rogerio's attitude socn undergoes a drastic change when he falls
modly in love with the villena, Leonisa:

RCGLRIO: ms precipitado

amor. Vine, vi y perdi

la libertad, no el cuidado.

Ya juzgaré por mejor

potencia la voluntad

que el entendimiento: Amor

de su noble facultad

hoy me ha hecho profescr:

desde hoy cursaré su escuela,
I.x. pe2270.

~0 drastic, indeed, that the violence of hi5 passicn amazes and even
frightens Finardo, who argues that Rogerio is not to go from one
cxireme to another, but to love in moderation. He should not take his

love too seriously = it is, for Pinardo, only a technical emotional

3¢



cxercise (I.x)e But Hogerio is too far gone: he cannot love by
halves. Ironically, at the precise moment at which he gi&es his
heartto  Leonisa and promises to be hers, the Duke, his real father
(as it turns out) has other plans for him.

These, principally, are his transfer to the court, his
legitimisation, and his marriage to Clemencia. The first means only
a separation from Leonisa, and is but the first test to which his
love will be put. The second two are much more severe ones. ith
Hogerio's new life, there begins a conflict whiéh, as Dr. Faterson
has stated, by putting his love to the test, teaches him about the
true nature of love = love as Christian charity.

Here, I am more interested in the nature of this ianer conflict,
the particular form which it takes in the context of the play. It is,
at bottom, a conflict between those two fundamental aspects of man,
the rational and the emotional, VWwhile learning characterises the
"animal racional" that is man, it is love which perfects him as an
“animal sociable' by awakening his soul. If the fundamental nececsity
of love is postulated, there arises a genuine conflict in the wise
nan, which can be formulated thus: how can the wise man bring himself
to subordinate reason to passion? It turns out, at the end of the
play, that there was no real conflict between these two. This may
ceem to suggest that the coﬁflict was artificially set up so that
dogerio's love could be testede I shall return to this presently,
but first I should like to examine the causes of the inner conflict.

Logeric, to perfect himsglf, falls in love. But when he
reveals to Pinardo that the woman he loves is their vassal, Leonisa,
Yinardo is disturbed. lHe warns Rogerio not to take his love too

seriously, especially since Leonisa is his social inferior:



[PINARDO:J y el amor que agora adquieres

en cosa tan desigual,

de tu noble natural

te ha de hacer que degeneres;

I P P- 228b.

However, Rogerio tosses this warning aside: for him, the distance
between a caballero and a villana is not too great for his love to
bridge.

Yet, when he becomes a Duke, Rogerio, in spite of precedents,
cannot allow himself to marry Leonisa. In this decision, his
intellect plays the crucial part. Yet there is more than a hint of
intellectual arrogance in his self-esteem:

[ROGLRIO: ] Si yo de Pinardo fuera

hijo, cual pensé, y te amara,

cuando & mi ser te igualara,

poco tu suerte subiera. '

Soy Duque: ilay, fortuna fieral

tormentos con honras das:

ya yo sé que igualado has,

nidiendo amorocsas leyes,

los pastores a los reyes;

mas yo soy sabio, que es mis.

Zn cuanto rey, no era mucho

llevarme de mi pasidn;

en cuanto eabio, es accidn

en que mi deshonra escucho.

II.iii. pp.Z}fab-236a.

it the came time, while refusing to marry Leonisa, because of her
social inferiority (or, rather, his newly acquired superiorityl}, he
is also unwilling to marry his social equal, Clemencia, because he
5till loves lLeonisa and means to be faithful toc her.

This bighly intellectual approach to what is a vital probdlem
lands Rogerio in an insoluble dilemma. For most of the time he rofuscs
to guestion the pre-eminence of reason. ‘This is why his "wisdom" ic
continually stressed in the play. He firmly persists in using his
intecllect as his guiding force. In Il.iv, his rcfural to be annoyed

by inrique's insults and his dignified response to them is a clear

cxaimple of that. Another, perhaps even more interesting,example ic



found in the episode of his "homework" on the court suitors he hzs to
deal with in III.ii-iv. He gets his secrctary, Filipo, to obtain
information about the suitors so that he can deal justly with thea.
This allows him to impress his audience enormously, and onée suspectis
that this episode may have been intended as an object lesson in king=-
chip for Philip IV. Compare the following lines:

ROGLERIO: Pretende saber las faltas
que tiencn los pretendientes
de mi corte y.de mi casaj
que aunque es bien premiar servicios,
no serd razdn que se haga
menos que corfcuficiencia
de las partes,
- FILIPC: La ignorancia,
sefior, y poca noticia
de alpunos principes causa
que sin méritos se den
injustamente las plazas.
III.ii. p.249a.

Tet, in spite of his enormous intellectual control of himself,
Aogerio's passions at times threaten to get the better of him., The
enigmatic words he addresses to Filipo in I.vi, soﬁn after the scene
with the suitors, provide one instance when his strong passions (in
this case jealousy) scem to break through his iron control. The
gpeech, though enigmatic, contains a sinister threat:

ROGERIO: Filipo, la juventud
también es enfermedad:
disposiciones curad,
sangraréisos en salud. -
Corales que adornan cuelles,:
no generosos, villanos,
afrentan los cortesanos:
sangre muestrag, cangraos dellos.

FILIFO: sefior, la que los per{id
gU.Sta .

RUGLRIO: Yo soy vuestro|amigo:
que 03 sangréis dellos os digoj
no aguardéis que os sanrre yo.

III.Vi- P0252a.-

logerio recognises immediately afterwards that his passions are hard

to control:

(N
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547
RUGLRIO: Por mas que callar procuro,

havla mi desasosiego;

que en fin, donde amor es fuegoy

brotan celos, que son humo.

III.vi. p.252Y.

ihercfore, when Iilipo spills ink instead of sand on the letter he
Liae written to €lemencia, it is further proof of his enorumous self-
control that he does not use that as an excuse for inflicting a
severe punishment on Filipo in order to give vent to his feelings of

Jealousy.

But there are obvious limitations to an intellectual approach

jo N

to life. In contrast to an early play like lLa eleccién por la virtu

where there is an exaltation of learning, in a number of later plays
lirso seems to express a certain disillusionment with learning:

). amor médico and Ventura te dé& Dios, hijo, analysed in earlier

chaplers, are obvious examples., This disillusionment seems to be

present in L1 melancdlico as well.

There is, without doubt, a positive side to Rogerio's intellectuczl
approach to life. The conflict which it provokes allows him to leammn
something about love: the social obstacle to his marrying Leonisa means
that this love must be a Platonic one, spiritual and unselfish, i.e.,
non-possessive., For love of Leonisa, he must be prepared to make
what is for him the ultimate sacrifice and marry Clemencia, VWhen he
shows . ne is ready to do so, Leonisa's supposed father convenientily
dies so that she can discover that she, too, is of noble birth. The
ocbstacle has been an artificial one, imposed arbitrarily by the
uramatist, and, consequently, the final solution is not an organic
onee

Lut the obstacle can be seen as less artificial and more orgenic

if we consider the negative side of kogerio's intellectual approach to



lifes It is.this which leads him into one absurd situaticn after
ancther and which, simultaneously, prevents him from realising the
absurdity of these situations. Take, for instance, the "ultimate"
cocrifice he is willing to make because of his love for Leonisa,
Ihis is noble, but, at the same time, it is, paradoxically, absurd:
it entails marrying a woman he does not love and, more important,
being untrue to Leonisa to whom, all through the play, he has
ceonsidered himself engaged.

(ace this ultimate absurdity is perceived, Rogerio's earlier
cctions also appear equally absurd, It is absurd for him to argue
that his change in status makes it impossible for him to marry
Lconisa, whea he was nrepared to marry while he was only a caballerc.
Hic argunment is based on the ascumption that social position or

status (the "dream" of Calderdn's famous play) is an integral part

of the individual, and that personal relationships are controlled Ly

social factors. This argument is based on a misapprehension of valucs

and of the nature of reality. For Rogerio, arpearances are more
inportant than reality, status and social honour more important than
love and honesty in personal relationships. Ironically, it is
precisely because of the importance which Rogerio gives to the
intellect that he thus misconstrues reality and thinks he has
incentrovertible proof of Leonisa's love for Filipo. &So the wise

fLogerio will not marry Leonisa, nor will he marry Clemencia. Eut he

vill not allow !'ilipo to court Leonisa either. He is content to sctil

for a perpetually hopeless love and melancholy.s Such a pure, non=-
sexual, Platonic lové rmay be all very well in theory, but in practise

and in reality it is little more than un absurdity. Love between a

3

zon and a woman (and this is love as passion, not friendship: Rogerio's

9
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description of Leonisa in I.x proves that) is not intended to be an
unnatural, disembodied, ethe:f‘.'l phenomenon.

That it is not, in ény case, is proved by the fact that Rogerio
iz capable of experiencing intense jealousy. His love is, thereforc,
pocsessive - aggressively, but also absurdly so, since we realise
that it is of the dog=-in-the-manger variety. To prevent a marriage
between Lecnisa and Filipo(and anticipate the possibility of her
falling in love with Filipo), Rogerio takes his rival with him to
court, ostensibly to honour him; in reality to separate him from
Leonisa. This we may agree is cunning, born of jealousy, but hardly
the action of a "sabio.

An apparently, disinterested, noble act of generosity is
promised when Rogerio, conviaced that Lecnisa returns Filipo's
affections, decides to marry her to Filipo. But is this anything more
than self-pity, we wonder. He drumatises th¢ nobility of his gesture.
But as he says the words, he knows that he cannot consent to it:

[RCGLRIO:] Casarlos mafiana intento,

¥y mostrar cuén sabio soy,

pues venciéncdome a mi, doy
corona & mi sufrimiento.

nsto dice el pensamiento,

mas no el amor en que excedo

a la ley que admito y vedo.

III.viii. p.254a.

His jealousy, too, is without foundation. Jeeing Leonisa and
silipo struggling over her necklace, he jumps to conclusions. IHe
deduces from the evidence that they are in love. But he, the wise
dogerio, is deceived. It is Leonisa who points out how fallible his
recasoning is:

ROGERIO; Diréis que le aborrecéis:
corales vi yo por trueco
de eslabones, que, dorados,
yugo son de vuestro cuello,

LuONISAS Tanbién yo vi que os llamaba
Bretafia sabio y discrecto,
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sin merecer este nombre,
quien preciféindose de serlo,
: es tan facil en creer.
ROGLRIO: . ¢Los 0jos cudndo mintieron?
LECNISA: . Cuando no los rige el alma,
ni alumbra el entendimiento.
IITI.xvii. p.257a.
.14 surely this is.the point of the play. Rogerio the wise is far
from being wise, because he depends too much on his intellect. iiis
blind confidence in its infallibility makes him ignore the desirability
of subjecting its workings to dispassionate, intellectual scrutiny.
ind yet he seeums unaware of the extent to whichhis intellect is
influenced by his emotions. In this prcblem of love, the limitations
of the intellect are clearly revealed. In Rogefio's misinterpretation
of the struggle between‘Leonisa aad Filipo in III.xviii, as in his
reifusal to ﬁarry Leonisa because of his change in status, he is
committing the error of paying too much attention to external appearances,
and not enough to inner reality. |
Thus it is that Rogerio's ultimate professed self-sacrifice is
his greatest. absurdity, compounded in that it comes after he has been
dicabused of his jealousy and has again promised to marry Leoniea.
Hle should have realised earlier that the rcal mark of a disinterestcd
love would have been to sacrifice his own false sense of social decorunm
by marrying Leonisa. That would have been true humility and true lova.
ut Rogerio loves himself too muche. This is not to say that his fincl
act is without nobility. Dut the trick he devises fools no one, and
Lardly does credit to his intelligence. The esmphasis is on the
ridiculing of Rogerio.
Perhaps it is convenient to point out here that Rogerio, unlike

Fireno in 51 vergonzoso and Rodrigo in El castiso del venséoue and

its sequel, is not shy in love., His hesitations spring not from a

sence of his own inferiority, as is the case with the other two, but



from a sense of his own superiority, or, rather, the inferiority

of others. In this play, it is filipo, rather, who is the hesitant
orice Rogerio, for all his learning and wisdom, accerts society's
conventions unquestioningly. Thus his dilemma arises from what he
cces as a choice between two goods. The dilemma would be tragic

if logerio were less blind. Consequently, I should hesitate to group
Rozerio along with Mireno and Rodrigo, as Caldera does.

If Rogerio's ignorance in the midst of so much learning
surprisgs us, so does Leonisa‘'s passivity. In one crucial respect,
nanely, her lack of initiative and determination, she is unlike the
hercine one normally associates with Tirso.9 If we would look for an
exemplary, pure love in the play, we should look to Lecnisa's love
for Rogerio.

The opening scene of the play, sct in.tha country, is, as I have
caid, ambiguous in tone. This means that Leonisa can be seen both .
as a rustic peasant-girl and as a pastoral shepherdess. It is in her
; rGle as a Heo—Plafonic pastoral shepherdess_that Leonisa gives us a
stfiking description of love which helps to bring inteo focus the
central rroblem of the play. Her companion, Firela, is arguing that
“ogerio is wise, proud,. and noble: therefore Leoﬁisa would do well to
Tforget him and love somcone who is her social equal:

[FIRELA:] ‘(uiere a quien te quiere bien
e imposibles locos deja,
que del brocado y sayal
nunca se hizo buena mezcla,

I.ii. p.223a.
Leonisa replies magnificently:

LEONISA: ¢Pues qué importa que esté el fuego
cebado en la tosca leila
o en la despreciada paja?.
dPor eso es razdn que pilerda

su inclinacidn generosa
Yy que el subir no apetezca?



Pues dyué importa que mi amor,
cebado en alma grosera,
Jhumilde sujeto abrace
si experimento en mi mesma
que, a pesar de mi ser tos&co,
subir al valor intenta
de Rogerio, noble y rico,
que es centro donde sosiega?
Todas las almas, amiga,
son ipguales: la materia
de los guerpos solamente
hacen esa diferencia.
Alma noble me dio el Cielo.
No te espantes si con ella
el amor, fuego con alas,
intenta subir y wvuela.
A Rogerio he de adorar.

I.ii. p.223a=b.

‘o her, what really matter are love and the soul, which is love's
province, Lové is one of those human experiences, like birth and
donth, which cut across all social classes and prove the common
humanity of all men. In a sense, it even transcends birth and death,
since it is a quality oflthe immortal soul: it is onme of the ultimatc
recalities which man has to face. Love, then, is what encourages
iponisa to aspire to Rogerio's affections, for Bha, too, has a noble

soul,

The events of the play do indeed prove the nobility of the soul.
leonisa, for all her theoretical boldness, scems prepared to accept
the dictates of social convention, but that is so only because she

is led to believe that Logerio means to marry Clemencia. Yet she will

be constant and love one Leonisa, much more than Rogerio, is interosted

in perfect love in all its manifestations. In II.xiii, she upbraids
cirela for debasing the love of friendshiﬁ - "friend", on Leonisa's
lips, 1is a word full of meaning:
LuQIIsAs e desvarios,
Firela, te deacompenen,

o la lealtad, o el juicio?
{14 eres mi amiga?



FIRBLA: - Por serlo
esposo te solicito
icual, ya que no a tu estado,
a tu pensamiento altivo.
II,xiii. p.243b,

lic then proceeds to describe her own love, pure and perfect, seeking
not its owni
[LuonNIsA:] Mi amor es sdlo potencia
del alma, que no apetito;
y el amar por sdlo amar
es perfeccion, si es martirio.
Que se case o no Rogerio,
ni con Clemencia compito
ni se amortiguan las llamas
de mi amor perfecto y limpio.
ITI.xiii. p.243b.
Ironically, it is because she tries to recover her necklace from
Pilipo in IXexviii, convinced that to allow him to retain it would
constitute a blot on her love for Rogerio, that che gives rise to
Rogerio's suspicions and jealéusy.

The fact that Leonisa's love for Rogerio is "perfect", leads to a
cituation similar to the one familiar in the pastoral novel. An
impasse is reached. The crucial difference in the play is, of
cource, that this impasse is not brought about by unreciprocated love,
but by Rogerio's unwillingness to compromise (as he sees it) his social
honour:

[ROGLRIO:] Mi amor no quiere a Clemencia,
ni mi nobleza a Lecnisa.
III.xvi. pe256b.
This is not to say that Leonisa is wholly passive. At the end of
sct III (xvii to end), she does make an attempt to reassure and
disabuse Rogerio. The latter creates a scene of‘jealousy, thus
himcelf going against the cound advice he had given out in III,iv,

and at the same time, contributing to endangering the life of Leoniza.

The latter deoes finélly succeed in alming his jealousy = ironically



by taking her necklace from'Filipo and putting it arcund his neck.
lloperio might now well regret his earlier Londemnation of Filipo's
effeminacy (which we, of course, know‘was primarily a manifestation

of jealousy). Leonisa's initiative is not wholly successful, however,
for she is imprisoned. It is now Rogerio's turn to demonstrate his
ﬁerfect love: but his trick for securing Leonisa's release deceives

no one, and it is only the revelation of Leonisa's real identity which
prevents an unhappy ending.

The love of the main characters is thus a "perfect!, ﬁure,
cpiritual love. It is, perhaps, purest, most unselfish in Lecnisa.
logerio, too, affirms the perfection of his love:

ROGLRIO: Yo te he querido, Lecnisa,

con el amor mas perfecto

de cuantos su deidad honran;

vi tu mudable sujeto;

déjame, y ama a Filipo.

III.xviii, p.259a,

tut, as I have suggested, it is inferior to Leonisa's, principally
in that it is too selfish. Rogerio, for most of the play, thinks tco
much of himself: theré is too much of self=-love in his love., Another
mode of sélf—denyiﬁg love is presented in Clemencia: she loves Rogeric
passively, silently, knowing that he loves another.10

The effect of portraying this type of suffering, "perfect" love
ic curious in dramatic terms. The passivity of the characters is
evident: they all suffer from a virtusl paralysis of the will, uhile
the real obstacle in the play springs from Rogerio's character, from
his inner conflict which derives from a misapbrehension of values and
a misconstruction of the evidence of the senses (both ironical in a

wice, learned man), no other character has the determisnation and

initiative required to break the stalemate of wills and actions.
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411 suffer in silence, waiting for a sort of miracle, one might
almost say, which does occur to bring the play to an end.

The point the play is making seems to be that such perfect,
rlotonic, spiritual love has severe linitations und is productive of
mere unhappiness thaﬁ happiness. Rogerio's final solution is quite
absurd, for, reduced to its simplest terms, it means that he is
prepared to marry Clemencia because of his love for Lecnisa. This
may be Neo-Platonism or Christian charity (though, ironically, it has
been brought about by Rogerio's initial failure to understand truly
the nature of Christian charity)., DBut it is not life or love as
crdinary humans understand them. ilence the need for an artificial
solution, almost in the pastoral tradition,l The discovery that Leconisa
ig Clemencia's sister allows the old Duke to arrange a marriage
vetween Leonisa and rogerio, and at the same time removes the sole
objection Rogerib ﬂad to a marriage with Leonisa. But the ending is
all the same ironical: Rogerio, even from the ﬁocially conventional
‘point of view, would have lost nothing and d;no no wrong had he
excrcised true Christian charity and married Leonisa thimking that
she was a peasant girl, but one whom he loved.

These, then are the dramatic problems posed by &Ll melancélicoe

Cn the surface the play might appear to be unsatiéfactcry, not because
it is carelessly constructed (one nmight say quite the opposite),

but becduse the ideological premises of the play do not and cannct
permit an organic solution, unless Rogerio undergoes a conversicne.
Rogerio's character, too, no matter how inferesting it may be as a
cace=history, is also a stumbling block. This is not to say that the
play is a failure: its lack of dramatic viability is precisely the
point it is supposed to make: the apparent failure of the play is

really the practical failure of a conventionally "perfect' love in a
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hunan situntione That this failure is deliberately created by Tirso
is indicated by the consistent burlesque of dramatic conventions 'in

the play (which I shall touch on when I discuss Lsto sl cue es

norociar)e The play satirises both a literary and a social convention
by demonstrating their absurdity. But the majority of Tirsian heroines
arc real women of flesh and blood who will not wait for time and

fortune to favour them.
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(b) Lsto el cue es negociar,

In my analysis of 51 melancdlico, I suggested that in that

pley Tirso was drawing attention to the limitations of a so=-called
"perfect" love between a man and a woman by illustrating the absurdity
to which it can lead. It is this literary idealisation of human love
(tvhnich can ultisately be traced back to Platonic and Neo-Platonic
philosophy) which Tirso takes delight in deflating. I suggested, tco,
that this "perfect", spiritual love was really the frustrated love
of a ran and woman for each other, and that the frustration could
be attributed to Rogerio's subscription to false values. Because of
the philosophical premises concerning the nature of perfect love, the
conflict born of Rogerio's love for Leonisa and his unwillingness to
warry hery a conilict essentially social in nature, could have no
orgonic solution.

In isto sl que es nerociar, the refundicidén of L1 mel&ncélicc,

an attempt has been made to re-cast the play so that an organic
solution to the conflict is possible. The main problems remain the
sime, but the emphasis is shifted slightly in- order to underline the

lundamental absurdity of Rogerio's dilemma. The philosophical preuiscs,



too, are. altered, which allows Leonisa, like the majority of Tirso's
heroines, to resolve the problem by the exerclse of her initiative
and will.

In assuming that Lsto sd que es nerociar iz Tirso's, I have

followed all Tirsian critics. While this play is published in the

crunda parte and does not carry Tirso's "signature', to to speak,

(25 does Por el sdtano y el torno, for example), the fact that it so

closely resembles El melancdlico makes it unlikely that Tirso would

have included among the plays by other authors one which would be such

o flagrant plagiarism of his own 1.1l melancOlico. There is the

possibility, if we admit that L1 melancOlico is the later play, that

the plagiarist was Tirso, but that would make us question his veracity

. when he asserts that he is not a plagiarist, At the same time, lliss
flennedy has commented on the obvious bad humour revealed in the last
lines of 1 melancdlico: ‘

CARLIN: iAlto! Vayan L

por otra para Carlin,

que esta comedia se acaba

sin bodas., Tirso la ha escrito:

a quien la juzgase mala,

malos aflos le dé Dios,

¥y a quien buena, buenas Pascuas.
III.xxvii. p.265b. .

¢uld Tirso be referring here to an author who was so dissatisfied

with 41 melancodlico that he re-wrote it as isto si oque es nerociar?

hic closing lines of the former, as I have suggected in my analysis

of lor el s6tano y el torno could have been written in the cource

¢l a revision, which would have been effected after the composition

and, stoging of Lcto si gque es nemociar. This can only remain a

)

spoculative question at the moments In the absence, therefore, of aay

’

resitive evidence to the contrary, I shall take it that Ssto si..,

a - 2 -
is Tirzo'g.

U



I have also essumed that Lsto si oue es negociar is the

rofundicidn of Bl melancdlico. While the wajority of critics have

thought so, Miss Kennedy suggests that El melencdlico may be the

later play. This is juct possible, but, because of the technical

cuperiority of isto si gue es nepociar and the bringing into clearer

focus of the central issues of the play, it seems to me unlikely,
fhe main point of a refundicidn is, after all, the re-casting of an
carlier play in order to procduce a technically superior one. Iut

it must be borne in mind that this may not always be the dramatist's

I shall now examine some of the differences between il melancdlico

and usto si que es negociar in order, first, to stress that the latter

play is technically superior to tii2 former, to identify, secondly, the

ghift in emphasis from Ll _melancdlico to Zsto si gue es negociar, and,

t{hirdly, to supggest that this shift, depending as it does on the
reation of an absurd situation through the use of disguise, has
something in common with Tirso's later comedies such as La celosa
dc si mismae |

Hartzenbusch, while recognising the importance of the

characterisation of Rogerio in lil melancdlico, regards isto sl ...

-

as the suyerior play on technical and stylistic grounds.'1 Da.
Dlanca de los Rios, following Hartzenbusch, affirms that Lsto si ...

is the refundicidn of El melancdlico, which, though less finishecd,

is superior to the former in its characterisation of the protagonicst;
che also values it highly as an autobiographical document by virtuc
of its audacious sctire of the rich and the foolish and of the unjuct
12

law of the mayorasz:o.

First, I should like to indicate several small, but significant



features which, by showing isto si ... to be the more unified and
tauter dramatic structure, would indicate that it is the later play.
The most obvious difference is that Lecnisa, and not Rogerio,

ic the protagonist in bLsto si .... In El melancdlico, as has been

stated, the idealised love between Leonisa and Rogerio leads to an
impossible situation. Leonisa is a very passive creature, prepared
to love even if her love is unrequited. Apart from pointing out‘
to Rogerio his error, she never makes fun of him. &uven her disguise
in the final comic scene is a poor trick engineered by Roge;io to
secure her liberty. But the satiric potentialities of this episcde
ure.rcalised in Gsto s1 ..ee

This accounts for the enormous develﬁpment of the Marparita
cpisode in Esto &l ..., where it is initiated in the middle of Act II
and used to create the crisis as well as to effect the dénouement.
This is fully consonant with the orthodox technical use of disguise
in drama, but its implications go further, as I shall argue later.

Closely connected with the Margarita episcde is the fact that,
in Zsto sl ..., the revelation of Leonisa's true identity comes only
after Rogerio's personal decision to marry her, come what may. In

i1l _melancdlico, this revelation leads to the Duke's decision to marry

Rogerio to Leonisa (III.xxii) though Rogerio himself is prcparc&.to
marry Clemencia to secure Lecnisa's releaselfrom prison. In this
play, too, Clemencia's reconciliation with Leonisa is too forced
and abrupt, and the whole episod& of the %iscovery is artificial,
although, as I have argued, necessarily sa.

A further consequence of making Leonisa an aggressive female
protagonist is the subordination of Rogerio to Leonisa in isto si ...,

whereas in mo:t respects he towers over the other characters in

.+l _melancolico. In fact, Rogerio, the grave, wise, almost ormiscient




man of 11 melancdlico is deflated and ridiculed in Zsto 51 ceee

This ridiéulous aspect of Rogerio is zlready present in nl melan-
cdlico, altheugh it is not systematically exploited.

inrique, on-the other hand, plays a more important part in

sto 8] uee by virtue of the fact that he joins forces with the

scheming Leonisa in Arder to solve the problem of who is to marry
whome

- 5imilarly, the sub-plot dealing with the love-affair between
ilipo and Leonisa is more closely woven into the fabric of

Loto sl que es negociar. Leonisa's feigned marriage-preparations

force Rogerio into a ridiculous situation and also set the scene for

tlie solution. This incident helps to underline the social catire

of the play.13
Thus there is no doubt that the changes help to produce a more

tirhtly=knit structure. This would seem to indicate that nsto si

gue es negociar is the later play. DBut, at the same time, there is

also a shift of emphasis in the theme of this play.
Perhaps that is why some critics are not entirely happy with

.oto 8] ... in spite of its technical superiority. Da. Blanca says

that ©l mcelancdlico, a psychological play, is converted in Esto si ...

into a "linda novela esﬁenificada", a '"vulgar comedia novelesca''s
and she seeks some additional rcason for this not entirely happy
changes Rightiy, I think, she rejects the hypothesis put forward by
hartzenbusch.1k But her reasons, while perhaps more interesting,

constitute an over-statement of her case. <&She regards 51 melsncdlice

" vas too obviously.autobiographical. Its attacks on the concept of
nereditary nobility, the law of the mayorazmo which led to '"la
servidumbre y despojo de bastardos y segundones" were unacceptable to

the public and were therefore toned down in Esto si .... But this

W



scems to contradict Da. Blanca's own statement that "No era Tirso
hembre que se dejase imponer por nadie' (Vol.II, p.701b). INor are
the chenges satisfactorily explained by Da. Blanca's hypothesis of
a recenciliation between Tirso.and the Girones.

liss Kennedy's suggestion, based on the view that the satire

of opulent fools is central tc 1 melencodlico, is suggestive, but

does not sccwko be entirely convincing., This satire is clearly an
important aspect of the play, but Tirso did not need to re=-write it,
merely in order to include a passage of topical satire. The satire
of opulent fools does not seem to me to be thematically central: its
organic function lies in the fact that it heightens the irony of

the situation in which the limitations of Rogerio's wisdom are
exnoceds He, who makes such scathing remarks about opulent fools
and the social conventions which favour them, turns out to have linitod
rcasoniné powers, because his intellect is handicapped by the con=-
ventions he previously despised but now passively aécepts. Such
an irﬁnical‘treatment of a protagonist is, of course, a recurrent

feature of Tirso's plays.

The problem which confronts Rogerio is adumbrated in Bl melancdlico

eénd develcped in Lsto sl .... A consideration of the way in which it
is developed indicates that there is a case for arguing that in the
latﬁcr social satire is a.central foature and that thic satire has
viider implications than it does in the earlier play. We can perceive
& shift from the exposure of the absurdity of an idealised form of
love (in which a social convention is only a convenient obstacle) to
a ridicule of this convention through the ridicule of Rogerio's

actionse The social obstacle, which is almost an excuse for the

exploration of one form of love in 1)l melancdlico comes to the fore

in Lsto si que es nepociar,.

t-J
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In this play, Tirso se£$ oﬁt to ridicule Rogerio, who, suddenly
transferrad to a higher social class, is led by his learning to adopt
blindly a conventional set of values which require him to give up
the woman he loves:

LRCGLRIO: ] Améos hijo de Yinardo;
hijo del Tuque, no puedo;
y es forzoso confocrmarme
con el estado presente,
II.iiio p -716&-13.

“hece values are false since they are contrary to nature: Rogerio
claims that:

Hijo de un Duque, trocd
la suerte mi arior
{.ix. p.7130b.

fut he is unable tc l;ve Clemencia. How absurd these conventions
are is shown by the fact that he is prepared to love Leonisa=-
vorparita and marry her because she reminds him of his Leonica.
ouch a marriage would, of course, be technical adultery. Rogerio
objects to knrique's marriage to Leoﬁisa for just such a reﬁson:

[ROGERIO:] pues si ha de ser Margarita
' mi esposa, y a esotra imita,
quien della estd enamorado,
de mi esposa lo estara,
| porgue es semejanza amor,
y ofenderéis vos mi honor
si esa peraisidn se os da.
IIIl.ix. p.738a.

Here, the disguise of Leonisa has become symbolic, and Rogerio is

prepared to take the shadow for the substance:
dividido mi amor crece
adorando mi interés
en mi serrana lo que es
¥y en la otra lo que parece.
II.J’D’:- 90?293-‘

Hogerio is brought to his senses and taught true wisdom by

#ilipo. The latter, an hidalgo himself, is eager to marry Leonisa,



for he recogniscs her true worth. Marriage to Leonisa cannot be
o stain on his nobility: "no mancha al mar una gota / de tinta”
(III.i. pe73Ca). Furthermore, as Pinardo points out:

Pobre y serrana es Leonisaj
mas en tal decigualdad
la virtud es calidad.

IIIl.i. pe730a.

lLconisa has compensatory virtues that are more lasting than skin=-deep

[PINARDO:] y cuando haga ejecucidn
la vejez de su hermosura,
no envejece la cordura,
ni cansa la discrecidn.
tn esta el cielo la dota,
y esta suple lo demas.
III.i. - p.?}cau

That is why Filipo realises that Leonisa will make him a worthy wile:

&De qué roble
noc sale una imagen bella
que el mundo depués adora?
IIT.i. p.73Ca.

ind love is what can create this "imagen soberana' (IXI.i. Pe730b).
loprerio's eyes are opened: he agress with Filipo that

el.alma es quien da noblezaj;
la virtud es calidad.
I1T.i. p«73a:

In his solileoquy in III.ii, Rogerio realises how stupid he has been:

Porque soy Duque, desprecio

prendas que, aunque en la corteza

contradicen mi grandeza,

son de inestimable precio.
III.ii. p.731b.

-

llc would have scen what Filipo saw "si mi amor no fuera necio. I
now realises her full worth:

el cielo ha encerrado en ella

discrcecion de més valor

que la calidad mayor;

¥ es ignorante bajeza

despreciar por la corteza

lo gue es noble en lo interior,
III.iis pe7310.

~d
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serio now sees a justification, based on nature, for his marriage

0 soy barbaro, o ignoro

que amor, hortelano astuto,

en sazonado tributo,

si la voluntad es huerto,

estima en mas el enjerto

de dos almas, que otro fruto.
III.id. pe7370.

(This horticultural image, it may be noted in passing, is a :.
favourite one of Tirso's.)

In bl melancolico, as I suggested, the social problem is not

resolved organically. A happy discovery enables the Duke to marry
wogerio to Leonisa, whereas this discovery in Esto si ... comes only
after Rogerio, held to his promise, finally determines to uurry
Leonisa at all costs. The social aspect is stressed when Rogerio,
finding he has to choose between obeying the dictates of love and cbeying
those of socitty, chooses love:
Su esposo tengo de ser,
aunque el patrimenio rico
pierdo que en Bretafia adquiero,
y otra vez viva estos riscos.
58 que he de perder la vida
luego que pierdo el arrimo
que hasta agora la sustentaj
y ansi el menor cdafio elijo.
III.XV- Pe 7423-
v is, in fact, a choice between life and death. Although not as
sentimentally heroic or pseudo=heroic as the melancholy Rogerio's
wveuld~be self-sacrifice on the altar o¢f a marriage with Clemencia

(one differentiating feature of the Rogerio of Lsto sf ... from the

logerio of 5l melanc6lico is the former's reluctance to dramatise

hic situation), this choice is, perhaps, even more of a sacrifice,
cince it is formulated in extreme terms., Thus the revelation of
lLeonisa's real identity in sto #1 ... can be seen as a symbolic

reward for Rogerioe. DLut the latter's conversion is not wholly th



recult of intellectual persuasion. IHe must be made to realise

how absurd his attitude is. Leonisa plays a vital part here.

The love of Rogerio and Leonisa in 1) melancdlico is so
pasgive that no real conflict is produced. If their love cannot be
fulfilled, they resigﬁ themselves to unhappiness and self-sacrifice.
Such an impossible love is all well and good as the subject for
rastoral novels and for sonnets where the I'ctrarchan woman is set
on a pedestal and worshipped from afur., But it is ¢f no use for a
flech~and~blood women like the Leonisa of listo si .... The aggressive
Leonisa, then, can be seen as & burlesque of the passive Petrarchan

woman, and, in particular, the passive Leonisa of Ll nelancolico.

LCut if the latter is burlesqued, what is the underlying reason?
This is to be scught in social conditions. A woman may be content
to be set on a pedestal and idolised because of her femininity, her
beauty, her virtue, etc. But in real life such idolising is rare,
and often has nothing to do with choosing a wife. Men base their
love cn interés; they want a wife who is rich, or noble, or both, and
they are ready to abandon cne weoman when a better onc turns up.
¢ Jociel conventions as they exist are detrimental to sound human
rclationships and hostile to cmotions. Rogerio, by bowing to the
demands of his social class, has rejected and thus offenkd Lecnisa:
[LECNISA:] Porque Clemencia nacid
Duquesa, ¢es bien que me impida
ser de Rogerio querida?
II.iv. p.716b.

Ihis is unjust:

vence mi competidora

porque nacio con noblezaj

Yy yo, que en fe y en f{irmeza

la venzo y mi amor abono,

que compitan ocasiono

fortuna y naturaleza.
¥ II.V- p.?1?a.
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Therefore, Leonisa, wounded iﬁ her self-esteem and affronted, will
cnallenge sociclye. She explains the problem:
¢Como, siendo labradora,
seréd de un Duque mujer?
II.v. ps717a.
the exalts her Titanic efforts to scale the heavens:
Yo, que de mi esfera salgo
con mejores pensamientos,
animande atrevimientos,
merezco mis, pues mids valgo.
II.iv. p.716b.
“ut, unlike the Titans' efforts, hers is not one of brute force,
‘ar achievement requiring the piling of mountain on mountain in order
to scale the heavens. (n thé contrary, her art is very defti and -
sabtle, and of the essence of femininity, <he determines to show
the absurdity of Logerio's stand, and of the!social conventions
which hinder their marriage by ridiculing Rogerio's proudlwisdom.
leonisa has recourse to diséuise, which creates an absurd com=
plicotion = Rogério is engaged to two women simultanecusly = in order
tc show how the exisfing clash between nature and society is absurd and
also immoral. Rogerio's marriage to "Margarita' would lead to
spiritual adultery. The situation itsclf leads to moral and social
confusion: is Rogerio to marry two women? OCr is he, like the dog in
the manger, to prevent Leonisa from marrying Filipo, and "Margarita®
from marrying Lnrique, and yet marry neither? He is being unjust not
only teo leonisa by rejecting her for an aristocratic Leonisa, i.c.,
"largarita”, but is also unjust to "Hargaritaﬁ by loving her not for
herself but for being a Leonisa~substitute.
The use of disguise iz also symbolic of social attributes; it ico
cquivalent to corteza.' It can be put on and taken off, and has

nething to do with the intrinsic worth of the real person. Not only

can it hide one's real, inner nature (Leonisa, although apparently a



cerrona, is of noble birth and also noble in character), but is also
Lostile to love.  That is why Firela and Carlin comment cynically
on the ornate dress of "la hermana Duca':
FIiLAS Trabajo tendréd quien la ama,
con tanta ropa y botin.
I.ve Pt?o?a-
And Cerlin adds:
El que la llegue a abrazar,
por fuerza se ha de picar,
segin la guarnecen puntas.
I.?. p.?c'?bt
rurthermore, a person is not to be judged by what he or she wears:
CARLIN: Dad al diablo la mujer,
‘  que gasta galas sin sumaj
porgue ave de mucha pluma

tiene poco que comers
I.ve p.'?o’?a-

logerio, for all his learning, finds himself in a thoroughly ludicrous
cituation. He Zl.cnre-slLer:::ﬂ.i:sam‘I and also loves '"Margarita', not for
herself, but Lecause she wears a different dress, i.e., her corteza
is different. Yet she is really Leonisa.j5 |

As has been already pointed out, real wisdom is imparted to
“ozerio by Filipo and bnrique. Rogerio, now brought to his senses,
will marry Leonisa. But he has more than once been brought near to
tragedy. Lecause of a false generosity and unquéstioning obedience
to convention., he is prepared to sacrifice his own happiness and
that of Leonisa by allowing her to marry Filipo. DBut then, to avoid
losing Leonisa, he gets himself engaged to her after having promised
to marry her ''shadow', Leonisa-ﬁargarita,.in a weaker moment., It
is only our knowledge that Leonica and Hargafita are onc and the samo
person which @llows the situation to remain on a purely comic level:
vut it is potentially tragic. Fortunately, the real Margarita

supearse This solves Rogerion's problem: he has been taught his leccon.
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To cum up, one may say that if a rofundicidn almost invariably

is better conclructed than its source-play, thei fact that Lstc el ...

is technically superior ‘to Ll melancdlico and also seems to echo
situntions found in the latter would indicate that it is the

rofundicidn of 11 melancdlico. osecondly, the technical changes seen

to be due not only to a wish on Tirso's part to write a better con-
structed play but also to a desire to bring int§ clearer focus a
critical view of a social convention. 'In thematic terms, this meauns
tﬂut there is a shift Qf emphasis from the satire of & literary
cenvention to the satire of a social coavention. And, finally, the
way in which this satire is effected, namely the manceuvring cf the
lecarned Rogerio into a frankly absurd situation through the usz of
diciuise (the absurdity of Rogerio's situation being adumbrated in

.1 melencdlico, but the satirical use of disguise to underline the

theme being @ new addition in bisto si «cs), secems to place tiis
comecy during the period of composition of some of Tirso's late plays,
wiiich are chdraqterisad by their subtle irony and stirong sense of the
absurd,

The element of social satire coming to the fore in Isto si ...
raices a number of interesting points. Iirst, we can discern a

straight line of development leading from the early Ll vergonzoso

to the later plays analysed in this chapter. Miss Kennedy's dating

of ul melancSlico and usto si ... is, of course, crucial herej but if

it is accepted, Calderd's attempt to ectablish the chronological order
of Tirzo's plays on the basis of a development of a character scems
1o call for modification. A crucial factor in his argument is his

view that Rogerio's character(in il melancdlico) is lacking in

cubtlety and too schematic in outline. This, by any view, is &
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cucctionable interpr:tation.  Another of Caldera's points is
{hat Tirso moves away from the court-country opposition to a more
courtly type of play. This may well be;possible, if the date I

acsign to Amar por arte mayor is correct. But it seems to me that

such a chenge, if it does take place, is later than Caldera implies,
and cannot validly be used as a criterion for dating the plays he
discuscess The view I suggest avoids such difficulties by s=eing

2 thematic development as the basic explanaticn for these various
treatoents of the shy lover. The basis of this thematic development
con be seen as an increasing preoccupation with social problems. In
the later plays, these are presented in sharper focus, with a greater
degree of social rcalism, which contrasts with the strong romantic

clement in L) vergonzoso. That Tirso's sccial preoccupation is not

itself a late development will be shown in the examination of the

next play.
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That Ia eleccion por la virtud is one of Tirso's early plays

scems certain. Da. Blanca de los Rlos draws attention to a document
of 19th September, 1612, discovered by her, in which the autor, Juan

icacio, acknowledges having received Cisto quinto along with two

other plays from Tirso.1 This play is undoubtedly la eleccidn vor

1o virtuds ilore recently, G. . Wade has suggested that the play
was written in 1612 or late 1611 as part of the alebration of the
vedding (in 1612) of Juan Alonso inriguez de.Cabrera and Luisa de
.tndoval y Padilla, the groom being one of the Colonnas, and,
therefore, a distant relative of Pope Sixtus v.2 Tirso was given to
writing about the lMendozas, to whom the Sandoval family was related.
Cotarelo's dating of this play (1622) must therefore be rejected.

I &hall return to this later,

La cleeccidn por la virtud is essentially a historical=relisious

play rather than a comedy, &lthough Tirso's free handling of his
material can be said to blur scmewh:t the distinction between these
two genres (especially so in the sub-plot of the play). However, I
congider it important to discuss it here for two main reasons: firct,
because this early play of Tirso's provides us with an example of
the episodic structure which he uses frequently in his career, and

of which La prudencia en la mujer and Ventura te dé Dios, hijo are

good instances; and, secondly, because the theme of the play
(indicated by the title) is onc which, with modifications, recurs
constantly in Tirso's theatre: this is the thesis that the individual's
pocition in society is to be determined by his intrinsic worth.

what is remarkable about this play is its fiercely critical
and condemnatory tone and implications. The main criticisam is

directed apiinst the conventional attitude which regards lowly birth



as a bar to advancement of any eort. An inevitable result of this
ic that certain members of the nobility and the clergy (who, in the
vlay, are clearly drawn from the nobility) are presented in a very
bad light indeed.

In the play, this attitude is scrutinised in two spheres:
ecclesiastical in the main plot, secular and social in the sub-plot.
The two plots are inter-comnected in a nu.ber of ways. They are,
of course, related thematically, i.c., both deal with the struggle
of individuals against this social convention. That the main percons
concerned in both plots are brother and sister, members of the sare
family, helps to strengthen the inter-relationship of the plots.
finally, while the problem in the sub-plot is resolved through the
exercise of labina's will and initiative, its final, happy ending
depends on the events in the main plot. On the other hand, the
stronger "story-=line' in the sub-plot undoubtedly helps to give the
nere episodic main plot a tighter overall unity and <:oherv.'en<:e.:5

The main plot is episodic in structure. #As a whole, it deals
with what is presumably the first part of Sixto's career, which
culminates in his being made a Cardinal.“ {The second part, dealing
with his career as Pope, was to be the subject of a sequel, announced

at the end of Ia eleccidn por la virtud, but has either been lost or

remained unwritten)f The three acts constitute definite stages in
his career. The first act, which presents the situation and hints at
the problcﬁs to come, can be graphically represented as an unbroken
ascent.s The vecond and third acts, however, follow a fall and rise
pattern; in e: ch rof the latter, Sixto's fartunes decline before they
rize to a higher level, the low point of each being well marked, the
high point coming towards the end of the act. It will be clear that

this fall and rise pattern is also characteristic of La prudencia

)
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en la mujer.

he fall and rise pattern is reflected in the emoticnal moods
of 5ixto. Feriods of despair, defeatism, and dejection alternate
with periods of confidence, trust, and optimism. The former are
breught about by the machinations of envious enemies. But all
obstacles are swept away by divine intervention, often in the form
of miracles, Compare, for example, the way in which, to rray ibostra's
exasperation, Sixtus is appointed preacher in Rome (II.iii), and the
miraculous transformation of the letter of condernstion and accusation
into one of praise and commendation (II.xv).

Such divine intervention is, of courgé, only to be expected in
Yiew of the circumstances. That its necessity is hammered home in
the play is curious, and I shall touch on this later. ©Dut what is
wore pertinent from the point of view of what goes on within the ﬁiay
itself is the fact that such divine intervention must be seen as

God's protection and favour extended to his faithful servant, If

Jixto is truly Christian, he must not resist evil, but depend om

sod's wrotection. But we seem to come up against a difficulty here,
The miracles, etc. in the play are God's reward for virtue, DIut how
virtuous is Sixto? A curioug factor emerges if we look at his
character more closecly.

Cne of Sixto's most stressed virtues is his filial piety, a

virtue which he shares with ‘nrico of <1 cendenado por desconfindo:

[5IXTC:] Gue el padre, después de Dios,
la joya es de mas estima,
) 0 P032L¥bc
This is '"la piedad en que me fundo" (I.i. pe324b.)s The secocnd
sccne presents a family meal: the symbolic overtones of harmony are

cvidente Again, this scene may be compared with the parallel oae in

=1 condentdo, where Anareto does not eat the food nrico offers hinm

st



(II.iii).5 In a sense, Sixto, like unrico, also deceives his father
by kecping his studies a secret. DBut unlike Lnrico, he does not do
co in order to conceal a sinful activity. Sixto's solicitude and
recspect for Pereto continue throughout the play. oven at the end
(II1I,iv), when he is & Cérdinal, he is not toc proud to kneel before

his father and hold the stirrup for him to dismount:

SIXTO: Yo, padre, os tendré el estribo.
PERLACS Hijo, aguarda que ya abajo.

4Un Cardenal ha de hacer

tal cosa?
oIXTOs si por honrarcs

me honra el Cielo de este mcio,

no es mucho, ml padre caro,

que teniéndoos el estribo

estribe en el mi descanso.

Aquess. mano me dad.

(De rodillas)

PLR:TO: °~  Levanta y toma los brazos, ‘

que no es justo que a mis pies

esté un Cardenal postrado,
SIXTOs 5i como soy Cardenal

gozara del trono sacro

de ZSan I'edro, ya os he dicho

‘que os be .sara arrodillado

esta venerable diestra.

IIT.xiv. Pe 372&"}."

vixto's concern also extends to his sisters. That is why, for

example, he invites Camila to do the washing for the monastery:
S5IXD0: Jamis lo quz te quiero se me olvida,
Camila amada, Porgue no hay quien lave
la ropa en el convento, ya sabida
vuestra pobreza, si gustais quisiera
que fuéredes decde hoy su lavandera,
Seis reales os daran cada semana
y de comer, que asi lo ha prometido
el FPadre guardidn. Venid mafiana
por la ropa.
IIl.ii. pe342b.

snd, at the end of the play, he undertakes to look after Sabina's son.

48 is evident, his affection and concern for his fauily is intimately
|
linked with his prdide in his humble origins.| Far from tryins to

reject or escape from his family, he almost aggressively parades

L1

nis lowly origins:

e



[5IXTO:)

.--.-....qu‘isiera

enviar por ni padre y mis hermanas,

y el mismo dia que me vea Roma

hecho de vil pastor, pastor de ovejas
de la Iglesia catdlica, ese dia

quiero que cntre mi padre venerable
triunfando en Roma, no como sus Césares,
sino vestido del sayal grosero

en que nacid, porque la envidia sepa
que cuando, a su pesar, estoy mé.s alto,

"de la humildad me precio de lontaltos

III.vi. p.362b.

I chall return to this presently.

Another aspect of Sixto's character is his nobility. He is

quick to forgive his persecutors and forget their cffences:

[SIXTO:]

que si Fray I'élix tuvo de vos queja,
- - . >
ya yo soy Cardenal, y no Fray Félix,
¥ no es razon cuando me veis tan alto
que a Iélix vengue el Cardenal Montalto.
III.vi. pe363a.

Allied to his moral virtue is his intelligence. JOixto is highly

intelligent and loves knowledge. Through knowledge he is determined

to rice:

[eIX10:]

la ciencia es mi enamoraha,
por letras he de valer,
lAlto! A escuelas, que he de ser,
aunque pobre, FPapa o nada.
I.ix. p.334a.

His learning is constantly stressec:d in the play:

[robuLwrC:]

Goce vuestra habilidad

Fermo, ¢unque viviendo vos

ha de haber dificultad

en distinguir d¢los dos

cudl es la Universidad;
Il.i. p.3h1a,

In short, virtue and intelligence are united in Sixto. Thesec

factors are important for the theeis of the play. For Sixto, the

tiological facts of birth and death are levelling factors ard underliine

man's basic equality.

Man is to be Judged by those qualities which

appertain to the immortal soul:

[SIXTO:]

oid en lo que repara
del mundo la suerte avaraj



porgue entre el tosco sayal

nace la invidia mortal

y me causa esta inguietud;

que hasta la misma virtud

quieren que sea principal,

¢Gué diferencia el Cielo hace,

(decid, encinas y robles)

entre villanos y nobles,

que tanto los sztisface?

Llorando uno y otro nace,

¥y con las mismas sefiales,

cayados y cetros reales,

lloran también al salir:

que en el nacer y morir

unos y otros son iguales.

Ho abate al rcble la palma

por ser sus frutos mejores,

gue las dotes que hay mejore:

son soOlo dotes del alma.
IT.xi. ppe«351b=352a.

In the play, therefore, moral virtue and intellectual ability arc to

be rewarded:

[ RCDULFO:]

que yo og prometo de hacer
gue ensalce JSu cantidad
vuestro humilde y pobre ser
y henre vuestra habilidad.
II.i. p.341b.

It is thus a fundamental assumption of the play that nobility is to

be determined by the merits of the individual, and is consequently

comething to be acquired:

[RODULFO:]

gue aunque .a nobleza pueda
ilustrar a quien la hereda,
al gue la gana de nuevo
ensalza el mundo y alabaj;
pues porc le mis se aventaje,
comienza en €l su linaje, )
¥y cn otros el suyo acaba,
IT.iii. p.343b.

vixto's humble origine, therefore, in addition to being a

convenient historical fact, are a thematic necessity. His humble

birth provides a spur to his ambitions:

[SIXTO:]

dispiseme, a pesar de la pobreza,

esiribo vil de inclinaciones nobles,

a seguir del astrdlozo el consejo.
IeVe pe332a.



But it is, simultanecusly, the factor which serves to trigger off
the hostility of society.
The criticisms in the play are directed priwmarily against the

attitude of envious members of society who place obstacles in the

Ld

vay of Sixto's progress. Fray felix is hated by the members of his
Crder not merely because of his severity, but because, as the
Yraile says, they resent "que los gobierne / un pastor de las grutas

de liontalto" (III.vi. p.362a). They alsc argue that his having been

a peasent disqualifies him from holding exalted pocitions in the
ccclesiastical hierarchy. Iray Abostra puts the case to Rudolfo:

[ABOSTRA:] dPara semejantes puestos
como el pilpito romano
es bien horrar a un villano,
Y dejar tales supuestos
como hay en mi religidn?

RODULFO3 Fray [%lix os noble y grave;
Italia y el wmundo sabe
las letras y erudicién
de Fray Félix.

ABOCGTRA Las ovecjas
que ayer le vimos guardar
le deben calificar.

II.iii. p.343be

»ixto himself sums up the reasons for his persecution thus:

ilacem> contradiccidn
la envidia, por ver en mi
humildad en el linaje,
letras en la juventud,
premio y honra en la virtud,
¥ llancza en el lenguaje.
Il.ix. pp.350b=251a,

ihis contamination of religious by unworthy, secular values surprices
the FPope:
dluego en la religidn y su pobreza
A -
también miran en sangre y en nobleza?
III.Vi- P.}Gai .
«nd he decides to proclaim openly the values which are consideied vital

in the Church:

Luego quiero, Fray Félix, consagraros
’ . " .
publicamente, pocrque toda Roma



o)
ud
-

mire el vremio que tienen en la Iglesia
la Virtud y las letras,
III.vi. pe362b.

Ihis sordid atmosphere of cnvy, hatred and intrigue contrastis
strongly with the initial idyllic innocence and basic equality of
country life. .It is Pereto, the prou 4, even arrogant, peasant, who
stresses the fact that social status is not a major consideration
in the country:

Porque aqui, tedos sentados,
no hay menos ni mias honrados:
todos comemos al fin,
sin que nos esté el ruin
conténdonos los bocados,
como en el palacio estin.
Itii. p.32630 :
In the university, also, Félix is esteemed for his intelligence,
while his origin is considered of no consequence:
LOTUDIANTE 203 que he de decir
quién es, y sin que lo vede
su poco nombre y estima,
con todos hemos de hacer
que a ifermo le haga oponer
a la catedra de prima.
leil pn}39a.
Thece scenes are no empty idealisation of couuntry as opposed to court.
They are intended to emphasise the contrast between what is and what
ouzht to be.

As I have said, the obstacles which envy and class hatred put in
the way of Jixto's ecclesiastical carcer are swept away by divine
intervention. The miracles in II.iii and II.xv leave Fray Abostra
and the friars in a ridiculous situation. A The honours the Icpe
confers on Sixto mean that God's justice is also ensured on earth.

Put perhaps what is interesting is the way in wvhich Sixto reacts
to persecutien. Tirso, to make his thesis plain, presents cixt» as

a4 victim of the envy and oppresscion of society. As a result, the

cituntions Tirso chooses to dramutise are not really dramatic in
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themselves. At times, we are left with the impression that vizto
is too bassiva. We are told about his severity, but we are never
really shown the energétic, decisive man Pope Sixtus was to be =

a man full of energy and reforming ideas, though rather precipitate
and high-handcd in his actions. All this is only hinted at in his
ambition and his sense of grievance at being unjustly persecuted.

Tirso leaves us in no doubt, it seems, that Sixto is ambitious.

studies so that he should rise, and, from the beginning, he scts
his sights on the Papal throne: "Pues qué, éno puedo ser Papa?"
(I.iis pe327b). And this is re-affirmed later on in even more
-positive terms:
SIKTO: Pont{fice soy de burlas;
pues Fedro de vuestra barca
he de regir el timén,
porque he de ser Fapa o nada.
Iexiiii p.341b.
! !

Sixto, in fact, is sure that he deserves advancement, and,
ultimately, the Papacy. His confidence in his fate is strengthened
by omens and prophecies all through the ﬁlay. It is the mathematician's
prophecy, as he tells JSabina in I.v., which first stirred his
ambitions. And; from that moment, Sixto sees signs and omens
confirming the initial prophecy. There is the inaident of the crowm
of Lt. Gregory uﬁwittingly placed on his head in I.xiii; there is
the phrase, "O Papa o nada", overheard by Sixto in I.vij there is the
apparition, in a dream, of Rome and his discovery of the tiara in
II,xi; the tiara again falls into his hands in II.xvii, and so cn.
Thece signs, especlally in the last two acts, occur when he is
discouraged, 'nd, in accordance with the passivity I noted earlier,
tempted to give Qp in despair.

This is perhaps unfortunate, for it has led Veossler to sugpest =
guite understandably = that Sixto is vaguely superstitiocus: he
7

refers to his '“confianza supersticiosa en un glorioso porvenir,!

“While one must admit that Sixto seems to set too much store on cizns,

-
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I do not think that Tirso intended to pertray the future rope Sixtus
V as a superstitious man. The treatment of Sixto is quite serious and
nowhere can one perceive an ironic touch such as would rouse our sus-
picions. It can also be argued that, at that period, a belief in
onens was not unusual., Eut I shall return to this presently.

5ixto's conviction that he is worthy of advancement-leads to
his despair when he is faced with obst cles.- Though not devoid of
v :hition, he seems to be driven perhaps more by his e:nse of destiny
(or even by his destinf), for he is too ready to complain instecad of
fight. Y“hen he is suspected of having stolen the tiara, his rcaction
illustrates this:

SIXTO: iCielos, paciencial
&ué enredos, qué confusidn
rendir mi paciencia intenta?
¢ ué borrasca, qué tormenta
derriba &51 mi opinidn?
¢¥a me tienen por ladrdn,
cuzndo me juzgo por duefio
de oma? itor tan pequefio
gusto, afrertas, cielos, tales!
Despierto me dais los males,
¥ los bienes cuando suefio,
iAy de mi, cémo ha salido
el vil prondstico cierto!

Ya experimento dospierto
1o aue me engaid dormido.
Las tres coronas han sido
aguestas que mis quimeras
creyd gozar verdaderas.

iAy desdichzda ambicién,

de burlas nis dichas son,
y mis desdichas de veras!

IT.xiii. p.3530b.

Juct before, he even seemed to be reproaching Heaven:

SI4£TO: i‘ue el Cielo
cuando m2s honra me trata
en la vulgar opinién,
por la vil persecucidn
de la envidia asi me abatal
Huyendo de su malicia
vengo al sacro tribunal
del juez pontifical,
que s0lo de su justicia
espero lo que me niega
la envidia en mi religidn.

II.ix. pe35Ca=b.



ind when Ascanio offers to help him, Sixto's reply sumacks too much
of a anug selfwsatisfaction:

SIXTOs De mi
voy satisfecho, selior;
no he menester protector,
mi inocencia hable por mi.
ITl.ix. Poe 351&.

tut the incident of the tiara seems to have taught him a lesson,.

tihen, in II.xiv, he learns of Jabina's "dichonour™, (another instance

o7 the inter-relationship of plot and sub-plot, for U biaa's dic-
henour is ancther of Six£o‘s burdens) he also compiains bitterly of
foriunes Iut with his concern for his father, a subtle change comes
over him, .He realises that he is being tested: |

[5IXT0:] Fero amunque tanta venganza
a la invidia doy, no intento,
porque crezca el pensamiento,
que desmaye la esperanzaj
que si el CTielo solicita
contra mi desdichas tales
Y, con un tropel de males,
todos los bicnes wme quita,
sin ellos mi dicha pruebo,
gue, pues por tan varios modos
Uios me desnucda de todos,
es por vestirme de nuevo.

ITexive pe35hbe

~nd he no longer scorns help from otherc:

Yo voy a Roma; alll tgngo
.al Cardenal protector
y de su ayuda y favor
mi felicidad prevengo
' Il.xiv. p.3540b.

By the end of the scene, Jixic's words even contain a gleam of

optimistic humour:

Lstos trabajos celebran

mi nueva felicidad;

gue la virtud y verdad

adelgazan, mas no quiebran,
II-XiV. Pe 3553 .

In the third act, the emphasis shifts to the sub=-plot, and we

1%
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see less of Sixto. DBut he seems more mature. He answers Ascanio

with dignity:

De un pastor
naci, pero no és ultraje;
que el mas soberbio linaje,
que a mayor nobleza aspira,
si el principio suyo mira
hard que el orgullo abaje.
il rio de mas corriente,
que hace ilustre su ribera,
amansaréd su creciente
sl el principio -concidera
que le da una humilde fucnte.
La fuente cdjiderad
de vuestro linaje honroso,
vy estimaréis mi huanildads
pues sois rio caudaloso,
porque os veis en la mitad
de vuestro curso opulentoj
que si yo conforme intento
no os igualo y menos soy
con ser rio, es porque estoy
cerca de mi nacimiento,

IlI.v. p.361a.

ic seems a more positive character. He genercusly pardons his former
cnewder, as we have seen. In the final scene, the openin; motifs

reccursi

LL PAFA: Vamos, que quiero que Roma
vea lo que han alcanzado
las letras de un vastor pobre.
SIXTC: Los que a sus pacres honraronm,
premia el Cielo de esta suertce.
IIT.xive pe3/2bs

{nly his ambition remains:

[SIXTO:] fnimo, inclinacidn dichosa y alta;
subi, que un escaldén no més os falta.
I1I.vi. p.362b.

{iowever, in the final scene, it is Chamoso who takes up the motif:

[CHAIOG0: ] Yo s& que habéis de ser Papa,
: que cuando érades mochaco
de teta, todos los dias
deciades: “teta, papa".
I1I.xiv. p.373b.

The aspects of Jixto's character which I have just discussed,

viz., his apparent pride, his ambition, his belief in signs, and hic

W
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deospairing passivity stand in curious contrast to his moral virtues
and his intellectual achievéments.

To toke his pamsivity first. This is ﬁart of his Christian
virtue. Eut it produces a difficulfy which has led Vossler to make
the following remarks:

tn la concepcidn de-Tirso, como en la de todos

los creyentes, los santos y las santas no tienen,

no deben tener, mucha indivicuzlidad. Il hombre
santo es "vas electionis" o "medium divinum", y

por eso, poco succeptible de amor propio ni ¢o
intereses mundanos, sensuales y bajos. &l verdadero
sauto suele realizar en la comedia més bien una
figura representativa y teatral que un perscnaje
dramitico; pues en lugar de &l actiian fuerzas
divinas « « (p055)o

~upernatural intervention, although almost obligatory in La elecciin

por lo virtud, proves to be a technical embarrassment. Potenticlly,

there is a strong dramatic conflict possible between Sixto's goodnesc
and the opposition he has to face; but his very trust in iod, which
is supported by divine intervention, cheats the play of its conflict
and we are left slightly frustrated. For example, in II.iii, ‘roy
ibostra attempts to prevent Sixto from being elected preacher in tiac
Vatican. We note that this provides no conflict for Sixto himself,
The emphasis is thrown on Fray Abostra's selfish anbitions, his envy,
contempt, hatred and irrational prejudice = which are frustrated by o

wiracle. aAs a rosult, the social conventions, attitudes and prejudices
which stand in Sixto's way are stressed. 8o, too, are their

ludicrous ineffectivencss. This ié obvicusly Tirso's intention,

Lut the way in which he carries it out does not produce in the main

plot a real dramatic conflict,

I do not think that the use of the deus ex machina, if it i

4]

{henmatically and organically relevant (as it clearly is in la cl=c.ilr

o

ver 1o virtud) is in itself a dramatic weakness in the construction of
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a plot. Tirso seems to use it quite successfully in Ventura te

dd fHos, hijo and Lu prudencia en la mujer. The real weaknecs in

Lz eleccidn seems to me to lie in Tirso's unskilful handling of some
of the technical elements in the main plot. 7This brings me to the
discussion of Sixto's apparent pride, ambition and "superstition'.
The fact that this is a biographical and historical play

neans that there is a fundamental difficulty to be overcome: therc is

inherent structural unity in the story. The incidints in Zixto's
1ife chosen for dramatisafion necessarily produce an episodic plot,
which is rendered even more so by the length of time covered by
the action., The linking of the incidents is achieved by a variety
of meonse, There is, first, the overall chronological progression.
“ut this is in itself weazk. It is strengtheﬁed by the fact that it
is linked to the progress Sixto rakes in his ccclesiastical carecr,
The sul=plot, as I have seid, also helpc to produce a gre¢ ter seasc
of coherence. The inevitability of Lixto's advance is stressed by
what may be regarded as largely formal devices and it is in the
uze of these, I think, that we come upon the main weaknesses in the
rlay. |

What I wish to suggest is that Tirso, in this play, is

enploying & technique akin to the "direct self-explanation" which
uchiicking has analysed in Shakespeare's plays.a I have in mind
principally those passages which seem to suggest that Sixto is an
over—ambitious and superstitious man. I do not mean that he is not
presented as an ambitious, proud man, teoo conscious, perhaps, of his
decerts and rather resentful at the suffering he has to endure
(until he fully accepts that they are part of his trial). But, at
the came time, it seems licit to argue that the excessive emphasis

placed on the attention Sixto pays to signs and cmens and his
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ceniident belief that he is to be Pope are in large part formal,
cataphoric devices which suggest to, and indeed remind, the audience
that the action of the play is building up to Jixto'’s election as
Popes They constitute some of the formal devices (like Sixto‘s filial
fiety, which he seems to parade deliberately, and his intellectual
achiicvemente) which help to strengthen the structural unity of the
vlay. I[f they are seen in this light, bthe unlikeable aspects of
i:ito's character are considerably reduced.or softened,
The real question is, of course, whether these aspects of

ixto's portrayal can readily be recognised as largely formal devices
and not primarily inforwmation about his moral character. From a
reading of the play, it is clear that this is not so, and it is, I
surgest, principally in tﬁis feilure to establish a clear-cut distincticn
between genuine aspectsof character-drawing and formal structural
devices that the main weakness of the play 1iés. The fac: that the
vchicle for both of these aspects is Hixto's speeches creates a
confused rraction'in the mind of reader (and, I suspect, spectatorl.
tne way of avoiding this difficulty would have been to have other
characters then Sixto stress the inevitability of the progress of

his career (as Chamoso does, e.g., at the end of the play). Tirso

ceems to have realised this when he wrote Ventura te d@eeee o

To take one example, Otdn is never seriously and obsessively
censclous of his ventura and his deserts; though he does refer to
the former, it is generally in order modestly to play down his own
achievements. It is Césaro's concern with Ctén's ventura which
brings out the real importance of the latter.

The main plot, too, could have been improved by making the
oopocition to tixto less diffuse. 4 eimilar problem may be

discerned in La prudencia en la mujer, although here the fact that




the main focal point of the opposition to the Queen for much of
the time is Den Juan helps to {ormulate the dramatic conflict more
strongly.

To return to La eleccion, the pfincipal weaknesses of the main
plot scem to have been avoided in the sub-plot. This is, of course,
a real sub=plot and not just a secondary action.

If the main plot deals with social prejudice in ecclesiastical
circles, the sub-plot deals with the secular aspect of the same
problem.h Not only does it ?rovide the indispensable love-~element
in the comedia, but it is technically much better constructed than
the méin plot. There is unity, coherence and logic in its develop—
ment, The time factor doces not influence the sub=plot adversely.

In fact, it is even highly probable that Tirso was forced to compreces
the time duration of the main plot in order to adjust it to the sub-
plot. This is a curious instance of a parti¢al subordination of a
main to a sub-plot. Dut one senses that the dramatist in Tirso was
more attracted by the way in which the social problem could be
presented in the sut—-plot, for it is here that we catch a glimpse

of the fraile malicioso.

In the sub-plot, also, the conflict arises out of the probleus
created by social barriers. Conventions which specify that clasces
zre to be kept separate are an impediment to the fulfilment of lovec.
Cr)rather, society refuses to give its copsent to a marriage which

is already consummated. -In spite of socirl pressure and threats,

Yereto refuses to marry cabina to another[man because he affirms that

che is already Césaro's husband. However, I'rince Fabriano (the

_sccular equivalent, so to speak, of Fray Abostra) is equally obstinate,

and the two lovers are in danger of becoming sacrificial victims of

irrational social prejudices.



As usual, the comedia takes the stand that love is toc be set

above, and can even reconcile, class differences:

CABINA: s muy noble?
; CESARQ: Soy Ursino.
SABINA: Y yo villana,.
CLGAROS sAmor no ajusta
desicuales muchas veces?
GABINA: Cuando su llama asegura.
CLSARO: Luego iguales los dos somos.

ch. p.}%b.
Pereto confirms that the union of the nobility and the peasantry
is not degrading but natural and benefiéial:

sunque no perdiera nada
vaestro Principe, por cierto,
en juntar su esangre noble
con nuestra humilde, que al doble
es mis sabroso el engerto
que junta la noble rama
al tronco &spero y grosero,
¥y amor, como es jardinero,
35 estos engertos ama.
ITT.1s pa358bs

Pereto does not himself advocate such a union: he is content to te
a peasant. But he chognises that the moral law, sanctioned by
religion, is superior to social conventions, and thus he will not be
bought off. Alejandro reveals the cynical attitude of the upper
classes when he half-heartedly argues:
¥ una pobre labradora
pierde poco en ser gozada
de un Principe «e.
I11.i, p.357a.
rereto is not un_aware of the rractice at the court:
que en la corte es cosa usada,
por mads que el wvulgo lo note,
el remediar con un dote
una mujer deshonrada.
III.i. p.i")Sb.
tut he regards this &s an insilt, nor does he think that cne can
offer one's honour for sale,

Thic debate, however, offers no solution, nor is fereto

intimidated when his house is destroyed. Thz situation scems to be
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leading to tragedy until Sabina (for Césaro is in prison) takes the
matter into her hands. The actual solution is quite simple: labina,
in disguise, succeeds in givihg a rope.to Césaro who uses it to escape
from his prison.

Put there are a few important details which need to be stressed.
We see that cabina and Césaro, are by no means passive characters.
It is largely through Sabina's determination and initiative that
Césaro manages to escape and join her. A. A. Heathcote says that she
is chiefly interesting for her wit, but then goes on to say that she

is "strangely wooden and out of place in La eleccidn por la virtud.

9

Being the sister of a future Pope, we expect differently of her."
I should rather be inclined to say that it is the pressure of society
which has forced the lovers into a technically immoral situaticn.
loreover, Jabina is definitely not out of place in the pla}. It is
precisely her wit which makes her such an important character. It
also scems to me that Heathcote over-emphasises the similarities
between the Sabina-Césaro situation and those in 1 burlador,

flari-ternindez la gallepa, and isto si gue es negociar. The

resemblances are perhaps less important than the differences. The
main differentiating factor is, of course, the character of Césaro.
Césaro is characterised by his tenacity of purpose, his firm
resistance to pressure from his father, family and the conventions
of his class. Unlike Don Martin, of Don Gil, he will not be led
astray by his father,'and refuses to marry Uctavia, preferring to
suffer imprisonment instead. &So obedience to cne's parents, as
usual in Tirso, is ﬁo be subordinated te the moral law when the two
come into conflict. Césaro ir, in fact, noble, and acts accordingly.

liis words to iabina stress this:



Fia de mi, que soy noble,
Yy que las palabras tuyas
por ser tan castas y honradas,
el orc de mi fe apuran.
Ie%s DPe3308a

It is in Césaro and not in the majority of the other nobles that
true nobility is to be found.

The contrast between the main and the sub—plot is now clear.

Uy remaining within a situation that is fully within a human context,
szbina and Césaro are obligsd to be more active than Sixto., Since
hoy must depend on their own resources, they are thrown into

dircet conflict with their envircnment. Divine, religious values
exist, but they exist within this world in the shape of absolute
volues and standards against which men are tested.

The main point of the sub=-plot is to demonstrate the absur&ity
of the I'rince's staﬁd, and, consequently, of the ccanvintion to which
he and vixto's persecutors adherce In the main plot, the strength
of the convention is broken by direct divine intervention. In the
sub=-plot, Sabina's initiative succeeds in providing Césaro with the
cans for escaping from his prison, but at the same time, rabriano
himcelf is ridiculed: thus the problem is treated satirically, In
1il.viii Fabriano is worsted in a debate by the wit of the only
lately despised peasant, who proves to be too éleVer for him,.
Kithouf realising it, he gives judgment in favour of fhe vencezjos
and thus condemns himself. I[Hi: anger and exasperation at being
cutwitted only make him more ridiculous. Uabina, with incisive wit,
drives the point homz:

Pues que son vencejos todos,
y estor dos ce quieren bien,
casaldus, que las altivas
noblezas son espantajcs,

y todos, altos y bajos,

nacimos de Adan y Adivas. (103
III.viii. p.367a.



she points out to him the absurdity of his own position and his
self-contradictory behaviouw:
Vos el preito sentenciastes;
si vos mismo os condenestes
un asno sois, con perdon.
III.viii. p.367a.

In addition to the social implications of the sub-plot, the
importance of love is also stressed. Labina's subtle logic, which
convinces the Prince, affirms that love is more important than the
social status of the lovers. Harco Antonio's conversion also stresses
this. Through love, he sees in Camila what Césaro sees in Jabina,
and, so far from killing labina, actually decides to marry her sicter.

Cne particular point needs stressing: this is the attitude of
the nobility towards the lower classes, that is, the general problen
which is illustrated in the particular cases of Sixto and Sabina,

In the main plot, we are presented with envy, hgtred, and cven, in
IIl.v., the threat of violence made by ‘iscanio, who sees Sixto as a
danger to his ambitions to becoming a Cardinal.

Violence, latent in the main plot, breaks out in the sub-plot.

In the play, the point of departure is the traditional theme of the
opposcition between country-and court. The id;rllic tone of the opening
is neant to contrast with the sordid atmosphere later in the play,
loaded with prejudice, hatred and violence. The Horatian theme thus
leads to an examination of a social problem. fhile sésaro is noble
norally as well as socially, he only serves to emphasise the black
colours in which the nobility are painted and against which he stands
out as a shining exception. The wilful, gratuitous violence done %o
Pereto and his family by Frince Fabriano and his fellow=ncblemen

provides a quite explicit comment cn the latter which goes veyond

satirical criticism to ocutright condemnation.




Therefore, Cotarelo's assertion, accepted by Da. Blanca,
that this play was staged in the Royal Palace in 1622 has quite
rcmafkable implications. ihislis not merely because Da. Blanca's
date of 1612, supported by Qdde; seems conclusive. That this play
should have been staged in the Royal Falace some ten years after
its composition is curious.

However, it appears that Cotarelo may have erred in supposing
that this play was the one perforred. The list of plays he refers
to in the "Catialogo razonado" of his edition of Tirso's plays is

that in the fourth volume of Lope's plays ir Autores espafioles.

The title lLa eleccidn por la virtud does not occur in this list,

Cotarelo is more specific on page 159 of his book: Tirso de !olina.

Investiraciones bio=bibliogréficas, where he makes it clear that

the play he has in mind is La milagrosa eleccidon de San Pio V,

which does appear in the list. It would appear that Cotarelo

has confused Pius V (who does appear in Tirso's La eleccidn) with
Sixtus Ve It seems, thercfore, that Tirso's play was not one of
those staged in the palace.

At the came time, there are some curious points which must be
no*ted, but for which I am unable at the moment to offer an
explanation. La eleccidn was first published in Tirso's Parte
tercera (Tortosa, 1634), which contains a large nugber of late
pluy3.11 YWWhat is more interesting for my immediate purpose is the

fact that numbers 5, 6, and 7 of this parte are, respectively,

La eleccidn por la wvirtud, Ventura te d% Dios, hijo, and la prudencia

en la mujers All three plays, as 1 have pointed out, have episcdic
structures, and in all there is a certain amount of outside inter-
ference in the plot (divinely motivated, directly or indirectly) in

order to ensure that real (divine) justice is done.
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A1l this may be no more than coincidental, but other points
suggest that there may be more to it than mere coincidence. These
threce plays are clearly tendentious. The view they advance is that
genuine merit should be rewarded, and envy and illicit ambition

thwarted., The political import of la prudencia en la mujer, pointed

out by liss Kennedy, is also to be borne in mind.
Before I develop that point further, I should like to draw
attention to some textual feature: which suggest that Tirso may

have had La eleccidn in mind when writing Ventura te dé Dios, hijo

and, also, L1 melancblico and Zsto si que e: negociar.

There is, first, the metaphor of grafting, to which I drew
attention earlier on. ‘It is a favourite image of Tirso's.

Sigrificantly, perhaps, it rccurs in Isto el oue es negociar:

[ROGERIO:] C soy barbaro, o ignoro
que amor, hortelano astuto,
en sagonado tributo,
si la voluntad es huerto,
estima en més el enjerto
de dos almas, que otro fruto.
III.ii. p.73%0.
This metaphor appears again in Tirso's defence of the Lopean
comedia in the Cigarrales, a passage which Miss Kennedy suggests
vac written in 1620-1621.
La eleccidn seems to have some points in common with Ventura

te dé ... as well, The following exchange in La eleccidn recalls

Césare's persecution of Otdn:

ASCANIOR De perseguille vos nacid su dicha.

FRAILE 203 Mil veces perseguido venturoso,
que tan seguro del peligro escapa.

DECIOs Persigale otra vez, y harale Fapa.

III.Vi- P.}sjﬁa"b.
In both these plays, the name "Césaro" is used, and there occur

references to the Colonna family.
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llore important, perhaps,, is the fact that the theme of

La eleccidn is virtually the same as that of Ventur: te dé ...
In both virtue is rewarded. Ioth protagonists are obedient to
their fathers, forgive their enemies, and are noble of soul. The
main difference lies in the sceptical attitude towards learning

present in Ventura te d8 .... Tirso's handling of his material

alse differs in the two plays. La eleccion is much more serious, as

is to be expected.s In Ventura te dé ... a subtler form of irony can

be discerned.

What all this seems to point to is that the theme of La eleccidn
and, perhaps, the play itself were in Tirso's mind around 1620-1622.
If this play was indeed staged in the Royal &al&ce (and if Cotarelo
is correct in assuming that the two titles belong to the same play =-
a point about which 1 am sceptical), the reasons are not obscure,
iis Wiade has pointed out, La eleccidén was probably written in 1611-102
as.part of a wedding celebration. But it may have been revived in
1621=-1622 for two main reasons. The first is that the year 1621
was the centenary of Sixto's birth. (The play gives the date as
1th Decémber, 1621 [I.v. pp.331b=332a), which may mean that any
revival of the play would have been towards the end of 1621.) The
second is that this date may even have served as a pretext for the
revival of the play for political purposes.

Da. Blanca has suggested that there may be a link between the
composition of the play and Rodrigo Calderdn's "discovery" that he
waa the bastard son of the Duke of Alba, recorded by Cabrera de Cdrdoba
on 20th ceptember, 1612. This would seem to suggest £hat plays such

as this, (Lope's 1 villano en su rincdn and, perhaps, bl verro del

hortelano) are connected with the event.12 The exaltation of the

lowly, vituous peasant would then acquire added topical significance.



lhe political events of 1621 would; of course, in Tirso's eyes,
provide an equally siénificant background for the theme of his early
playe. Wow, there is evidence which suggests that early plays were
revived later by palace factions for political reasons. An

interesting example is Lope's Carlos V en IFrancia, which, curiously

enough, is included inlthe list of plays performed in the palace in
late 1622, to which Cotarelo referred.13 Tirso's play would, if
revived, be seen now, not so much as an exaltation of a lowly
pcasan%)as an exaltation of true virtue and merit in the teeth of
envious opposition. That such a revival may have been staged is not
impossible, altbough there seems to be no convincing preoof in favour
of its In any case, the implicit condemnation of the nobility and
their abuse of their social position is clear. In the next chapter

I shall suggest that Tirso even extends the scope of this criticism,.
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Amar por arte pavor is, it seems, a late play, and a remarkable

one at th:t.1 In 2 number of ways it harks back to some of Tirso's

ecarlier workse In structure, it resembles Don Gil. The background

to the action resembles that of bl amor médico. Lope, like Gaspar,

ic forced to flee, leaving behind the woman he loves, who marries
another mane. Both men, in love with other wonen, allow themscelves
the right to criticise the "fickleness" of their former loves = Lope
in II,viii p.1186, Gaspar in II.i p.QSM.Z Dz. Blanca's machinations
bear some resemblance to Jeronima's: both pretend to be the tercera
of a former lovej both make similnr zccucations of infidelity and
{ickleness to the man, they love. Da. Blanca, too, is a typical nan=-
huter, like so many other women in Golden Age drama; and, like Tisbea

ef L1 burlador, verafina of Bl verponzoso and Jerdnima of £l amor

nédico, she is reduced to love. The fundamental absurdity of the
cituation, too, in which ulvira and Lope love each other and oxpress
their mutual aiffection by pretending to hate each other and love
Urdofio and Elanca is typically Tirsian. The abuse of power and

situation which we have seen in La eleccidn por la virtud recurs in

this play. The scene in which Elvira and Crdofio wrangle over a
partridge (I.vi=vii), which gives rise to Lope's jealousy, recalls a

cimilar scene in 11 melancdlico where Rogerio's jealousy is aroused

when he sees Leonisa and Filipo struggling to obtain possession of

the former's corales (II.xviii=xx).

Yet, for all these echoes of earlier plays, Amar por arte mayor
is disiinctively different. The tone and style are quite different

from the ones we normally associate with Tirso. This play secems to

be essentially a court play. The Tirso of Amar por arte mayor is,
in fact, more Calderonian than Lopean. In Calderdn is influenced by

Iirco, which seems probable, this surely is the Tirso who influences



him. At the came time, we cannot discount the possibility that the
younger playwright may alsc have influenccd the older.

The new manner of Tirso can be noted in the studied artificialiiy
of the structure. The parallelism and symmetry noted in earlier
vloys appear here perfectcd and employed with fine delicacy. Consider,
for example, the situations in III.xii, xiv, where it is precisely
the artificially contrived symmetry and parallelism of the plot-
ctructure which allow Llvira and Lope to employ ambivalent language.
the number of characters, too, is small by Tirsian standards, and
almost all of them have organic roles in the play, the only real
exception being Garcia, who in fact is merely one of the Xing's
attendants (I.vii. p.1175). We have a further move towards dramatic
cconomy.

Eut, above all, the new manner is most apparent in the style.
«lhat we recognise as a Calderonian note is struck in the long,
opening speech by Tello. The long, intricate periods and the pro-
ITusion of "learned" metaphor and simile, used seriously, are far

removed from Tirso's earlier style. The exposition in the opening

scene.(which requires a silent, attentive audience from the start -
there is no question here of imposing silence on a noisy audience,
wirich suggests that this play was not conceived primarily for the
public theatre) is narrated, not presented in action as it often is

in the earlier Tirso (il _vergonzoso, &l amor médico). There is, of

course, less "typically" Tirsian stage-actior in this play. The
conflicts are essentially internzal ones, and|this is reflected in
the language of the play. The Calderdn-like formulation of an
internal dilemma is easily recognised in this play: note, e.g.,

Lope's soliloquy in IT.xis
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la fortuna con mi sesoj
echd el resto a sus rigores:
éno fuera mejor, temores,
acabar conmigo preso?
bl dofia Llvira me trata
con desprecio, he de perder
la vida; si llego a ver
amor en mi hermosa ingrata,
el rey ha de aborrecerue,
la infanta ha de perseguirme:
mudable, en efeto, o firme,
voy, desdichas, a perderme.
II.xi. pe118%a=bs.

Phrases which we coneider typically Calderonian abouad: Lope mentions
a "confusa ilusidn" in III.ii.p.71196a, and says a bit later:

dtueréis sacarme, desdichas,

del golfo en que desespero?

III.iii. p.1198b.

such expressions are not, of course, confined to Lope. alvira's
coliloguy expressing her dilemma, in II.xiii p.1190, is equally
"'Calderonian'". It may be noted here that there are considerably more
coliloquies in this play than is normal in Tirso = another so-called
Calcderonian feature: two occur in Act I (iii, v); six in idct II = or,
perhaps, five, since II.vi is not really a solileoquy (iv, vi, ix, xi,
xiii, xviiil); and four in Act III (4, iii, viii, x).

The artificial, courtly style is standard., Note, e.g., I.i, and
Llanca's rcemarkable lyrical soliloquy in I.iii. This does not mean
that Tirso no longer satirises the excesses of the Gongoristic style.
Sermudo lets himself go in a splendid piece of burlesque in II,.v:

mas usiria, muchacha

" brillante, esplendora, armiiia,
candor, crepusculo, amago,
aroma, coturno, piraj;
usiria que enjaulando
el copete cue entroniza
solapa una ratonera,
de tanto morio tarima,

lya en esa edad grufiizdén?
II,v. p.1183a.

fut, by thls play, Tirso is clearly attracted by the dramatic possililities



of the culto style, stripped of its excesscs. (The mannered style

in this play is, of course, also to be noticed in Tirso's prose.)

I cannot here do more than call attention to this new, Calderonian

manner in the late Tirso, which clearly éequires a separate study.

I shall now pass on to the examination of some other aspects of the
play.

I have 'suggested that the formal structure of Don Gil de las

calzas verdes can be best likened to a set of Chinese boxes or to a

series of concentric circles of diminishing radii., A moment's
reflection makes it clear that symmetry and parallelism are the
inevitable concomitants of such a structure. We are, of course,
familiar with the secondary intrigue in the comedia which centres
around the gracioso and parodies the main action: the one in Tirso's

[ ari-llerndndez la pallepa is a striking example, in that the sub-plot

is a close and systematic parody of the main plot., Tirso is also
given to using symmetry and parallelism in plays of more orthodox

construction, as, for example, in Marta la piadosa. Such features are

indicative of a certain care in construction and would scem to go
arainst the traditional view that Tirso was indifferent to the
niceties and even basic requirements of plot-ccenstruction. KHowever,
the "telescopic" form re;erred to above is a distinctive one in

Tirso's theatre and reappears in Amar por arte mayor.

The outer frame or circle of the plot is.provided by Leope's
coming into conflict with King Sancho over Isabela. Lope is obliged
te flee to Asturias where he falls in love with Elvira, and this
begins the action proper of the play. At the end of the comedy,
the reconciliation between Lope andISancho brings the action round
full circle, thus ensuring an overall formal unity.

The struggle between two persons for the possession of a third
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object or person is the basic motif on which the plot is constructed,
The main action of the play, which deals Qith the clash between Lopg
and King Ordofio over Llvira, is a reflect%on of the situation which
constitutes the outer frame of the story. The secondary action is
& further reflection of the initial situation, in that it presents
the struggle between the Infanta Dlanca and Eivira for Lope's affections.
Chliquely, Ordofio's attempt to marry his sister to the Duque de
Vizcaya against her will makes the Duke an indirect rival of Lope's
for the Infanta, a situation which is paralleled by the fact that the
Infanta of Navarre is an indircct rival of ilvira's for Ordofio.
inally, on the symbolic level, the scené in I.vi=vii, where Ordoiio
and mlvira wrangle over a partridge is once more a repetition of the
n2in motif. The central couple, Lope and Elvira, through being the
common factor in all of these incidents, fofm, 50 to speak, the
centre common to all the circles. Formal structural unity is thus
secured by a central group on whom all the situations are hinged, and
o common motif on which a number of variations are played. The
opposition of morality to vower ensures dramatic tension.

The central problem of the play is the presence of obstacles,
in the forms of King Crdofio and his sister, to the love of ulvira
end Lopes /s we have seen, this love is the dircct result of Lope's
clash with Sancho. The structural reasons for the introduction of
the carlier love and conflict will be discussed later. DBut the new
love-affair leads to another and similar conflict between King and
vassal, with the added complication that Dofia Blanca has designs on
Lope,

In their attempt to indulire their passions, Ordofio znd Slanca
abuse their power and authority. Ordofio, falling in love with uslvira,

ocrders her to forget the man she loves:



ORDCRO:

LLVIRA:

O:DORO:
BLVIRA:

Later on, when he suspects that Lope loves Elvira, Ordofio practices

Dofla ilvira, despecid
al que, en vuestra voluntad
huésped, honrais saticfechaj
que no cabremos los dos,
siendo, como decis vos,
para mas que un alma estrecha.
Aun no sé si en ella cabe
quien su duefio intenta ser:
mire, lcomo ha de caber
un rey! {ue tengo con llave,
sefior, mi alma, dije yo.
¢Y abrirla un rey no podria?
A no ser descortesia,
05 respondiera gue no.

I.vii. p.1176b,

what virtually amounts to emotional blackmail on Lope: he confers

favours on the latter, which he then carefully points out, should

Lope not be fully aware of his debt to his King:

[orpono:]

A ponderaros
vine lo que me debéis;
porque cuando libre estéis,
deudo, vasallo y amigo,
de la suerte que os obligo,
mercedes desempefiéis;
por mayordcmo mayor,
mi casa, Lope, os recibe.
II.iii. p.1182a.

Then he explains to Lope how he can repay this debt:

G:DCNG:

Prenda en mi corte tenéis

que os sacara de deudor.

Baste esto, si pretendéis

cumplir con vuestro acreedor.
IX.iii. p.1182b,

- Urdofio's generosity has been, in fact, an attempt to bribe Lope,

We also note that Lope and ILlvira are virtual priscners in the
palaces Act II opens with Lope in priscn; he is set free physically

by Crdofio, but is made a moral debtor, and cannot be really free until

- he has paid off his debt = with Llvira. By being made "mayordomo

mayor” he is also confined to the palace, where Elvira is being held.
‘he latter, by being appointed lady-in-waiting to Blanca, is brought

to the palace go that Blanca's blandishments and Crdono's wooing muy



persuade her to love the King:

_BERMUDO:

blanca, however, is not only an advocate of her brother's cause,
but has her own axe to grind.
ghould marry Crdoflo, since she herself is in love with Lope.

treatment of Blanca is, as is to be expected, interesting.

iVive Dios, que lo entendi

dese modo desde el dia

que trayéndola a palacio,

para obligarla despacio,

de su hermzna la confial

rorgue . es la privanza tal

con que dofia Blanca la ama,

que aunque vino a ser su dama,

més parece que es =su igual,
II.i. p.1181a.

It is to her advantage that Zlvira

first meet her, she protesis against the violence done to her liberiy:

[BLANCA:]

Bien pudo
un consentimiento mudo
quejarse en mi de la ley
que introdujo la cestumbre
en las de mi calidad,
pues contra la libertad
dan al alma pesadumbre.
iTriste cosa gue hayan dado
las coronas inhumanas
en desterrar sus hermanas
por sola razdn de pstadol

I.ii. pp.1166%117Qa,

Regretting that the individual freedom of a ruler is severely curtailed

by political obligations, which may at times go against personal

inclinations and desires, B;anéa envies the absolute freedom of the

wilds, the complete self-sufficiency of the phoenix:

[BLANCA:]

Guién imitaros pudiera

gozando entera exencidn

de ajena jurisdicciodn,

por mas grave, mas severa?
- L ] L] - . L] L] -

if'eliz Narciso en amcres

que no admitid compafiial

iFeliz el Fénix también

que privilegia desvelos,

y Jjubilado de celos,

s80lo a si se quiere bien!

I.iii. p.1170a~b.

-



~he contrasts the liberty of the phoenix with the servitude of the

[BLANCA:] 1Cué mucho que en dicha tanta
envidie a una ave una infanta,
esta esclava, aquella reina?
I.iii. p.71170b.
Her confessed envy of Narcissus is revealing: Blanca is self-centred.
“he can think only of herself., DBut she is soon to discover that true
love is directed towards others, in other words, that man must live
in society; and blanca must then learn that gregariocus living demands
a measure of self-sacrifice, which increases with one's social
rcsponsibilities, which, in turn, depend on one's position in socieiy.
tut, at first, Blanca moves only from her desire for absolute freedou
to her love for Lope. Her egocentric attitude leads her to exploit
her position and power in order to gain her own ends. JShe pretends
to Lope that she is acting on behalf of the abandoned Isabela. ELut
she gradually reveals her true intention. Lope is to love Isabela,
but to reserve a place in his heart for another woman, i.e., herself:
[BLANCA:] Cuerelda; pero advertido
de rjue hay dama gue se enoja
si la amais demasiado.
Templarse en vos su amor puede
con tal limite, que quede
lugar desembarazado
para otra que mis os ama.
IIT.ii. p.1198a.
Veiled threats are not absent either. After lope, to satisfy the
King, has "pretended" to woo an angry Llvira, Blanca's parting speech
malies her intentions clear:
BLANCA: Mucho, Lope, os debe el rey
si son fingidas las muestras
de amor que “lvira no admite.
lucho tumbién Isabela,
¥ yo mucho mi3s que todos;
pero si son verdaderas

(que para fingidas, Lope,
vi mucho espiritu en ellas),

o B



que os guardéis de mi os aviso,

porque al pasc que agradezca

puntualidad en servirme,

castigaré inobediencias.

IT.xvii. p.1194b.
Few authore indeed have managed to reproduce so well those perversely
ambiguous speeches (the despair of lovers) in which women manage
to say yea and nay simultancously.
A direct, open conflict between rulers and vassals is avoided

because an ambiguous situation is maintained throughout. To avoid

coming to grief, Lope and klvira must circumvent the obstacles to

their love with the utmost care and discretion. They hit upon an

LY

ingenious trick which allows them to express their love for each other

~while ostensibly expressing their affection for the King and Princess,
4t this point, one reéson for making Lope come into conflict with
Jancho over an earlier lové-affair becomes apparent. 'Blanca has
exploited tﬁis for her own purpose, although Lope is only momeﬁtarily
puzzled by Blenca's news of Isabela's "arrival in Lebn. Fut he
gocs along with Blanca's game, for this allows him to lull the King's
cuspicions, and also to deceive Elanca into'believing that he loves
here On the other hand, the fact that Ordefio and Blanca have
promised to marry the Infanta of Navarre_and her brother respectively
in order to end the war between Navarre and Ledn is a.conveniently
;mbiguous factor which Lope and klvira can exploit. The ambiguous
speeches prepare the way for the climax which comes with the exchanre
of written messages: Llvira's letter to Ordofio contains within it a
message for Lope, while Lope's letter actually has three different
messarpes for three persons! (ﬁi-v&-ﬁ).

The climax of the play is thus produced by a brilliant display

of ingenuity and technical virtuosity. It will be clear that such a

climax is best suited to the telescopic structure of the play, providing

Uy

]



50 to speak, the apex of the cone. The parallel with the "Gil
cluster-point" in Don Gil is obvious. |

Ordofio and Blanca are clearly the vijtims of an outragecus
burla. King and Princess are not only frustrated in their pre-
tensions, but ridiculeds The fact they they are deliberately
deceived by Elvira and Lope alsc means that they have been affronted
Ly their vassalse DBut ultimately, it must be admitted, they are not
50 much the victims of the deception practised upon them bf the two
lovers as they are victims of self-deception. They deceive them-

selves into believing that the power and authority vested in them by

recason of their position in society, (and, consequently, the obedience

to them required of their vassals) can he exploited for the satisfacticn

of their own selfish desires and passions, even at the cost of

violating the rights of their subjects and negating the responsibilities

cof King to subject. It is only because they are blinded in this way
that they can be deceived, to their ultimate discomfiture and shame,
b, an outward show of submissicn, acquiescence and obedience. The
old upanish formula of "obodezco pero no cumplo" is excellently
illustrated here.

The trick played by Lope and Elvira is, of course, a potentially
dengerous ones 7This is consonant with the ambiguous tonality of the
play. There is a perceptible change in tonc during the course of the
play. In the first two acts, especially, there are dark and troubled
undertones. As I shall suggest, this is probably due to the nature
and implications of the theme., That may help to explain why the
- third act is emotionally low-keyed. ILven so, tragedy is never far
aways Towards the end, Ordofio discovers that Isabela is married in
Frances His previous defiance of Sancho (due not so much to his

rzfusal to surrender Lope as to the selfish reasons underlyinz this
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rcfusal) brings the two nations perilously close to war, but
tragedy is avoided, thanks to the good sense of the reformed Sancho,
who reveals the true state of affairs to-the King and thus brings
about the "reformation" of Crdclio and Blanca.

The entrance of Sancho seems, from one point of view, arbitrary.
We sre not prepared for the fact that Llvira has written to him,
asgking for his help. But, in terms of the structure of the play,
Sancho's intervention here balances his intervention in the earlier
affair. It was he who disrupted the social harmony at the start, and
it is he, now a reformed man, who comes to restore it at the end.
“ith his arrival on the scene, the various circles which form the
plot are completed. This is the second main reason for the existence
of the Sancho-Lope-Isabela intrigue. Both Kings have to learn self-
control through the frustration of their selfish desires. Sancho's
self-mastery %akea-it easier for Ordollo and Blanca to dominate
themselves, The marriages between the Kings and the Infantas, which
ensure international peace, reveal that they have grown é@are of .
their duties and obligations. Dlanca herself, who had erstwhile
rebelled against a marriage "por razdn de estado" on the ground that
it violated her liberty, and who was yet prepared to ride roughshod
over the liberties of her vassals, is made aware of her duties to
her subjects and to the state. Her conversion, effected in two
stiges, is complete: she is no longer a man-hater, nor is che a
wilful, irresponsible Frincess.

On the other hand, there is alsc a point to the arbitrary ending

of the play. W. Kerr, in his book, Tragedy and Comedy, discusses the

arbitrary nature of the happy ending in comedy. 1t is deliberately
arbitrary to call our attention to the pessimism inherent in the

comic view of life, "Substitution, compromise, resignation - of



cuch stuff is our merriment made" (p.61). Compromise and resignatica
arc neceecary, because in ccmedy (as often in real 1life) they are the
alternatives to despair. "Within comedy'", says Kerr, '"there is always
degpair, a despair of ever finding a right ending except by artifice
und wragice eee There is something about comedy that has no future."”
(£+79)e Thus "To be comic, the ending must forcefully call into
question the issues of ‘happiness' and 'forever after's Comedy is
not lyric, not rhapsecdic, not reaseuring; puiting its last and best

foot forward, it puts it squarely down in dung." (p.79)e This view

of the arbitrary comic ending scens to me to be very pertinent to the

ending of Amer por arte mayor., fThere is compromise and resignation,

because they are the only al;qrngtivcs to violenﬁe. Tirso, in this
comedy, has brought us to the edge of the tragic pit, and our final
verriment is tinged with hysteria. The hint is subtle but not for
that any less meaningful. The full implications of this, especially
for Tirso's mudience, will, I hope, be brought out by the points I
now propose to make,

The abuse of regal power and authority is, of course, the theme

.

of Lmar por arte mavor. This theme is treated in a number of Golden

ipe plays, of which the mont famous is the tragedy, La .strella de

cvillae In Tirso's play, a tragic ending is avoided by a delicate
enaging of passions which, throurhout the playr, constantly threaten
te get out of hand: 51§ira, offerrtbd by the accusations of the jJealousn
Lope in I.viii, has hinm arrested and impriscned. Later, in II.xiv,
wlvira's jealousy again breaks out in dangerous fashion (and the
unflattering reflection on the King who is in a woman's power ic not

to be migsed):

¢§



[LLVIRA:] tengo a Ordofio en mi poder,
y como le hice prender,
le haré cortar la cabeza,
II.xiv. p.1191a.
liow, just as the structure of the play is reflected in the

climi?ic device of the use of letters which contain several messages,
it scems that the theme of the play can likewise be interpreted in
different ways, the first interpretation being in terms of the
ctory itself, i.e., at a purely artistic level, and the second, in
teriz of the historical implications, literary as well as social, of

the story.

‘e note, first of all, that some incidents in Amar por arte mavor

367

s.cu to recall similar incidents in the anonymous la iustrella de tcvilla.

The main situation is similar in both: a King loves one of his subjects,

who, because she loves another mah, refuses to accept the King's love.
In both plays, the King attempts to abuse his power: while this is
larigely limited to threats in Tirso's play, it leads to Busto's
murder in la wustrella. In the latter, the King attempts to bribe

lucto by conferring favours on him; in Amar por arte mayor, Ordofio

frees Lope from prison and makes him "mayordomo mayor". In both
plays the King's designs are frustrated, although the endings differ,.
Finally, there seem to be other echoes of la Zstrella in Tirso's
coredys Tello tells of Lope's refusal to draw his sword in the Kinz's
presences
LTiLLO:] Bien pudiera retirarse,
o a no estdr su rey presente
vestir de nuevos esmaltes

el siempre temido acero,
No lo hizo por leal,
ni lo otro por turbarse.
Leda p.11683-b¢

Bur.te, of course, attacks the King, pretending not to believe he is

the tinge The confrontation in. the tragedy comes when Busto prevents
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the Hing from gaining access to Lstrella's room, while in the cocmedy,
it is the King who surprises Lope in Isabela's room. VWhereas Busto
is riurdered, we learn that Sancho's resolve to kill Lope was
frustrated in the nick of time:
(TE1L0:) Aplaudidles el enojo
- de don Jancho y por gue acaben

de una vez celos y envidia,

resolviéndose en matarle,

lo hiciera, a no darle aviso

amigos e o o

I.i. p.1168b,
Lope, in I.viii, refers to the suborning of judges by the King:
LOPE: ¢(ué maravilla, si el juez
admite reales cohechos?
I,viii. p.11790,

At the end of the third act of La btistrella we recall that the King
tried to persuade the judges to let Sanchobff with only a token punichment.
Thece similarities are pointed out, not in order to preove any deliberate
borrowing by Tirso from La Estrella (although, as I shall later point
out, there seems to be some connexion between the two plays), but to
sugpest, first, that they are recurrent situatiorsin a certain type
of play, and, secondly (and more important), that they may be references
tc events and situations which actually took place. In any case, it
secus rcasonable to assume that there arc echoes of lLa Zstrella in
Tirso's comedy. (%e may bear in mind that a King Sancho appears in

" both plays, and also that a Don Gonzalo de Ulloa appears in la

otrella de Jevillae VWe meet him again, of course, in Tirso's

51 burlador de Sevillal.)

It has often been suggested that some of' the incidents in the
plot of the anonymous la lListrella scem to be references to actual
historical events.3 In fact, the close resemblance between the
murder of Dusto at the King's orders and the murder of Juan iscobedo

in 1578 and, more pertinently, that of the Conde de Villamediana in



5?2/

1622, cupposedly at the instigation of an outraged and jealous
iing, the resemblance, also, between Busto's attack on the King while
felpgning ignorance of his identity, and Fhe drubbing supposedly
adiiinistercd by the Duke of Alburquerque to Fhilip IV and Olivares
when the foruer attempted to seduce the Duchess, seem to indicate
that the play was intended as an attack on Philip IV's irrcspeonsible
philandering and his abuse of power.h In view of this, it is no
surprise that the play is ancnymous, and that even such stylistic
analysis as has been attempted has been of ﬁo help in establishing
its authorship,

Furthermore, a curious feature is that a number of Golden Age
plays with similar or reclated themes seem to have been composed durins
the period 1623 to 1631. 4nibal points out that La istrella may have

imitated Lope's fervir con mala estrella (published 1615).5 This is,

adnittedly, an early date, but the theme of abuse of regal power ceecns
to have become especially popular with Golden Age dramatists in the
early years of Fhilip IV's reign. Leavitt, following Cotarelo, argucs

6 Anfibal, in

thet la Lstrella seems to have Leen composed in 1623,
hic article mentioned above,'also argues that the fiestas referred to
in the play were most probably those held in honour of the visit of

the I[rince of %ales (7th Harch to 9th September, 1623). This argument
ic convincing, although a further detail may be pointed cut. The

play opens with Sancho's entrance into Seville, and much is made of

the cetting of the play in that city. In view of the generous praise
accorded <eville and the detgiled refercnces to it, it seems highly
prcobatle that the play was written to be performed initially in
sevilles (In passing, we may bear in mind two points here: first,
firgo, in various plays mentions and praises Seville; secondly, cetting

iz often very important in Tirso: compare la celoca, Ior el sdtono and




1l amor médico, to name three obvious ones I have analysed in this

thesis. The exploitation of setting is a feature of Tirso's dramatic
art.) Now, early in 1624, Fhilip IV made his first visit to
Andalucia, and the highlight of this trip was his visit to Jeville.
lic arrived in that city on Thursday, 28th February, 1624, and his
official entrance was on the first of March. His arrival causecd a
sreat stir in Seville, the inhabitents of which were favourably
impressed by the King. Philip left SJeville on March 13th-? La

sotrella de Cevilla, then, may have been composed in 1624, perhaps

just after Philip's departure from the Andalusian city. If this is
irdeed the czse (and circumstantial evidence lends support to it),
La .strella must clearly be seen as a vitriolic attack on the
philandering of Spain's monarch, his abuse of regal power, and the
connivance at.this of Olivarcs.s

There are a number of plays by Calderdn which deal with more or
less the same theme. The earliest of these would appear to be Amor,

honor v poder, which was first staged in the royal palace by Acacio

Bernal's company in 1623.9 That the King who attempts to abuse his
power is Bdward III of England links the play with the visit of the
irince of Wales, although the implication of the theme must have made
the compliment a dubious one. The King's attempt virtually to bribe
.ztela and her family, his appointing them to palace posts to ensure
that sstela be within the King's power, the frustration of the Xing's
initial attempt to seduce Lstela after entering her room, even the
disguised Infanta's visit to inrico in his prison clearly resemble

. cituations found in lLa wstrella. The names of the heroines of the two
pluys are also virtually the same. The play is, of course, a comedy,
and the wish that the Prince of Yales and the Spanish Princess be

happily married is reflected in the ending.
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The theme recurs in taber del mal y del bien, though the

King's atterpt to make Hipélita buy her brother's life by surrendering
to him is subordinated to the main theme of the hazards of the privado's
life. 0 Hipblita's refusal to believe that the King could abuse his
power in this way scems to be an echo of La istrella. Eut in
Calderdn's play, the King is not painted in black colours, nor is
there any intention of passing judgment on him. The Conde states
explicitly in Act I (perhaps this is Calddrdn's anticipation of
criticism):

Gue es soberana Jjusticia

41 Rey; y aungue yerre, VOs

io lc habéis de remediar;

Porque nadie ha de juzgar

A los Reyes, sino Dios. (11)
it the same time, the King must awaken to his obligations:

(RuY:] porgue nés guiere

Guien llega a querer de veras

£l honor de lo que ama,

Gue el fin de lo que deseas

III. p.138b.

A little tag in Act II of uaber del mal y del bien, Garcia's

accusation of Alvaro: "¢Alcahuetico me sois?", leads us on to a third

play of Calderdn's, Ll secreto a voces.12 In Act III of this latter

play, also, Fabio, hidden under the table, eavesdrops on Federico and
‘nrique, and exclaims in an aside: "“i6igan, oigan! / 2Alcahuetico es
mi amo?" JAccording to Cotarelo, this play can be assigned to 1542.13
ihis date is rather late for my immediate purpose, which is to draw
altention to the fac% that a number of plays, all dealing with the
theme of the abuse of power, can reasonably be assigned to the period
I 1023 to 1631, But there are a number of points to which it would be
useful to draw attention. Calderdn's play, as has been pointed out,

’ — " : yin
is a refundicidn of Tirso's Amar por arte mayor, In typical

salderonian fashion, Tirso's double intrigue has been reduced to a



single cne (the number of characfers being correspondingly reduced),
the Duchass Flérida is the cone who tries to abuse her situation (she
obviously corresponds to Blanca in Tirso's play), and the key to the
lovers' code (the production of a handkerchief) is introduced quite
early on in the play; such a code is promi;ed at the end of aAct I, gnd .
we.know what 1t-is to be early in Act II. This simplification is,
cf course, much better suited to Calderdn's linear or syllogistic
rlot-construction, whe;eas the more complex intrigue is admirably
cuited to Tirso's "telescopic'" structure, The use of a secret code
by the lovers and the ocutrageous burla practised on Flérida are the
vital features Calderon adopts froﬁ Tirso's play., Calderdn's lizht-
hearted treatmént of the theme, with its tragic overtones, also recalls
Tirso's play.

411 the came, it is perhaps significant that Calderdén was intercsted
in this play of Tirso's to the extent that he re-cast it, Amar por

. arie mayor, we remember, was {irst published in Tirso's fuinta parte

(lladrid, 1636) and is the first play inthat collection. This parte

ic interesting in that it bears an anrobacién by Calderdn himself,

|
dated 16th July, 1635, In it, he states: "hay en ellas [i.e., the

comedias] mucha erudicidn y exemplar doctrina por la moralidad que
tienen encerrada en su honesto y apacible entretenimiento', Professor
L Me Wilson has commented with his usual insight on this aprobacidn:

The tribute to Tirso, when Calderdén was only 35,

is more important. Here charmingly enough is a
youns man's homage to an elderly master, whom he
praises for his religion and morality as well as

for his art. The delicate acknowledgment of Tirso's
leadership ("los que mis deseamos imitarle") and the
implied challenre to the ecclesiastical opponents of the
popular theatre by the claim that Tirso's plays are
religious, moral and exemplary are both noteworthy.
In so far as he attuapted to follow the older man's
example, his plays would have, the readers would
suspect, the same aime. (15) :



l'y superficial comparison of lmar por arte mayor with bl secrcto

a voces supports this view fully. Calderdn's homage to Tirso was

thus carricd a step further in 1642 when he wrote sl secreto a voces.

That homage is made even more explicit in Arnesto's speech in Act III:
" Los cuerdos amigos son
el libro mas entendido
de la vida, si, porque
deleitan aprovechando. (16)
The technical influence of Tirso's play is obvious. Nor are the
moral and exemplary aspects of the theme ignored. DBut, we suspect,
Calderdn's play is less "dangerously" presented than Tirso's. I
shall return to this point presently.
But first I should like to refer briefly to three of Lope's
playse C. L. Anibal, in his article, draws attention to two of theu.

.5 he says, there is a striking resemblance between Lope's sServir

con mala estrella and la ustrella de Sevilla. iurthermore, a

cimilar situation is to be found in Lope's El voder en el discreto

(&th May, 1623), which is reflected in Calderdn's Amor, honor y poder

(staged 29th June, 1623). Finally, there is the curious case of

21 _cactigo sin venganza (1631), which was withdrawn after its first

verformance. It is supposed that the Duke's association with

"mujercillas viies" may have been taken as an indirect allusion to

'hilip's philandering.q?

The ‘above points may be helpful in dating Amar por arte mayor;
8

Uofla Blanca de los Rios assigns the play to_"lS}B.1 In the actual

text of the introductioﬁ, however, she adduces no evidence which can
point to later than 1630-1631. G. . Wiade has suggested that it is
unlikely that Tirso wrote any plays after 1631.19 br. A. K. G.
laterson has also suggested that by this date Tirso's own statements

indicate that he was moving away from the theatre to other literary

N
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Lorms. ilhese, it is true, are only tentative suggestions adduced

on the basis of circumstantial ‘evidence, but they may be borme in
mind as we consider some other, more'éuggeséive points.

the tone of the first two acts of Tirso's play is comparatively
sombre, especially in view of the gene;alty light=hearted third
acte It is interesting to examine the cr

ticism contained in some

of the speeches in these acts. liost of the attacking pascages deal

with the theme of the abuse of royal power. Tello describes Sancho's

‘pelite threat to Lope thus:

(TELLO:] y 81 celos son gigantes
en pretendierites humildes,
4qué serdn en pechos reales? .
Llamd a don Lope su primo,
y declarandole aparte '
sentimientos de su ofensa,
mas que severo amigable,
le pidid que desistiese
de deseos principiantes,
sin competir con coronas
jubiladas de rivales.

I.i. pp.1167b=1168a.

Lope's jealous outburst seems to hint at more than Llvira's eocial
ambitions. (Cne is inclined to suspect that one of Tirso's reasons
for making Lope easily jealous was that such criticism could be morc
natural and more extreme.)

[LOrPE:] * ¢No os parecid muy bizarro?
Pero ¢qué principe hay feo?
¢No es su discrecidn notable?
Fero é4cuindo un rey fue necio?
No hay llaves que no falseen
coronas; y cegun esto,
poco importd el advertirle
tenerle cerrado el pecho,
Alojibame en é1 yo
coniisdo y indiscreto;
halléle en mi compafiias
es rey, tivele respeto;
despejéle la posada,
porque en lugar tan estrecho,
no saliendo el uno, &écdmo
un vasallo y rey cabremos?

I.viii. p.1177a.



The gracioso is more outspoken when he finds himself in prison:

BERMUDO:

Lope corrects Dermudo'

(LoPE:]

Lope, too, complains that the egoism of kings leads to the violatiocn

of human rights:

[LOPE:]

&iué quieres? alld van leyes

bt ceetera. Lstrellas son;

naciste en oposicidn

de las damas y los reyes.

21 leonés te tiene preso

por dar gusto al navarrisco,

y a su infanta basilisco

cuyo amor le quita el seso.
II.i. p.118%a.

s analysis of Ordofio's motives:

Celos que tiene de mi

le abrasan el corazén,

y ocasionan mi prisiodn.
II.i. p.1181a.

Hame el rey favorecido,

amor, porque mis me enciendas

mientras con celos me cfendas;

que ya, atropellando leyes,

interesables los reyes,

si fian, es sobre prendas.
II.iv. p.1182b.

Slvira coumments on the tyranny of Crdorio:

[&LVIRA:]

lhis is aly&he result

[LLVIRA:]

But if the self-conceit of kings is fattened on flattery, flattery

Celos, si no tiranias
de Ordofio, le tienen preso [a Lopel
cuantos le temen, me avisan
que el poder, si injusto, real,
le intenta quitar la vida.
II.v. p.1184a.

of hubris:

No sufre la majestad

por la lisonja aplaudida,

inobediencias amantes;

que ee sol y facil se eclipsa.
II.v. p.1184a.

can be deceitful, and it is by pretending to surrender to the demands

of Ordofio and Blanca that Llvira and Lope can live in safety and

nreserve their love,

The criticism of the abuse of kingly power is
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clenrly expreseed. With this goes an equally clearly declared
intention of resisting tyranny. Ordofio may think that his power and
status give him illimitable rights:

ORDORO: Ta, que mides.
desbaratados desecos
con mi poder, ti que humilde
en lo exterior, apeteces
prendas mias. .
III.vii. p.1201b.
Dut klvira affirms from the very beginning that the individual has
certain inalienable rights, one of which is [the right to love the
person of one's choice: the King's jurisdiction cannot be extended
to cover ocne's will and emotions:
[LELVIRA:] Reine Crdofio alld, que yo.
dentro de mi misma reino
tanto méds majestuosa
cuanto mayor considero
la jurisdiccion de un alma
cuyas potencias gobiernc,
mejor que &l aduladores,
ya nobles, o ya plebeyos.
I.viii. p.1178a.
she maintains this attitude to the very end, and, in her letter to
Lope, encourages him to resist, for the ultimate victory will be his:
[Lore:l] "La razdn de istado obliga;
su poder es rigurosoj;
resistilde generosos
que el valor vitorias gana."
III.viii, p.1203b.
It is clear why the overwhelming majority of the comedias
ccem to centre arcund apparently frivolous love-aflairs. There is
comething more to it than the intrinsic interest they provide. Draua
can be said to deal primarily with relationships: the ways in which
individuals, members of society, social groups communicate or fail to
communicate with one another. The couple, a man and woman, form,

oi course, the basic social unit. The nature of their relationship

iy remain on the personal and private plane. But these individuals



cre also members of society, and an examination of their relationship
can be a springboard for the discussion of larger problems. 'When O
interfereec with a system of communication set up by A and B, we get
"simple" case of love and jealousy. However, when C is King and A
and B are his subjects, the whole questicn of social relaticnships
arises, and this, as we have seen, happens in this play. The duty
of the King to respect the rights of his subjects (in this case, the
right to love and marriage) and his moral obligation not to abuse
the power which is his for the purpose of protecting his subjects'
rights by violating those viry rights in order to satisfy his
selfish desires are the problems treated in Tirso's play. DBut the
tone of the play, it must be emphasised, is not wholly grave: scricus
ideas arce adorned in pleasing garbe. I shall now try to show that in
this play Tirso does not seem to be stating general principles only;
he is apparently criticising an existing state of affairs as well.
There is a curicus passage in Bermudo's: speech in which he
reproaches blvira for her apparent fickleness and ingratitude:
[BERMUDO:]  Por ella olvidd a Isabela,
la mujer mas resabida,
més discreta, mis hermosa,
més gentilhombra, mas rica
que una abadesa en las Huelgas,
que una condesa en su villa,
¥y una dama de teatros,
que es mias que todas las dichas;
quien tal hace, que tal parue.
Il.v. p«11830.
Cur attention is drawn to it by the unusual comparisons Bermudo
makes, which arc apparently irrclevant to the context, if, indeed,
not wholly pointless. However, the triple combination is too con-
cplcyous not to arouse our susplicions, and it seems, in fact, that

these references are to actual persons.

Yortunately enough, it appears reascnably easy to identify the

371



Uabadesa en las Huelgas" as Ana de Austria (1567?-163...7).

On

pace 206 of the first volume of the Diccionario de llistoria de

Lepafla (Madrdid, 1952), we are given an account of her life,
which the following extracts are taken:
Dofia Ana de Austria era hija natural de den Juan

de Austria y dofia Maria de llendoza, dama de honor
de la princesa dofla Juana de Austria, ... desde el

from

primer

momento, se hizo cargo de la nifia dofla lMagdalena de
Ulloa, que con tanto amor habia cuidado de don Juan
durante su nifiez. .bandond dofia llagdalena la corte

y ee retird a su palacio de Vill;garcia de Campos para

consagrar por entero su vida a criar y educar a la

nifla,.

Cuando dofia Ana cumplid siete afios de edad, fué colocada

en el convento de Agustinas de Madrigal, donde mis
profesd eceecee

tarde

Hacia 1591, la vida sencilla y apartada de doha
Ana sufrid una fugez transformacidn con motivo de haber
tomado parte inocente en las tramas del Sebastianismoe.

e«se Descubierta la trama por la justicia real, e..

doiia

Ana fué trasladada al monasterio de Avila, se la castigd
a reclusidén en su celda durante cuatro afios y a ayunar
todos los viernes a pan y agua, perdiendo ademis el
tratamiento de '"excelencia'', Pero al poco tiempo se
levanto el castigo; dofia Ana fué llevada al monasterio
de Las lluelgas de Burgos, donde fué elegida abadesa

perpetua.

Ln 1615 dofia Ana recibio en el mcnasterio a Isabel
de Borbén, que llegd en visita acompafiada de Felipe II1I

y de su futuro esposo el principe Felipe [IVI; eue
sabe que dofla Ana aun vivia en 1625, pues Baltasar
le dedicd su Vida de Juan de Austria en dicho afio,.

The exact date of her death has apparently not yet been

se
Porrello

cstablished, but the unlucky lady was still alive on the 20th of

June, 1627, for, in the Noticias de ladrid, we read among the entries

{or that day the following passage:

Lete dia llegd nueva de Burgoc, que pasando por
aquella Ciudad mi Secilora la Marquesa de Charela

y sus hijas, salid a recebirlas el Arzobispo,

con grande ostentacidn, y con orden secreta que
tenia de su Majestad so color que visitasen a la
Seflora Donia Ana de Austria, Abadesa perpetua de
las lluelgas. Lstando dentro, mostrd el Arzobispo

la orden de su Majertad para que una de las liijas que

tenia mi Sefiora la Marquesa, que tenia titulo de
Princesa, quedase en depdsito en aquel convento

hasta que su Majestad mandase otra cosa y asi se hizo,
despidiéndose de ella su madre con muchas ligrimas. (21)
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‘he entry is enigmatic, but perhaps not excessively so. G.
Laraiibn elucidates the difficulty for us:

~n la Biblioteca Nacional hay copia de una carta,

muy probablementeauténtica, de la Marquesa de

Charela, dirigida al Conde-Duque, que da a entender

el rigor con que el ministro tratd a esta sefiora.

L interesante, por tratarse de la madre de una

amante famosa de ['elipe IV, madre, a su vez, de

uno de los hijos bastardos de éste, Don Fernando
Francisco de Austria, al que llamaban "el Charelo",
que a poco murid; la que, segin se dice, did lugar a
la fundacidn del convento de las Calatravas, cuya
iglesia aun existe, con este nombre, en lladride. eee

La llarquesa madre negocia en esta carta, con poca
dignidad, mercedes para su marido, en premio de que

su hija "haya ascgurado la sucesion del Rey con un
hijo'"s se queja al Conde de no ser atendidad
"Acuérdese V.E, - le dice = de que pedi las Galeras

y me propuso la Caballeria [para su maridol], que jamas
me contenté con ella ni el Marqués la guiere."

Asegura gue no son ciertacs las voces que han corrido
de que ella trataba de engaliar a (livares, y las llama
"chismes insubstanciales', atribuyéndolos al P,
Salazar. bstos Charela eran gente alborotada. Un
hermano de la Marquesa, Don Alonso cnriquez, murid en
Flandes, en 162%4, cn un desafio con un Conde francés,
cuyo criado, que era por cierto espafiol, atravesd

por la espalda, con un estoque, a Don Alonso. La
infeliz amante del Rey, "que tenia titulo de Princesa",
fué enclaustrada en las Huelgas, de Burgos. (22)

It seems probable, then, thet Tirso's ''condesa en su villa"
is, in fact, La Charela. The juxtaposition of the "condesa'" and the
"abadesa en las Huelgas" is far too obvious. The affair with lLa
Uharela seems to have been the first known affair of Fhilip's,
Yeleito y FPinuela gives the folﬁgng information:

El primer amor extralegal de Ielipe 1V, comocido,
parece que fucé la hija del conde de Chirel, dama

de afamada beldad, alld hacia 1625, cuando el rey
frisaba en los veinte afios, aunque-antes comenzaran
sus fugaces aventuras,.

Como su familia era de ilustre prosapia,
enparentada con el alwirante de Castilla, para
facilitar aquella relacidn se algjd de la corte al
padre de la joven (que era casi una nifia), cindole
mando en las galeras de Italia. [La madre si fué
sabedora del suceso. Coropnamiento natural de é1
fué que naciese al siguiente afio un vistago, el

g
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primero de los bastardos reales, al que se llamd
don Fernando Francisco de Austria, y que fallecid
prematuramente. (23)

fernando Francisco, then, was tora in 1626,2I+ and, as we have

scen, just a year later his mother was immured in Las Huelgas,

although the Cartas de los Jesuitas seem to indicate that she was

in Italy in 1634 (was she set free or exiled?). The cncloistering
of royal mistresses and bastards seems to have been normal procedure

the period, but there was probably an additional reason for lLa

iy

o
Charela's sudden and obviously unexpected immurement.

Perhaps the most famous of Philip's mistresses was '"La Calderona',
Tirso's "dama de teatros / que es mds que todas las dichas" seems to
be La Calderona herself, It is well known that Philip's passion for
her was more than a superficial and passing attraction. When this
affair with La Calderona started has not been exactly determined,
but, as Amezua has pointed out, La Calderocna's son, the second Don
Juan de Austria, was born on 7th April, 1629, and must thus have
‘been conceived in July, 1628,%? Deleito has stated, however, that
Don Juan was born two years after the beginning of the affair,ac.

* which can thus be put back :by* a further year. Now, Amezia has
pointed out that L; Calderona worked in the company of Andrés de la
Vega along with the latter's wife, Amarilis, during the period
1627-1629., In 1626, Vega's company performed before the King and
(ueen in Aranjuez. Amarilis was there and Amezla thinks La Calderona

may possibly have been there too. In November of the following year,

1627, Amarilis acted in a performance of las paredes oyen by her

husband's company before the Kinge. La Calderona probably took part
in this performance. The company returned to Aranjuez in 1628 at
the command of the Infante D. Carlos. Amezla points out that Amarilis

and La Calderona must have worked in the corrales in lladrid during



the summer of 1628. Andrés de la Vega's company played in Valencia
from 24th September to 29th December of that same year. La Calderona
went to Valencia, but seems to have returned soon afterwards to
Hadrid because of her pregnancy, which she revealed to the Duke of
liedina de las Torres, who, according to Amezia, "hizo volver a la
cbmica a Madrid, aposenténdola en las casas de un tal Ferroche, sitas

" en la calle de Leganitos".

In the light of the preceding information it seems reascnable to

suppose that the immurement of La Charela was due to Philip's
incipient passion for La Calderona. It is one of those grotesque and
irconical twists of fate that the natural daughter of the first Don
Juan de Austria should have played a part, alheit an incidental one,
in clearing the stage for Philip's new affair, which was to lead to
the birth of the second Juan de Austria. To complete the ironical
circle, Amezfia quotes the following entry from page 644 of the

Cenealosiz, orisen y noticias de los comediantes de Esvafia (B.N.M.

Ms.)e

Calderon. tZsta fué (sin auerse podido averiguor

el nombre con quien casdo) la liadre del Sefior don
Juan de Austria, y luego que parid la puso en un
conbento de un lugar de la Alcarria el Rey Phelipe
o, en donde murid Abadesa, y al tiempo que estaba
prefiada estubo representando en Valencia.

LT the above identifications are accurate, the gracioso's speech
quoted earlier is an obvicus reference to events during the years

1627=-1628,

.

e
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Cefore passing on to my next main point, I should like to mention,

en pascant, two curious details which arise from the preceding para-
praphse The first is Deleito's statement concerning the father of
Lz Charelas "para facilitar aquella relacidn me alejd de la corte

e Ly

«l padre de la joven ..., cdndole mando en las galeras de Italia',”
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Yhat is obvious here is the bestowal sf an honour which simultan-
cously paves the way for subsequent dishonour. The case of
Feribifiez immediately comes to mind, but such equivocal honours are
granted in the plays which 1 have been éiscussing, e.g., those given

to Eusto in La Bstrella and to Lope in Amar por arte mavor. FPerhaps

even more repulsive is the character of the Marquesa de la Charela
who, as Marafidn makes clear, sought to exploit her daughter's dis-
honour. in order to obtain further honours for her husband. The
second detail is an even more curious one, and provides an example
of the coincidence of art and the popular imaginatioﬁ (although

there may be more to it than this). The situation in Amar por arts

mayor in which the King and Princess are deceived is not only
ingeniously contrived, but also a very suggestive one. Lope and
blvira continue to love each other, but .pretend to love Blanca and ’
Crdofio respectively., Now, rumour has it that the first lover of Ia
Calderona was Clivares'son-in-law, the Duque de Medina de las Torres,
who, afraid of losing the King's favour, surrendered La Calderona

to Philip. Amezla gives Mme. D'Aulnoy's version of the story:

Un adfa Felipe IV - sigue rclatando la fantastica
Condesa = sorprende juntos a los dos amantes, y

en el arrebato de su cOlery saca un pufial para
matar a su rival; perc entonces ella se interpone
y se ofrece como victima propiciatoria y salva al
Luque. L1 ey destierra a éste; pero los dos
amantes continlen comunicéndose por cartase.
.ntonces el Monarca obliga a la Calderona a que se
encierre cn un monasteric, como era costumbre con
las favoritas regias cuando dejaban de serlo,
‘recibiendo el velo de religiosa de manos del Nuncio
de Uspaliae '

Ueleito y Pifiuela agrees that this may be all pure gossip. Marafidn
dismisses the story out of hand as a complete fabrication:

Todo es, sin duda, invencibn. DRaste considerar que

la aventura de la Calderona ocurrid en 1627, pocos

meses después de morir la hija de Don Gagpar, la
dulce ilaria, dejando a su viudo, el Duque, sumido



en un descensuelo no muy largo, pero no tan corto
gue haga verosinil la sospecha de su enredo con la
cbunica; y a su padre el Conde=luque,apartado para
siempre de toda liviandad. (p.33). (28)

Finally, we may consider bricfly DoBia Blanca de los Rios'
two main arguments for assigning the play to 1630 or later. sShe
claims that Tirso satirises lope in this play because in 1630 Tirso

kabis recibido de Lope dos grandes ofencas: el
indisculpable desdén con que le trata en sl laurel

de Arclo y la carta en que comenta pérfidamente

o1 Chitén de las tarabillas, sangrienta sitira de
(uevedo contra T&8llez. Lota evident hostilidad entre
Lope y Tirso explica la lluvia de satiras que Tirso
dispard desde esta comedia contra las perfidias y
agresiones del énix, eiempre aquejado de celos estéticos
contra rFray Gabriel. (29)

liow, in the first place, it is hard to see how Tirso could know what
the contents of Lope's letter to lesa were. CJecondly, as Hiss Kenncdy
has pointed out, relations bLetween Tirso and Lope were strained as
early as 1623.30 Thirdly, Da. Blanca gives no examples of anti-
Lopean satire in the play and such satire, in fact, seems non=-
existent,
becondly, Da. Blanca™s takes Dlanca's complaint:
Triste cosa es que hayan dadol
las coronas sobernas
en desterrar sus hermanas
por sola razon de estado
l1.ii. p.1170a.
as an "evidonte alusidn al casamiento de la infanta Dofia Maria,
hermana de Felipe IV, con el rey de Hungri;" (ps1164)s As La.
Ulanca points out, the Hungarian aﬁbnssﬁﬁor arrived in MHadrid cn 3rd
Gctober, 1629, and the new (ueen left at the beginning of 1630, C(n
the other hand, the marriage contract was signed in September, 1628,
end the marriage was effected by proxy on 25th April, 1625. The
31

ombascador arrived with presents in October, 1629, Thus any public

protest could have been made as early as the latter part of 1628, :iut



there is little evidence that public feeling against this marriage
was great.

We may recall, however, that there was violent opposition to
the eaxlier attempt to marry the same P'rincess to the Prince of Wales
in 1623. Such a marriage would have been regarded as a real desticrro,
because of the difference of religion, whereas the King of Hungary
vias Catholic and belonged to the House of Austria. It is possible,
then, that the passage refers to the negotiations of 1623. (If
this play was a particular or intended for performance at cour;, this
-hypothesis would be considerably strengthened.) One other detail
would seem to indicate that the reference is to the earlief courtship
of 1623, Da. Blanca, taking 1630 as the teJminua a guo for the date

of composition, supposed, from the mention of Cviedo and Ledn, that

Tirso had visited those places at scme time during the pericd 25th
July, 1630 to 18th November, 1631. This, of course, is quite possible,
buf there is another detail which merits consideration. In I.iv,
Dermudo advises Lope to flee:

Gijon es fin de la tierra
de buropa, y de Inglaterra
huele el puerto y besa el mar
una nave de Ilemia
aguarda, las vergas altas;
si su plaza de armas saltas,
y calles de golfos ria;
trocando espaficlas cortes,
sus soplones desmentimos;
y s&i aqui principes fuimos,
seremos alld milortes.

I.iv. p.1171a.

Now, Tirso's love of the exotic is obvious. (In iLsto si gue es

ncrociar, €.ge, We are introduced ' to:a Scottish Duchess)s Dut this
reference to ingland would seem gratuitous, especiully as Lope and

cermudo are in prison at the beginning of Act II. It scems probable,

then, that there is an allusion to the events of 1623 in the play,.

=)
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There are two possibilities here. The carlier speech of Bermudo
may have been inserted into the play during a revision in 1627-1629.
That is, the play may have been written c.1623 and revised some
five years later, There is a reference.to the secret preparations
made for Blanca's marriage to the Duke:

[SANCHA:] y en Ledn nos alegramos
de que a pesar del secreto
que amor hasta aqui ha tenido
(si es posible que en él le haya)
viene el duque de Vizcaya.
I.ii. p.1169b.
This may be an allusion to the secrecy which attended the Irince
of Lales' visit to Madrid to court Maria. Alternatively, the play
may have been written after the failure of the negotiations in 1623,
i emall point seems t6 support this, Blanc;, we ﬁote, does not marry
the Dugue de Vizcaya, who is too busy figpting the ?rench, but King
Lancho of Navarre. (This may be an allusjion to her marriage to the
King of Hungary.) and, as I have suggested, there seem to be echoes
of La Lstrella (16242) in this play.

To end, I shall sum up a few of the points made above., Internal
‘evidence secms to suggest that the play was perhaps written (or
revised) not later than 1630, and possibly some time during the
pericd 1627-1629. If it was intended to be performed at court and
thc.allusions are to the Infanta, the play must have been written
and stagcd before her departure from Madrid early in 1630. Zut the
next point raises difficulties. The play scems to be an attack on
Fhilip IV, or, at least, could have beeﬁ s0 interpreted at the timec.
(Iz the opening scene in which the King is shown hunting an indircct
rcference to Philip, whose skill with the gun was notorious?) Iy
virtue of its theme, it seems to belong to a group of plays, almost

all apparently written between 1623 and 1631, which are bound together

oy



by the theme of the abuse cof royal power fo; the satisfaction of
passion. From this, two points arise. In (1625, Tirso was censured
by the Junta de Reformacidn for writing immoral plays and ordered

to be exiled. The real motive behind the decree of the Juntz,
Ulivares'brainchild, has been a matter for conjecfure. The theory
that Tirso came into conflict with the authorities because of his
outspoken political criticism seems to find support in this analysis

of Amar por arte mayor, which indicates that the events of 1625 had

not muzzled Tirso, (If the play was written before 1625, it would,
of course, contribute towards these events.) In the second place,
the sequence of events during the years 1520 to 1625 appears to
offer an intriguing pattern. liiss Kennedy has recently shown that
Lope's friendship for Tirso began in-late 1621 and lasted for only
about two years. In 1623, Tirso's complaints against Lope's attitude

begin to appear, as, €.g., in /intona Carcis. Tirso's embarrassing
& ? ’ Bey g

defence of Lope in La fingida Arcadia (1622) must have hastened their

ectrangemente At this time Lope was‘courting Clivares and rescantful
of the fact that the &onde-Duque favoured Vélez de Guevara. In 1523,
the surprise visitlof the Frince of Viales caused & great stir in <pain,
The fiestas in his honour, Anibal argues, found an echo in La sstrella
de tevilla, written in late 1623, or, as I have suggested, early 162i,
In 1625 we meet the edict of the Junta de Reformacidn. Now, Leavitt
has suggested that séme of the scenes in lLa sstrella may have been
influenced by some of Tirso's ﬁlays. Miss Kennedy has alsc pointed
out other details which la listrella and some of Tirso's plays have

in common.32 Lope's wooing of Ulivares would add further weight to
the evidence against Hs being the author of La rstrella, Vélez's
favour with the Conde=Duque would seem to weigh'. against Anibal's

cuggestion that he may have had a hand in its composition. Tirso,
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around this time, was attacking Lope, Vélez and the Conde=buque.

Asmar por arte mayor bears, &s we have scen, a thematic similarity

to la Lstrella, and other probable echoes of the latter in Tirso's
comedy have also been mentioned. Tirso's play furthermore seems to
contain additional criticism of Yhilip. Could Tirso have had a hand
in the writing or planning of La istrella? And could this have any
connexion with the Junta de Reformacidn's edict in 1625%

This is a guestion which I cannot pursﬁe here. To end, I can
only repeat that, in the two plays examined in this section, Tirso's
disapproval of the high-handed attitudes and actions of the upper
ncbility end even the King is clearly indicated. This point leads

cn to the last two plays I shall examine in this thesis.
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With the two plays in this section, Mari-Hernindez la gallega

znd Antona Garcia, we come full circle back to the mujer varonil.

There are, however, some significant differences between the treat-
mznt of this figure here and that in the plays examined in the first
zection of this thesis. The stress heré is rather on the masculinity
of the protagonists (which, however, dces not detract from their
basic femininity = if the paradox is not too violent) than on male

disguise, although diégﬁise does play some part in Mari-Hernindez

la pallega. lore important, however, is the conspicucus social element
in these two plays. They thus contain a fusion of the principal
clements of the plays analysed in the two parts of this thesis, In

cther words, to the element of the disfrazada dec hombre and its

accomnpanying theme of personal relationships is united I===nst=d the
theme of inter-class relationships.

The story of Mari-Hernindez is simple endugh.1 Don Alvaro is

forced to flee from Portugdl fﬁr political reasons. Moved by jealcusy,
he falls in love with the peasant-girl, Maria, on the rebound, so to
speak, and woos her in an idyllic Galician pastoral valley. ‘hen

Vofla Beatriz, his first love, reappears with adequate explanations
(which are really unnecessary), he abandons Maria, who, offended,
cwears revenge. She succeeds in persuading the King to force Alvaro
to marry her and not Beatriz.

This story, simple though it is, contains a number of intercsting
fcatures. The marriage between Alvaro and Maria is an inter—class
union, the partners coming from virtually opposite ends of the socizl
scale: he is a count, she a peasant-girl.

<cecondly, the marriage raises an elementary question of justice.
It may be argued with some Justification that Beatriz, whose clainsc are

just as strong as Maria's - perhaps even more so, since fAlvaro loved
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her first and she is his social equal -, is unfairly treated. Zut
it is clear that, 6n the other hand, the marriage ensures justice
for tlaria. As I shall argue, this marfiage is important for Tirso's
basic thesis.

fivaro must merry Maria, not only because the King orders him
to do so0, but because his treatment of Maria was irresponsible (as
was his treatment of Beatriz). It is this theme of personal and
social responsibility which underlies the play. A lack of a sense
of responsibility among the members of one class towards those of
anothcr.producea social disharmony, which it is the aim of the actiocn
of the play to resolve,

lut social harmony is clearly only one aspect of an overallz
laerger context of disharmony in which the action of the play is
cituated. This is, on the international level, the state of hostilitly
between Castile and Portugal._2 Curiously enough, 'in this opposition
tetween Castile and Portugal, Portugal is presented in an unfavourable
light. It is Castile and the Castilians, the Reyes Catdlicos and
the Conde de lionterrey who are the repositories of justice, legal and
social, and true nobility. Persecuted Portuguese nogles seek refuge
in Castile:

CALVAROG] 'Dos hermanos y tres.hijos
van a Castilla a ampararse
de Iernando e Isabel.
I.i. p.66a.

Alvaro ﬁnd Beatriz, too, flee to Galicia. And in II.iii-vii, the
generosity, nobility, courtesy, and affebility of the Condc de
i.onterrey are emphasised. Consider, for example, the coumments of the

peasantsi

(MARTA:]) 1Qué apacible!

GARCIA: iguéd llano!

MARIA: Ls conde, ;

GARCIA: .5 Acebedo,

DGAINGA: ks castellano,

II.iv. p.83a,



The international disharmony of the Castilian-Portuguese
opposition is reflected in the national, internal &===§ conflict in
Portugal between the Hing and the noples. John II's policy of
crushing the power of the nobles is, of course, a historical fact.

-0 the bloody events narrated by Alvaro in I.i have some justification

1

in history. But there are gruesome details in Alvaro's speech (also
historically true) which suggest wilful, gratuitous, and vindictive
cruelty on the part of the King. Compare, for example, this detail:

[ALVARO:] AL Conde de liontemor,
su hermano, y gran condestable
de Portugal, aunque ausente,
ha mandado el Rey sacarle
su estatua, y en la villa
Y plaza mayor de Abrantes
la espada y banda le quita
cuadrada, que es degradarle
de condestable y marqués,
¥ luego degellar hace
el simulacro funesto,
saliendo (iriror notable!l)
sangre fingida del cuello
de la inanimada imagen.
Lais p.GG&.

Cbviously the King is not merely excessively severe. However, what :
make his actions more culpable are his lack of judgment, his willing-
ness to listen to traitors, and his readiness to act on the information
they give him.
These are, of course, evil advisers, which lifts a little of

the blame from the King's shoulders. He, as {lvaro says:

dando a traidores orejas

que persiguiendo leales,

quieren de bajoy principios

subir a cargos gigantes,

ha cortado la cabeza

a don Fernando Alencastre

I.il p.65&.
4t the head of this band of traitors to the state, who, devoid of

¢ivic responsibility, seek only their own advancement, is Don ugas,



the evil genius of the play. e remains in the backgreound for most

of the time, but he is not any less culpable. Since ke, in a cense,
is the person who is ultimately responsible for the disharmony of the
play, it is he who is punished by death towards the end. His presence
is convenient for two main reasons: he, rather than the King, is
overtly punished; ané since he is the one who wrongly advised the
King, the latter can be presented in a more favourable light towards
the end. |

The presence of these traitors ;ymbolised by Don igas, does not,
however, absolve the King of all blame. The picture Alvaro paints
of him in I.i.is none too flattering (although we must bear in mind
that flvaro is an interested party and also that he himself is not
a model of responsibility). The King is precipitate in his actions,
and his judgment is biinded by his passions: he is all too ready to
jump to conclusions:

CALVARO:] Verosimiles indicios
no admiten en Eechos reales,
cuando la pasiocn log ciega,
argumentos disculpalles.
I.4. p.65?.
(It is this tendency in the King to be coﬁvinced by a superficially'
plausible case which allows him to be taken in by Maria's lie in
J11,ii - and so execute jugtice). All this iﬁplies that the King's
attitude towards the nobles, his subjects, is unfair and unjust.

i specific example of this injustice is his treatment of
Alvarce The latter, being a noble, is also threatened by the kinz's
wrath:

[ALVARO:] Yo que, como primo suyo,
soy también participante,
51 no en la culpa, en la pena,
para que también alcance,

estoy dado por traidcr

L] - L] -

155, I :.66a



But there is more to his persecution of Alvaro.

The King is Alvaro's rival for Beatriz's affection. ¥hat makes
his persecution of Alvaro more than an abuse of royal power is the
fact that he is already married. Beatriz does not accept the King's
courtship:

Norofia soy, si él es rey;

esposa tiene a quien ame,

y ilegitimos empleos

no han de ofender mi linaje.

I.i. P.é?b.
In I.iii, the King makes & surprise visit to Beatriz at night =
to inform her that he intends to marry her to bgas. He seems to
have reallsed his folly:
[RuY:] constante habéis resistido

mi poder y voluntad,

porque mienta la experiencia

que afirma no hay resistencia

contra un gusto majestad;

Yy yo también, vuelto en mi,

cuerdo he juzgado a verglienza

que una mujer reyes venza,

Yy un rey no se venza a si.

I.iii. p.68b,

it the same time, it is clear that the King has not ceased to love
Leatriz. One is led to suspect that his attempt to marry her to his
privado, Lgas, is simply a convenient way of making her his mistresc,
apart from preventing her from marrying flvaro, which he could not
allow from the point of view of honour. Alvaro manages to escape
to Galicia, but she is impriscned on the King's orders.

It is this interference by the King in the relationship between
beatriz and flvaro which leads to the latter's flight to Galicia
and his wooing of Mari-Herndndez. Galicia is presented as a haven,
where innocence and simplicity dwell:

ALVARO: Caldefpa, esta es Lalicia.

lio vive en estas sierras la malicia
de envidiuas y traicicnes,

W

>
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de lisonjas, engallios y ambiciones.

Los que en mi busca vienen,

aqui jurisdiccidn ni ayuda tienen.
I.vii. p.73b.

liere dwells, too, the pastoral shepherdess, Maria, whose beauty
flvaro finds so striking. The pastoral context is emphasised:

ALVARO: LBien haya aquecta aspereza,
que os puede ver cada dia,
este arroyo y fucnte fria,
cristal de vuestra belleza.
Las aves que os lisonjean,
el prado que os rinde flores,
cl pastor que os dice amores,
las almas que en vos se emplean,
el gusto que en vos se hechiza,
‘la libertad presa en vos,
Y yo que o5 he visto ...

I.x. p.77b.

The pastoral aspect of Maria is also evident from the start. When
she first appears (I.ix), she is culling flowers with her companion,
Ucminga, for her birthday party. Her concern for her beauty reveals
the coquette, but also has Neo=llatonic overtones:
MARIA: ¢Hay mis aborrecible cosa
que una vieja que fue hermosa,
la cara llena de pliegues
¥y aocjando con la vista?
Dominga, morir me agrada
moza, y de todos llorada,
mejor que vieja y malquista.
Ieix. p-?5&-
It is this rustic beauty whom Alvaro regards as an antidote for his
love for Beatriz, a love which he mistakenly thinks no longer exisis:
LALVARC:] Beatriz, si de mis desvelos
fuiste causa y te has mudado,
y& en estas silerras he hallado

contrayerba de tus celos.
LeXe po?9ﬂ-

liaria, too, falls in love with Alvaro at first sight. But she
is not entirely sure of his love for her. In an intensely lyrical
scene, she voices her fears:

[(AaRIA:D Dejaréis en vuesa tierra
la memoria y voluntd;
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trairéis las sobras acé

para que a mi me hagan guerra.

Pues también los de la sierra

son personas, lisonjero.
II.Xi.‘P.BSbt

Theece words are, of course, a part of Maria's coquetry: she wants
flvaro to affirm his love and thus reassure her. But they are,
ironically, much nearer the truth than she thinks. She is afraid
he wi;l abandon her:

MARIA: Ni en mi el dudar
que quien se olvida y ausenta,
haciendo de su amor venta, '
querra comer y picar.
II.xii. pp.88b=89a.

flvaro reassures her:

T4 sola eres mi querida.
Il.xii. p.89a.

lie even goes further:

FARIA: ,Pues jurad, si sentis eso,
sobre esta cruz.
ALVARO: Juro y beso,
Il.x1i%e p.89a.

It is precisely at this point that, ironically, Beatriz enters. Tuc
bitter puns and sarcasm of her words reveal her anger and jealousy:

BEATRIZ: larquesa soy,

que a marcar agravios vengo,

en vez de marcos de amor.

(tuien tan bien penas divierte,

y con tanta prevencidn

& enfermedades de ausencia

tan presto antidoto hallod,

no morira malogrado.

iGué cortesanc que sois!

Besamanos dais cumplidos;

que hasta agul pencaba yo

que se dabén de palabra,

mas puestos por obra noj

si no es que le dais el pulso

vos enfermo, ella dotor,

IBien pagédis obligaciones

de quien dcsprecia por vos

créditos que, ya fallidos,

pone el vulgo en opiniodn!
II.xiii. p.89be



vxplanations follow in II.xvi, and fAlvaro apologises:
disculpen esa mudanza
celos, ocasidn y ausencia.
II.xVi. p.92&.

With this reconciliation, Maria's earlier fears are realised.,
Slvaro, in an off-hand way,tells Maria that their romance is over,
and, adding insult to injury, gives her a ring as a souvenir:

ALVARO: De la voluntad que os debo,
y es imposible pagaros,
servira de desempeiio,
serrana, aquesta sortija.
MARTA: 5i es sefial de matrimefio,
¥y conmipgo heis de casaros,
espetddmela en el dedo.
ALVARO: Yo, Maria, soy el conde
de Silveira, y es mi duedo
Beatriz, marquesa de Chaves.
MARTA: Pues echalda con mal huego.
ALVARO: Adios, graciosa serrana.
Il.xviii. pp-92b-93a.
so flvaro's wooing and promises were little more than irresponsible.
trifling with Maria's affections. His moral irresponsibility is
clearly linked to social arrogance. For Alvaro, laria is not a
“persona' (compare her words in IT.xi: "Fues también los de la sierra /
scn personas, lisonjero"), but a mere instrument of pleasure and
amusement, to be taken up or cast away at will, Maria is furious a
such treatment and determines to seek vengeance.
First, by means of a lie (technically), she gets the King to
premise to compel Alvaro to marry her. This suits the King perfectly.
Anything is acceptable, so long as fAlvaro and Beatriz do not marry:
Ru¥ No goce €l a la Marquesa
y pideme a Tortugal.
III.ii. p.96a.
Jeminga has scruples of conscience over Maria's lie, but Maria basing
herself (unconsciously perhaps) on Biblical and religious argumentc,

defends her actions. The Biblical overtones of this passage are

cbvious:



DOMINGA: ¢No es pecado levantar
testimonios y mentiras
a don Alvaro?

VARIA ¢Y¥o en qué?

DCMINGA: “n que al Rey Don Juan le digas
que te gozd. '

MARIA: La mujer

' que de un hombre fue queridsa,
ya es gozada en el deseo,
y la afrenta si la olvida.
III.vii. p.98a=~b.

Now, this is a witty justification on Maria's part. As such,
it is comices DBut it is'simultaneously a very serious point: the
£iblical overtones not only ensure the comic effect, but also
‘underline how serious Maria is: Her attitude, one may object, is
much too scrious, when one considers that Rlyaro was merely flirting
with her. But that is precisely the point. | Alvaro's casual attitude;r
which is fully within the literary conventions of the time, is morally
wrong.3 That is why there is a criticism in the play both of this
literary, conventional attitude and Alvaro's behaviour.

But before I discuss thut more fully, I must refer to Maria's
second step in securing her vengeance., This is concerned with the
social problem of class. Alvaro has treated Maria badly because
she is only a peasaﬁt—girl, and, as such, hardly a person to be taken
seriously. The undermining of the attitude of those nobles who
pride themselves on their blue blood and lcok down on the lower
classes is effected humorously.

To be sure, the King in III.ii promises to make Maria a

larchioness (i.e., make her the equal of Leatriz):

MARIA: Bs caballero, y dira
que no soy yo caballera.
REY s Aunque mi sangre tuviera,

el ey calidades da.

‘lNoble y Marquesa os haré,

antes de ir a lortugal,
IIT.if. p.95b.
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This is what happens at the end of the play, of course. But Tirso

has a point to prove before that.

As so often in Tirso, the point is proved with rigorous logic

i ° &
in a comic scene.

In IIl.v, Maria, dressed as a man, presents hersclf

Lefore the Conde de Honterrey, claiming to be a blood relation. Juan

Garcia de i.orrazos' father was cock to the Couht's father. Therefore

they ate the same food. So, Maria continues:

HARIAS

CONDis s
LARIA:

CCNDL s

Das comidas énon se faz
0 sangue con que se crian
os corpos?
Zuién duda deso?
Pois si a comer ambos vifan
dia e noite d'hum manjar,
craro estd que ambos dois tifian
hum sangue mismo em dois corpos,
sendo ansi, bem se averigua
que desccmdemos d'hum sangue
eu, e vossa sefioria,
e que sendo seu parente
me ha de facer cortesia.
No puedoc negar el deudo;
que es la prueba peregrina
bastante a ejecutoriarse
en cualquier chancilleria.
III.v. p.97a=b.

flvaro is immensely tickled:

ALVARO:

{ue, ocasionando la risa,

viene un cocinero a ser

el mids noble de Castilla.
IiI.v. p.970b,

cut the point has been made.

Morrazos, having proved his nobility, is now content to enjoy

the rights accruing to him:

MARIA:

Us pes
me dai, nom porque vos sirva
(que non sirven os Morrazos),
mas porque desde hoje viva
a vossa custa em descanso.
III.v. p.970b.

Cn the comic level of the thesis of the play, this parasitic attitude

has not a little in common with that of nobles such as Alvaro who
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consider that their status confers nobility on them which excnerates

them from responsibility. But on the level of the plot, Maria is.

thus enabled to live in the Count's palace, where she can thwart
flvaro's plans.

This she does easily in III.xv. £lvaro has just promised to
marry Beatriz and is explaining that she has no grounds for fear or
jealousy of lMaria:

[ALVARO:] iCémo os puede a vos dar celos
uha pastora grosera,
ignorante en facultades
de amor, que estima agudezas?
{ué heruosura ha de tener
una tosca montafiesa,
que adornan sayales pobres,

y soles y aires afeitan?

4Tan mal gusto tengo yo,

que permita competencias

de una villana, vos noble?

¢De una simple, vos discreta?
III.xVe p.‘loli‘&-

Faria's challenge underlines flvaro's unworthy behaviour:
|

[(MARIA:] Vos =i que el villano sois,
pues que por no pagar deudas
de quien de esposa os dio mano,
ponéis en su honor la lengua.
IIl.xv. p.iCha.
Beatriz withdraws, offended. In the duel scene (III.xix), !l‘aria,
on ceeing Alvaro threatened, attacks his attackers and wounds Zgas
mortally.

There are two important points to be noted here. £Slvaro now
oves his life to Maria's noble action. Secondly, there is the obvious
justice of Lgas' death at Maria's hands. The implications of the
noble peasant-weman killing the ignoble nobleman are not to be misced.
laria, morally noble, is elevated to the ranks of the nobility by the

The movement towards reconciliation, set in motion from the

beginning of the play, is now completed. Lgas' confession of his crimes
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and sins and his death lead to reconciliation. On the international
level, Castile and Fortugal are now at peace: war is brought to a
halt by the exercise of generosity. Cq the civil level, Lgas'

death implies the end of the persecution of the nobles and their
reconciliation with the King. The marriage of Maria to Alvaro is
symbolic of moral and social harmony.

I should now like to take up the point made earlier that
flvaro's behaviour can be seen in terms of a literary convention and
that both are criticised in the play. The overall theme of the play
is that of responsibility in social and perscnal relationships. This
is connected with various aspects of the play's structure,.

I have already mentioned the lyricism of II.xi-xii, but it
actually begins in II.x. I cannot here undertake a close analysis of
the style of this section. A few brief remarks must suffice. The
verse-forms are the romance and, later, the redoendilla. There is a
slightly archaic flavour to the ballad which opens this cuadro:

DCMINGA: 1al sepura zagaleja,

la de los lindos ojuelos,

grave hoenor de los azules,

dulce afrenta de los negros.

¢(ué tienes de ayer aci,

que a lo(s) que colijo dellos,

desveladas inquietudes

les tiranizan el suefio?

II.x. p.86a.

The setting is, appropriately, the woods. But note how the words
are chosen for effect: 'mal segura", the archaising '"mal" rather
than "no" or "poco', and the litotes, produced by the negating of
the positive "segura". The diminutives "zagaleja" (instead of "'za:ala')
and "ojuelos". This romance, as Da. Blanca points out in her introduction,
and as I have mentioned in note 1, is "culto" and not traditional.

Yirso's decision to use it to open this scene was certainly an

acioerto. The wistful, bitter-sweet flavour pervades the scene!



svcet because there is love; bitter because there is deceit. Zut
pefhaps what contributes most to the lyrical effect is the rhythm of
these lines and their soft, feminine cadences. That is why the
irruption of Beatriz into this idyllic scene is so violent and brutal.
The octccesyllables are preserved, but how jarring is the sudden switch
from redondillas to Beatriz's romances with their masculine endings
and harsh assonance in "o', their bitter punning and sarcasm! This
isc not to say that this brutal irruption ip not foreshadoweds It is
in the wistful air pervading the love~scene and in the flashes of
burlesque in the midst of the most intense lyricism, Consider the
effect in these lines: ; !
[DOMINGA:] Aojado te han, mi serrznat
mucho lloras; mal te han hecho,
IFregue a Dios que no te opilen
pensamientos indigestos!
Il.x. P.86&-ba
The last two lines effectively prevent sentiment from degenerating
into sentimentality. A similar effect is produced with Dominga's
words:
¢llasete antojado algo?
(ue diz que en aquestos tiempos
hay dencellas con antojos.
dilas comido barro o yeso?
II-xo p.a()bo
The pastoral setting and mood coincide. Lut it is important
tc remember that this is literary and artificial. The style is culto.
“his: is.quite evident in Alvaro's opening speech in II.xi p.&8a.
wccondly, this idyllic episode is an interlude, clearly framed by the
‘one and the incidentsof the enclosing scenes, The change in tonec
with DPeatriz's entrance is no less definite than the change in tone

Trom the romances with assonance in "i = a" in II.ix to the softer

acsonenge in "e=o" in II.x. DBut the whole episcde which starts with
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Il.x and ends with the reconciliation of Alvaro and Beatriz form a
1afger unit which is framed by the Conde's departure to sce the bear
(II.vii) and his return (II.xviide .

In the interval between these two points in the action, flvaro
has moved, I suggést, from-play-ucting (his wooing of Maria) to recal-
life actions (his reconciliation with Beatriz). lNMarfa was only a
dream-like episode in his life. When he awﬁkes, he is re-integrated
into life and society, and.bids his dream farewell: "Adiods,
graciosa serrana" (II.xviii. p.93).

Hy interpretation of this episode as a pseudo-dream and a litcrary
device seems to be supported by an earlier scene in the play where the
hint is more explicit, Oup first view of Maria is as a pastoral
shepherdess, as I have already remarked, DBut this is unreal. Real
shepherds and mountain-dwellers have appeared earlier in I.v-vi.

Their preoccupations are not with death and beauty, as are Maria's,
but with more worldly things:.

OT=RO: No hay son matar y comer.
I.V- p.?ob.

They are concerned with hunting animals = and Jews. - Their love
for the beautiful Haria is neither Tlatonic nor courtly:

+ OTzRO: Par Dios, que cuando la veo
de manera me emberrincho,
que como rocin relincho.
CARRASCO:  iMas arre alldl
MARTIN: Yo babeo
siempre gque la llegec a habrar,
I.Vio p.??.b.

Thic Lit of pastoral realism has, of course, burlesque overtones. Its
. factual realism is anti-pastoral. But these serranos are also clearly
burlesque knights-errant. Benito, '"Yo que s06 / gala desta serrania®

(Ievi, p.?Zb),‘will not allow Otero to aspire to Marfa's hand any more

than the King will tolerate &lvaro as a rival in lo e. 50 the two
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snepherds decide to have a duel. bBut, uncourtly as they are, instead
of arming themselves to.do battle, they undress to have a tussle.
The winner's reward is not to be a love-token, but a goat.
. Maria's initial appearance in I.ix, therefore, is, in part,
unrcal. And this is so, I suggéat, because,| from one point of view,
che can be regarded as a literary creation of flvaro's dream. MNote
that Alvaro has just arrived in Galicia, to';im a rcfuge, a place of
safety, and falls asleep in I.viii., He is assimilated into the rustic
cetting when he dons, along with Caldeira, the garb of the shepherds.
 But this assimilation is only.partial. As is the case with all sioiural
shephexd, his courtly dress can be discerned beneath his rustic clothes:
[MARIA:] Desde la cintura arriba
’ es pastor, y lo que queda
estd vestido de seda.
lexe pe75be

The symbolic significance of this is clear enough. What opalmust
remember is that this dresshis only a temporary disguise, which is
abandoned when Beatriz re-appears.

Put, to return to the scene under discﬁssion, soon flashes of

burlesque appear. There is an inter-play between dream and reality

as llaria the shepherdess is transformed suddenly into Maria, the

pujer varonil, a real-life serrana who is not averse to killing Jews
for the good of her soul and the Church (the thematic link with the
carlier scene with the shepherds is obvious):

(MARIA:] iiste serd alglin judio
de los gque andan a prender
porque no quieren comer
tocino, lqué desvario!
Yo quiero dar hoy vonganzas
a la igreja y sus denuestos;
que quien mata alguno destos
diz que gena perdonanzas.,
Lsta media lancha tomo.

ToXa p.?sbt
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Like Maria Sarmiento, in Antona Garcia, she is about to hurl this

- boulder on to Alvaro, "y a nuestro jodio ahorro / de dotor, cura y
entierro" (I.x p.75b), but is smitten by a sudden love for him. Don
flvaro awakes, and, as if in a dream, begins to court Maria. His
dream ends, as we have seen, with his reconciliation with Beatriz.

The fact that some of the crucial scenes in the play are thus.
framed-in appears significant. They can be said to represent one
view of life (idealistic and literary) which contrasts with the view of
life present in the framing-scenes (a realistic onel). 'lhe idealistic,
literary view, the play argues, when transposed into real life pro-
ducee irresponsible actions. The resultant chaos is in no way
different from that which ensues when man attempts to act out his

5

dreams in real life.” &Alvaro, in wooing Maria, is playing a game,
acting out a dream. FYor hiﬁ,-thia courtship is a sort of therapcutic
psychiatric treatment: Maria is an instrument, not a person. That he
is insensitive to the consequences of his actions is due to his
particular way of viewing the members of the lower classes.

For iaria, however, all this is not a dream.6 That is why we

get glimpses of the grotesque in the midst of the idealisation of the

country. Maria is transformed from a shepherdess into a mujer varonil

and then into a normal peasant-girl who falls in love with the hand-
some stranger. At the end, it is the varonil aspect of laria which
is exploited in order to restore harmony and order to a disturbed °
world.

It is clear now why Alvaro is made to marry Maria and not
Zeatriz. It is vital for the thesis of the play. But Beatriz, too,
contributes to the ending. Her behaviour in II.xiii is anything but

dignified. Under the stress of jeaiousy and anger (intensified by
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her recent experiences), she loses her self-control. The duel between
her and Maria is an inversion of the motif of the earlier fight between
Ctero and Benito. Th; burlesque of the chivalresque convention is
carried a step further: we see two womén fighting over a man.? wWhat
makes the sccne more grotesque is the fact that one of them is ac%ually
a Marchioness. The idea that love is a leveller of ranks is given a
new twist here. The weapons used in this duel are not heroic either:
they are a dagger and a sling. (Is this intended to be an echo of
David fighting Goliath?)

The burlesque of conventions is continued in the sub=-plot, which
contains the parallel love-affair between Caldeira and Dominga. In
the true tradition of the gracioso, Caldeira satirises Alvaro's
behaviour by imitation and amplification. The love of Caldeira and
vominga for each other also provides a cynical comment on the tradition
of pastoral love.

In II.i, Dominga proposes a sound, business-like attitude as
 the basis for their marriage:

[DONINGA:] . o « cinco ducados ganos
Siefe da a cada vaquero;
si el os recibe y conoce,

sicte y cinco seran doce.
Juntaremos el dinero;

Y los diez alios parados,

podrd envidiarnos, casados,

el conde de Monterrey.

II-ic P.SOB--bu

ihe bosis of this marriage is clearly interés. Nor does Caldeira scem
unduly worried over Dominga's supposed premiscuity. The financial and
social benefits which would accrue from their marriage would be an
adequate compensation.

. In II.xviii, Caldeira rcflects and amplifies Alvaro's treatment

of l‘aria in his own treatment of Dominga. The cynicism is further
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amplified laters:

con la mondonga, me avisa

el sabado mondongar,

Yy con Domingo, mudar

cada domingo camisa.

IIIl.viii. p.100Ca,
Zut even here, as in II.xviii, Caldeira still affirms his dzter—
mination to marry Dominga; in this he shows a shadow of the decency
which Alvaro lacks. Here we have satire by contrast and parody. The
parallelism between the sub=-plot and main plot is systematically
maintained, but the point I wish to make is, I think, .clear enough.8
To sum up, the play can be said to contain a criticism of an

irresponsible attitude towards life. Ouch irresponsibility is
ascociated with and illustrated through certain literary conventionc,

which are also shown to be false. Litecrary and social satire, thon,

are united in this play, as they are in the next.



CHAPTSR TWELVE

ANTCNA GARCIA,

; Que vos parais
los hijos y yo las hijas.

»  (Antona Garcia IIT.viii)

dio
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Antona Garcla, a "historical" play, first'published in Tirso's

‘arte cuarta (1635), is episodic in structure.1 The story itself

]

deals with incidents in the "Guerra de la'Beltraneja". Two factors
rive o sense of direction to the incidents. The first is that they
centre around the capture of Toro. The uecond, and perhaps more
interesting and important, is the progress of the love-affair betwcen
intona and the Conde de Penamacor. Other formal aspects help to ensure
structural unity. The most obvious is the insertion of one conflict
into a larger one, which in turn is inserted into an even larger one,
foerming a structural pattern similar to the ones already noted in

lari-Hernandez la pallega, Amar por arte mayor, and Don Gil. The

Castilian~Portuguese conflict is reflected in the more local conflict
between the peasants and nobility of Toro, and this, in turn, is
reilected on the individual level in the conflict, on the one hand,
between Antona and Maria, and, on the other, the much more attenuated
initial tension between Antona and Penamacor which finﬁlly resolves
into an implied union, which echoes the larger reconciliation and
fofgiveness with which the play ends. Othef, smallenfactors also
contribute towards structural unity. OSuch are the deliberate and
frequent use of paralleliems and contrasts (the behaviour of Antona
and thot of the Conde; that of Antona and Maria; the resemblances
Ibetweeq Antona and Isabel; and so on), the use of connecting thematic
motife within the body of the play (e.g., Bartolo's grotesque courting
of Gila, narrated in I.iii, foreshadows the Conde's flirtation with
Antona in I.vi), and the recurrence of the opening motifs at the end:
Qoro is captured; the Leyes Catdlicos are on stage with /ntona, ctc.
but what is perhaps the central feature of the play is the presence of

_ three mujeres varoniles, the most important of them being, as the

title implies, Antona Garcia. It is in the comparison and contrast of



these women that the central interest of the play lies,

While, as I shall argue, the presence of Ieabel and Maria in the

s

lay serves to draw attention to Antona’through her being compared and
contrasted with them, the portrayal of Antona herself has been regarded
ac a problem. liss McClelland, in her sensitive analysis of the
dramatic realism of the mob-scene in the play, has some interesting
remarks to malce about the heroine. She draws attention to Antona's -
fermininity, her maternal instinct; drawn out by the Ventera, the
strength of her personality, the skilful way in which she can handle
the mob, and, of course, her masculinity: "The disconcerting fact about
intena'", says Miss McClellsnd, "is that sometimes she has a man's might
and a woman's mind, ané sometimes a man's might end a man's mind too.”2
This constitutes a dramatic weakness, according to Miss McClelland:

"ese the dramatist .. failed in this instance to portray Antona com=
positely." (p.70). The specific weaknesses in portrayal are pointed
out: "... instead of showing combined, or even convincingly at variance,
in her peasant nature the masculine qualities of leaderchip and a
feminine intuitiveness = or possiblg'a strong maternal instinct - che

is disintegrated; and not all the dramatist's amendments nor all the
spectator's goodwill can put her tidily together." (p.70). Miss
1icClelland sugpests that the imperfection may be attributed to Tirso's

. carelessness, and that thore is no unified picture of the heroine: as

a result, ehe has to be seen in bits and pieces: "... Tirso never
ctopped to imagine her as a whole and therefore never supplied all the
clues to her hypothetical completeness. OShe is best appreciated in

part = that is, in cach of her characteristics separately; and, had che
exicted for the "mob" scene alone, she would still have been among the
noct promising of Tirso's creations." (p.?73)e As will be realised, this

.6 & serious criticism of Tirso's dramatic technique. It cannot be
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denied that there are contradictory and conflicting sides to Antona's
character. But these, perhaps, do not necessarily need to be attri-
buted to a faulty dramatic technigue.

liss Yilscn offers a different int;rpretation of Antona's
character. Antona is "desmesursda, larger than life .... She is
alive, just as Don Juan is alive; but in both cases it is the
exazgerated, quintessential life of the artistic creéation, rather
‘than a convincing verisimilitudé, It is easier to believe in Lauroncia

[of Fuentcovejunal as a real woman, but intona is a more compellin; work

of art" (p.xxi). As is evident, !iiss Wilson concentrates on the
artistry of the portrayal and the exagreration which is an inherent
vart of it, Thesc are, I think, important factors in any Jjust asscoco-
ment of Antona,

The clement of artistic exaggeration which Hiss Wilson points to
is ctressed even more strongly by d. :’ioons.3 He sees Tirso as a
nannerist drematist: "By a process familiar from our knowledge of the
plastic arts of the triumphant periosl of manierismo he has allowed
his emulation of previcus works to stop at an ingenious "diSpositibn

of materials"; Lope's skilful "invcntion'-of a theme is ignored. In

intona Garcia Tirso has recurred to what has been assented to by tl:

cpectators of his age, and dramatic means have become confused with

cends." As a result of this approach, Soons argues, Tirso seems to

o
G

crcate ¢ drima which one may describe as parasi£ic: "This adherence
proven practice rather than to what his predgcessors have venerated
allovws the dramatist to create plays out ¢f his own and others'
'ctock'." But, adds Ccons, "le also needs to convey his imprescion of
life poetically, if only to reject other authors' efforts as absurd =~
or even to reject as absurd human efforts in general = and for thiu

reuson Tirso floods his play with unserious and parodistic features,



Iliz ovm series of "strong" women-characters are travestied in /Antona
Garcla; peacants are stage-peasants; a Portuguese will have to be a
stage Iortuguese; a stirring fable of heroism, once the source of local
vatriotic pride, will be converted into burlesque by a succession of
facetious situations. Tirso is aprarently repudiating previocus drama
on serious subjects ...". Soons, I think, is ;inht in calling
attoention te the absurdity of some aspects of the play and the burlesque
nature of the characters, but, for reasons which I shall make clear,
I think that he perhaps overstates his case, especially in the con-
¢lusions he draws. I am not sure that I properly grasp the point
~oons is making, but insofar as his argument implies that Tirso is
mere quectioning than Lope, it is a suggestive one.h

ihat I shall try to do in this analysis is bring togethor and
dcveIOp points which have been made by these critics. I shall supic:t
that the apparent inconsistency in Antona's portrayal, noted by ilico
licClelland, is deliberate, part of the "desmesurada" Antona who ic a
creation of Tirso's artistic vision. .The exaggeration, however, ic
part idealisaticn (as Miss Wilson implies) and part burlesque (as
Loons supgests). Again, as Scons seems to imply (if I understand hix
correctly), this technique.can be related to Tirso's questiocning
attitude. But I should also suggest (and here my view differs somewhat
frem Soons') that this attitude is not wholly negative. It is not,
it seei.s tc me, primarily iq the "conflict of legalities™ (to use
woong' phrase) that Tirso is interested in this play. He is interosicd
in /intona. And the appeal is not to le;alit&, justicé, or phile=-
sophy, but té morality (and, therefore, relimion). In other vords,
I ¢hall argue thu£ Antona's grotesque portrayal is an aspect of the
literary satire of the play, and that this is linked to a socisl

thesis which is, at bottom, the same as is present in Mari-HernAndeco




la ralleca and, in general, in the plays examined in the second part
of this thesis.

The exaltation of Antona is central to the play. It is about
her, above all else. There are two basic reasons for this. The first
is historical and extra=literary. The play is probably connected
with the lawsuit conducted by Antona Garci#'s descendants, as Miss
Kennedy has pointed out. It was therefore of topical interest., ZIut
the exaltation of a worthy peasant is a theme dear to Tirso's heart,
as we have seen, although it appears frequently enough in other authors,
Thus, as in the czse of Sixtus V, history provides poetry with its
material, This is certainly the second reason for the writing of this
playe

Comparison and contrast, i.e., the exploitation of the harmonic
structure, are the fundamental technical features in Tirso's portrayzl
of Antona. Parallelisms are ecstablished between Antoha, on the one
hand, and Isabel and Maria on the other. Secondly, there are parallcl-
isms between the actions of Antona and those of the Conde de Fenamacor,
These are especially important in view of jhe implications of the love=
intrigue.'

Firsty, I shall discuss the three mujeres varocniles who form the

central core of the piay. Isabel and Maria are connected directly with
the basic, historical storylbf the play, while Penamacor, whom I chall
discuss subsequently, is more important for the love-intrigue, and,
consequently, although a TFortuguese nobleman, is'hot whelly identificd
with the side represented by laria. Antona is compared and contrasted
‘with the two women, and the portrait which thus emerges is all the

more striking. The fact that three mujeres varcniles are precented

(i'aria indirectly) right at the beginning of this play is itself

crotesque. It is an embarrassment of riches, and it is significant.

J)s



The groteéque is often a sign of the satirical, and grotesque

dctails are evident in intona Garcia. An excellent instance is the

method, invented Ly the eighth Castilian, of dyins eyes black (III.iii),

which is a reductio ad absurdum of a well-established joke, and a

satirical comment on the fashion of the day, which would even defy
aanture. There is an obvious connexion between this joke and one of
the central problems in the play, which hinses on the urge to social.
conformity. If we examine the portrayal of Antona Garcia, too, we
can easily see that she is a grotesque creature. Cne way in which
Zirso hints at this is by contrasting Antona with an authentic mujer
voronil, Isabels In Antona, we get, to a certain extent, a dis-
fipuration of Isabel.

The GQueen may be regarded as the authentic warlike womane. That
che is in military garb is made clear from Antona's words: '"tan apuccsta
y ruerreadora" (I.ii. p.417a). By appearing at the very opening of the
play, she fixes herseif in our minds as .the standard by which sntona
and Maria may be measured. Her harangue to the troops opens the play
and reveals her as warlike, imperious, and not lacking in valour. /s
iliss Wilson says, she shows a '"spirited resistance cven when the out-
lock is black" (pexvii). It is not her femininity with which we arc
primarily impressed: the Almirante refers to '"esa virtud atractiva"
(Isie peliCOh) with an awesome admiration. -Her military ambitions male
her in a way the rival of Fgrnando, her husband. We see her half hoping
thnt Fernando will delqy lonéueﬁough to enable her to have the glory of
teking Zamora, as lMiss Wilson points out: I

y i se tarda, gozaré la gloria
Yo sola desta hazefia.
IT.ive peli270e
In the same scene, she revcals that she even aspires to the Portugucce

crowvns

416
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Antes espero que podré en la silla
suceder portugucsa.
IIl.ive. p.hZ?a-

It is no surprise that the Alamirante's admiration finds expression in
the words: "Valor de la Semiramis de Sspafial" (II.iv. p.427b).
ut her ardour for war is not all: she is a well=balanced character:

Licito es en los trabajos
buscar honestes alivios,
que un pecho real es tan ancho
que pueden caber en el
aprietos y desenfados,
Gocemos la villanesca.

I.i. p.4103.

Jhe is a gracious ‘ucen, and her conduct towards her followers and her

cubjects reveals this, Ohe is also generous to her defeated enemies,
and issues‘a general pardon at the end. Zut the most human side of
Ler cha;acter is revealed in her affection for Antona.

Isabel is, too, an embodiment of decorum. GShe advises Antona to

renounce her warlike nature:
No hagdis de hazailas alarde
porque el mismo inconveniente
hallo en la mujer valiente
que en el marido cobarde.
I.iio p.1l12a.

. +his 1s the decorum of the sexes. A woman should be womanly, and be
cubordinats to man (and here we can guess how hard Isabel must strive
to subordinate herself to Fernando):

No os precidéis de pelear,

que el honor de la mujer

censiste en obedecer,

como en el hoszbre el mandar,

y vedme cuando entre en Toro,.

I.ii. pe412bs

snd not even Isabel is spared Tirso's irony, as the last line reveal..
ltis ircny is underlined: Isabel condemns llaria in her opening specclis:

Dofia Maria Sarmientdq,

su mujer, vituperando
su misma naturaleza,



en el acero templado

trucca galas mujerilesy

rlaza de armas es su estrado,

sus visitas, centinelas,

y sus doncellas, soldados.

I.i. p.O8be.

Eut Isabel is conscious of what is proper, and in the antepenultimate
scene of the play (III.ix), she constrains herself to follow Fernando's
lead, suppressing her own desire to punish the rebels.

#inally, it is important to note the parailel that Tirso
establishes between Isabel and Antcna. lMiss Wilson has referred to
this: "Isabel advises Antona at her wedding. to settle down and becone
o cubmissive houscewifej but she does not practise what she preaches,
and nor can Antona resign herself to domesticity." Both Isabel and
.ntona are described as "Semiramis". "This reflection of the Jucen
in the local heroine", says Miss Wilson, "is obviously meant as a
mergure of the latter's importance" (p.xviii).

The relationship between the two women is reinforced. Antona
and Isabel are both beautiful and warlike. Miss Wilson notes that
Antona "describes the Queen's beauty unashamedly to her face in such
ructic terms of comparison as parsley, wheat, milk, onions and garlicl"
{pexv). This point can be taken further. Just as the CQueen is
‘deccribed in rustic terms, Antona is proised by the villagers thus:

Mis valéis vos, Antona,
que la corte toda.

I:ii. pulf'lobt
ind the porallelism is carried to details. Antona is praised in more
or less culto terms:

CTRO: Sois ojiesmeralda,
sols carirredonda,
Y, en fin, sols de cuerpo
la mas gentilhombra.
\e hay quien vos semeje,
reinas ni sefioras,

porque sois mis linda.
Ioii- pp.h"lOb-l{-'l'ia.

=
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Iut in intona's praise of Isabel, the latter, also, we learn, has

creen eyes = "vuesos dos ojos parecen / dos matas de perzjil" (I.ii.
pelt112.) = and she, too, is "cariharta". That this parallel is
deliberate and symbolic is perhaps suggested by the fact that the

Conde refers to Antona's "dulces ojos morenos'" = which we may safely
racard as a more accurate and factual descripiion. It is obvious,

tiien, that we are invited to compﬁre_and contrast Antona and Isabel.

“he importance of this will become obvious when I discuss the social
thesis of the play. On a purely literary level, it will be clear th-t
the grotesque aspect of the heroine's portrayal is stressed in this waye.

Defia Maria Sarmiento, "vituperando / su misma naturaleza', con-

ctitutes our second mujer varonil., 1In !'iss Wilson's words, she is the

“hard, vicious villainess he [Tirsol needs as a worthy antagonist for
‘ntona," (pexvii). BEartolo's judgment only confirms this:

L3

un dimufio de moger,

llamada Dofla Maria

Sarmiento, de una ventana

nedio tabique arrojo

con que en la cholla la dio

ihazafla, pardiez, villanal

II.v. p.428b.

It will be noted that, just as Antcona is referred to in courtly terus
and compared with the Queen, Maria is here likened to a "villana" =
her action was a base one. £he was the only one to have recourse to
the most primitive of weapons, a stone, or, rather, a rock (which
was mere in keeping with her Titanic character = even the peasants
aced agricultural implements: '"No hay palas, bieldos, / trancas,
arados?" asks Antona, (II.iii, p.’25a) -, and her attack was a
treacherous one. This is significant, for ﬁaria, of all the charactc:é,
is the most contemptuous of the peasants: hgr spcech in II.ii exprososs

her scorn for the lower classes, whom she regards as inferior in

overy respect and whom she is prepared to bring to heel by the use
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of force if necescary, if bribes cannot tempt them. ©She berates the
Conde for loving .ntona:
belipsa susangre: clara
quien como vos se enamora
de una rustica villana.
II .ix- thsabn
I shall discuss this point again later, but it is clear that

liaria is an interesting study in her own right, since she serves as

a contrast to two other variants of the mujer varonil type. oShe,
unlike Ipabel, is a oﬁe-sided character, driven, as Isabel puts it,
by "la pasidn y el interés'" (I.i. p.408b), and this is more a patho-
lorical than an artistic defect.

Maria is more of a demapogue than her husband. IHer speech,
thouch insulting to the peasants, almost cows fhem into surrender.
wrruments, proofs, abuse follow in torrential flow; a bribe is bolstcred
with a sinister threat of force. But her judgment is prejudiced: in
fact, her speech and her actions verge on the hysterical, <S£he acts on
prejudice:s the villanos are inferior because they are villanosj the
nobles are superior, therefore the nobles are right; in addition, the
letrados support the nobles. Therefore, when she comes up against
Antona, her fury does not allow her to think clearly, for Antona's
jrguments are as subtle as any letrado can produce. Maria is moved
by envy to the verge of madness: '"mi envidia vos tiene loca', says
intona to her, and this is revealed in her relentless pursuit of the
wounded peasant woman. ©she is obsessed by one thought = the need to
kill Antona, who is an obstacle in her way, and, after her treacherocus
attack, urges the soldiers to finish her off: "Acabalda de matar'
(II.iii. p.426a)s Face to face with Antona at the end of Act iI,
“zria.panics: all she can do is shout for help and flee when the Conce

orposes Antona, although only a moment before she was urging him to
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kill the peasant woman.
‘50 the last we see of ‘aria is a clean pair of heels = most

unbecoming in a mujer heroica~muerrcra. Her influence does not end

here, however, since Antona's desire to be revenged on her is a further
and delishtful motive behind Antona's actions; the latter's hatred of
Yaria reveals a very feminine aspect of her character. To see a feud
exicting between two Amazons is not unamusing.

To sum up, Haria is an anti-mujer varonil. As a psychological

study, she borders on the pathological: she is ruled by prejudice,
hate and envy; her obsession with the need for Antona's death - pro-
phetic, as she herself declares - reveals her unsettled mental statez,
ler hyster;cal outpourings can cow a mob, even though Antona can sway
and lead them better. For Maria is, in short, a deformed character:

her lack of virtues and feelings makes her almost inhuman.

Antona, our third mujer varonil, is a "prodigio". Jshe is not

deformed in the way Maria is: she is not dominated by one obsession.
~he is a more fully drawn character than Isabel. Miss Wilson has
accurateiy described her as "desmesurada'. On the other hand, she docs

not conform to the ideal type of the mujer heroica-gﬁcrrera, notwith=

standing the parallel established between her and Isabel: '"la sarta
que aybuello llevo / .mos encadena a los dos" (I.ii. p.412b). 'She is
very much larger than life, but is also exaggerated to the point of
caricature.

The first thing we notice is a tension between Antona as a woman.

ond Antona & a mujer varonil. Jhe is an extremely beautiful woman

with a woman's feelings and censitivities. Miss lcClelland, though
unhappy over what she regards as Tirso's artistic incomsistency, rightly
cees at the bottom of Antona's portrayal "an idealistic peasant woman

with a dominating personality, strong as a mun, sometimes both mentolly



and physically so; a woman with insight and something of a sense

of humour". (p.69). This isc quite accurate. The Conde is witness
to her strength and beauty. Her cense.of humour is evident when she
offers to make Fenamacor '"Conde del rastrillo" (I.vi. p.41lbl. Her
women's feelings are revealed when the Ventera gets her to confess
her love for her.daughter. At other times, too, we catch glimpses
of a scneitive nature. liiss Wilson has observed how Antona's sorrow
for her dead husband expresses itself as a sudden outburst of haticed
for the Conde. The fact that she immediately turns her mind to thou:hts
" of vengeance does not prevent her from expressing in surprisingly
restrained and effective language the naturé of the relationship
Letween her dead husbend and herself: 'De gue era, en fin, dueflo
mio, / no le imagino llorar" (II.vii. p.431al.

But intona is of a practical nature, and she is, says Pero
slonso, a "mujer de digo y hago" (III.viii. p.h#Sb). She is not
devoid of feelings, although.her practical nature leads her to suppross
them, or rather channel their energics into actioni

légrimas trueque el pesar

en venganzas, que yo fio

que mi mudo sentimiento

por cu muerte, ha de encender

a Toro, aunque sOy mujer.

II.vii. p.431a,

Tﬁis is cne aspect of her varonil character. G&he explains to the
Count that che is "a la guerra inclinada" (I.vi. p.417a). che there-
fore consciously and deliberately plays a part for which she is fitted
by nature; but because this aspect of her.nature conflicts with the
truly feminine one (and this dual aspect is surely characteristic of
any well=developed human being), she exaggerates the masculine aspect

of her nature, of which she is too conscious. Therefore, while she

parallels the prototype of the mujer heroico-guerrcra, Isabel, she at
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the same time tries to out-iemiramis semiramis. Thus, when Tirso,

as kiss heClelland says, 'obutinately recalls her at every turn to

a stronge-man exhibition" (p.69), he is not guilty of an inconsistency,
but rather faithfully representing the inner tension of an exceptiona
character,

‘he integrity of Antona's character is evident. Jhe is not to e
cuborneds In her counter-specech to the mob, she coulats Haria's
arpuments, subtly countering each reason with a counter-reason - e cn
though che insists she is no more than an ordinary peasant woman. Jhe
three speeches of Isabel, lflaria and Antona help to bring out the
rocemblances and differences of the three women. |

; her

-
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Her sense of decorum equals thet=== her ‘uceen's. She realisc
duties as a married woman: "que yo hago lo que debo" (I.ive p.l14bl,
~he recognises the need for social decorum:

que como al reye la lanza

honra a la mujer el huso.

Jeive P.%TQb-

+nad che reminds the Conde of the social difference between thcm. Jhe
observes the rules of marital decorum: she rejects the advances of the
Count and ferbids amorous conversation; she will not enter into any
irregular liaison:

Porque pretender de mi

lo que el bien querer procura,

&1 no es por mano del cura,

es, ya lo veis, frenesi.

II,.vii. p.h51a.
lier self-control reflects Isabel's, although only up to a point:

che regrets the death of her comrades, but "... aunque en el alma los
lloro, / los disimulo en la cara" (III.i. p.434al). she makes an effort
to restrain herself when the Portuguese chaff her in the inn. Etut the
parallel with Isabel inevitably breaks down, as it must if Antona ic tlo

be other than a mere reproduction of Isabel. Che must go beyocna ti
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{conventional ideal type = and thus enter the realm of the grotesque.

David Yorcester, discussing grotesque satire, ébserves that often
the grotesque enters into character=drawing of the most delicate order,
h~ tendency of burlesque satire is to sgrticularize, and the detail
chosen is unusual and eccentric. Vorcester refers to its "pursuit of
the odd, macabre and eccentric'", in which it is fantastic rather than
realistic, It is satire by description. "A clach eof ideas is implicit
in the proccés of creating a scale of values at ﬁnriance with the
common standards of mankind."5

This is surely the point behind Tirso's unusual portrayal of

‘ntona. She is a burlesque mujer varonil, and the details Tirso

chooses to exaggerate reveal this. In the portrayal of Antona we notc

the concistent use of exaggeration and violent contrast. Antona differs

from the traditional line of mujeres heroico-guerreras in being a
neasant woman rathor than a queen of noblewoman. The anecdotes which
introduce her indirectly strike a grotesque note. b5he is not only
strong but incredibly so:
[ANTONIO:] Tira a la barra y al canto
con el labrador mds diestro.
I.i. pe410a,
~he is, in fact, scmething of a champ ion athlete. She apparently
does not always agree with the law, as she shows when she reccues her
cousin from its clutches:
(ANTGNIO:] cogid al jumento y al horbre,
¥y llevéndole en los brazos,
como si de paja fueran,
los metid en la iglesia a entrambos,
Ini. p-£+10b.
“he does not hesitate to shut up troublescme soldiers in the corral.
Yet,when we first meet her, she enters as & bride, and later on

carries on what almost amounts to a mild flirtation with the Conde.

‘ut we are not allowed to forget the mujer waronil, Her conversation




is punctuated with a violent war-cry: "Reine Isabel" and ends with

her crushing the Conde's hand. The behaviour is, to say the least,
highly eccentric, more so in a woman occupied with domestic tasks.

‘hese she executes with a characteristic Egég and seems to enjoy her
pecition as a housewife. Far from trying to escape her fomininity, she
marries, beﬁomes a widow, and, before promising to marry for the

sceond time, she has twins almost on the stage = in an almost heroic
nanner; not quite, however, for she finds her labour pains hard to

bear, and realises that she is, after all, only a woman in some res:ecis.
Hevertheless, in the famous scene at the inn, where we see her tired aond

hungry = human, to say the least, and a woman (now a viuda varenil) =

and witness her discomfort, she continues her strong-man acte. ©The
Leats up four Portuguese with a bench, though having confessed to being
tired and hungry; announces a secas to the Venteraé "Sabed que preiiada
ectd" (III.ive p.4l41b) = and few things can be more grotesque in a

mujer varonil, especially under the circumstances; is delivered of a

child, delivers the Conde from his captors, forcibly ejecting them fronm
the innj reluctantly tears herself away from the Conde's interesting
account of the war in order to be delivered of another child, and

straightway returns to hear the rest of the story, only to ses that cle

muit sling her twins over her shoulders ani set off. The mujer varonil

ic obviously reduced to absurdity. This grotesque alternation is conztant

throughout the play. Antona turns from a fervent admiration of the
wusen to an enthusiastic application to her household duties, from
which she hurls herself into battle for the Gueen:

[BAKTOLO: ] sin estorbarle la ropa,
diez mata y tantos heridos

IXl.v. p.428b,

For this is the cne duty which overrides all other considerations.



The above remarks make it plain that Antona is an obvious

caricature of the mujer heroico-guerrera, ideally reprecented in the

play by Icabel. In the first place, we note that Isabel and Antona

arz both opposed to Marla. The Queen and Antona are on the same side
politically, and, being of similar natures, feel a mutual admiration
and friendship. Maria, by her base actions, shows up the nobility of
the peasant woman and also emphasises the true nobility of the (uecn.
"he parallelism between the (ueen's opening speech and Maria's in

II,ii emphasises the contrast between them. Maria is thus an importont
chnracter foill to these two and drives them closer together,

But this very affinity, carefully eked out by stylistic parallels,
leads us to compare aﬁd contrast Isabel and Antona., It will be noticed
that the aspects of Antona's character which are grossly exaggerated
are precisely those which are not consonant with our idea of a mujer
varonil, This tends to emphasise the grotesque aspect of her portrayal.
Antona is subject to love from the very beginning. Unlike Isabel, she
is a housewife full of zest. OChe lacks Isabel's absolute self-control,
she is impetuous. She agrees to subnit to her husband's authority,
but will fight for Isabel if the need arises. -

On the other hand, her warlike nature makes continual irruptions
into her emotional life: she speaks of war to the Conde when he would
court herj beats up the Portuguese and frees the Count during her con-
finement; and her woman's hatred for Maria is one of the reasons for
her eagerness to lead the surprise attack on Toro., Antona's is a
crotesque portrayul: she is a woman who wants to be both man and wonan.
Tirso is obviously stretching this figure as far ag it can go: 1 basic
ond realistic psychological tension is exaggerated out of all pro=-
portion, for he is satirising a literary type.

This, of course, can be linked with the definitive appearance of
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a realistic literary trend at the beginning of the seventeenth centuny.s
“he female warrior was esseniially a creation of idealistic literature,

.hile the existence of the mujer varonil,K in real life is not to be

doubted, she is the exception rather than the rule, If Antona is
ridiculed in this play, one reason for it is that she is trying to
act like an esséntially literary type. The tensions between her

3 - 3 - r
artificial persona as a mujer varonil and her '"real' feminines naturc

preduces a grotesque character. In this rejection of a "literary"

approach to life, Antona Carcia and }lari-Hernindez possess a factor

in common.
1f, in the figure of Antona Garcia, Tirso has compared a literary
cenvention with reality and found it absurd, on the social level he
compares an aspect of seventeenth-century reality with an ideal and
finds it equally absurd. Antona Garcia is an absurd character because
she is unnaturalj a petrified social structure is absurd because it,
tco, is unnatural. And Maria ic the representative of such a structurc,
I have already drawn att:ntion to the parallel established betwecen
Antona and Isabel - a parallel in character, supported by parallels in
“imagery and situations. Tirso's intention is obviously to point out
the affinity between these two characters. 'In opposition to them stanés
Haria, who is presented, mofally, as the real villana. Antona, the
peasant woman, acts nobly. Maria's real dramatic function (apart from
being a political and personal enemy to Antona and, consequently, onc
of the motivating elements of the action) is to serve as a character
foil ® Antona. But these tw§ details are only part of a larger péttcrn.
ﬂaria represents the attitude of the nobles who are hostile to _sabel
and irernando and who support the Fortuguesg Her attitude towards tle
Castilian lower classes is one of contempt and this is why she is the

enemy of /intona and berates the Conde for loving her.
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The love=affair between Antona and Penamacor, a conventional
element of the comedia, is an integral part of the theme. The love
turns from a mild flirtation in I.vi to a promise of marriage in
III.viii, The unusual nature of this praposed marriage is evident,
as Miss Wilson observes: "... great emphasis is laid on Antona's social
status" (p.xv); she "repeatedly tells the Count she can never marry
hin because of the difference in rank between then" (p.xv). '"Yet",
continues liss %Wilson, "at the end this barrier is disregarded and there
is a hint of possible union between the peasant woman and the noble,
~ Here too.we have a typically Tirsian trait, a 'desenlace' which unites
'cayados con cetros', 'seda con sayal'." (p.xv), Miss Wilson goes
on to comment: "His relative indifference to social distinctions
clearly divides Tirso from his méster Lope de Vega, who always retained
a olrictly hierarchical view of socity .... Tirso's nobles are often
genuinely in lové with women of lower rank and end by making them

their wives. This is virtually the case in Antona Garcia; to be sure,

Antena jokingly imposes an impossible condition to her acceptance of
the Count, and Tirso thus cleverly safeguards historical truth, for
of course, no such marriage ever took place; but to all intents and
purpoces the play may be said to lead up to it, and thus the class
strucgle is resolved." (ppexv-xvi).

In fact, right through the play fhera is a stress on social
decorums JIsabel advises Antona to subordinate herself to her husband
in I,ii and Antona comments:

Hande_y rija mi marido,'
pues Uios su yugo me ha puesto.
I.ii. p.4120,.
Isabel herself does the same:
il rey, mi sefior, pcdra

hacer lo que sea servido,
III.ix. pe443b.



~he thus forgoes her desire for vengeance. Antona stresses in I.iv,
when she sends Bartolo off to guard the flock, that social duties must
be conscientiously fulfilled. Ulloa's speech to the peasants affirms
that the duty and function of the nobles are to guide the lower
classese Let them submit to their rulers:
Hombres buenos, reducios;
y lo que no os pertenece:
dejad a quien tiene el cargo.
II.i. p.1+23a.
/ntona repeatedly points out to the Conde that social barriers are an
cbstacle to their marriage:
la seda junto al sayal,
fuerza es que parezca mal,
porque ni pega, ni cuaja.
II.vii. Poli}‘Ia.
llow, the theoretical arguments advanced are fundamentally right,
because they ensure the smooth working of society. But there are other
« argpuments put forward in the play which, though they may seem to develop
logically from the above, are really instruments of social injustice
and oppressiocne In. I.vii, Don Basco gives his opinion of the villconos:
pero pecheros villanos
de poca importancia scon.
I.vii, p.k22a.
Their only use is to pay taxés; their opinion regarding government is
not wanted. Maria's speech in II.ii is full of abuse for the peasants.
They are "barbaros', blind and unlettered; she believes that they can be
cuborned or, if they prove recalcitrant, intimidated. Again, the
Conde's love for Antona is, from Maria's point of view, degrading,
The two points that emerge from all this are; first, the assumption
of the innate inferiority of the wvillanos bhecause of their soci :1
status, and, secondly, the. insistence on k1eping the different social

clacces rigidly separate (to ensure, of course, that the economic burden

ol the country should fall on the villanos, and that the nobility
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maintain their privileged position.)

Against this unjust attitude stands Antona. As a representative
of the people she is set on par with the nobility: "Mis valéis vos,
intona, / que la corte toda". She is in no way an inferior person, but
trcated as a friend by the Queen. Her speech is a vigorous defence
and oven an exaltation of the villanos, She opposes her rustic, honest
common=-gense, clear and unprejudiced, to the "arguciocnes" of suborncd
Yletrades'", Jhe sees facts and is not intereste& in legalistic niceties;
she prefers certainty ("una hermana con certeza') to doubt ("una
bija eee en duda") (II.iii. p.k24b). Moreover, "voz del puebro es
voz de Dios" (p.424b), and no judge can argue against that. It is
“therefore no surprise ;hat the definitive triumﬁh of the Reyes Catdlicocs
is associated with a popular movement,.o¥ that Maria, D, Basco and th
Lcriuguesa are eventually defeated.

The point Tirso is making is clear enough. If the existing social
conventions produce a state of affairs in which the socially notle are
meorally unworthy, then -those conventions must be modified so that
socilety can be re=structured. This re-structuring of society is whaot
is implied in the love and courtship of Antona.and the Conde.

The progress of their courtship is parallel with the various
stages in the taking of Toro. There are various obstacles in the way
of their loves At the beginning of the play Antona is presented as
being near the top of her class. <£he is rich, and of unadulterated
bLlood, proud of her status. IHer marriage to Juan brings her fulfilment,
and thus we can see her as the perfect, contﬁnted housgewife in I.vi.
~ut she is worthy of a higher status. This is symbolised by Pc.amacor,
and che must ehow herself wortihy of being his wife. There are two main
nopects concerning her rise, and it will be helpful to discuss then

ceparately.



ey

Intona rises above her social status by surpassing herself. che
models hercself on Isabel, and being exceptional herself, easily proves
her moral superiority to Maria. (That Antona is never really allowed
to demonstrate her physical superiority over lMaria, although this is
clearly suggestcd, while Maria's treacherous act causes Antonﬁ severe
physical injury may be significant: it is morality, nobility of soul
Pirso is interested in, not brute force.) At'the same time, she is the
natural leader of the peasants (i.e., she is at the top of her social
class), and fights on behalf of the Reyes Catdlicos. By this acticn
she at once goes beyond her social as well as sexual sphere of acticn,
i.es, she acts as a member of the noble or fighting class, and as a
mane As sh2 proves her worth, the obstacles to her union with Penwiacor
are removed. Thus lonroy's death can be seen as symbolical. Having
fulfilled the duties of her class and exceeded them, Antona can now rise.
~he, like Penamacor, (but for different reasons) can be regarded as an
cxception to her class.

The Conde, we must remember, is himself an important character in
the play and much more than the conventicnal, love=sick Portuguesc
~oons sees. wvince he is a Portuguese, he is Antona's political enemy.
tut he is also truly noble; his actions are worthy of his status; he
is just - impartiully so, for he saves Antona from iiarfa and I'~ria from
ﬂntona;_he has a strong cense of duty and his politicai loyalty is
firm; he is compassionate. In short, he is the true nobleman, as
opposed to the Maria Carmicnto type. He sees in Antona qualities which
fit her to be his wife, and, instead of choosing a wife of the ilaria
type, he subordinates political and social diffcrepces to love,. .

The extent to which Antona has risen is underlined by the
parallelisa of the scenes in which she and FPenamacér appear. At first

(I.vi), their basic equality as human beings is ovident. Antona is a
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match for Penamacor: she can discourse on war, keep Penamacor under
control. But the social inequality is still there. This is also
ctressed when in II.iiil Penamacor protects her and saves her from the
vindictive hatred of Naria and the Portuguese soldiers. Penamacor's
nobility of soul is evident. IBut Antona cannot long be his captives:

she breaks loose. In her ascent upwards, it is emphasised that her
masculinity is not a negation of her femininity (hence the birth-scecneld,.
In the midst of her labour, literally and syjbolically, she rescues

Penamacor from his Castilian captors, the pafallel with the earlier

ccene being reinforced verbally:

ANTCNA: theorddicos cuando herida
me defendisteis en Toro
de aquella Doia laria
y de todos sus parientes?

PLUNAMACOR:  Pendiendo de vos mi vida,
no hice mucho, si era fuerza
morir yo sin vos.

ANTONA: No olvidan
deudas de tanta importancia
las que son agradecidas.
soldados, © lo que son,
vuélvanse a Zamora y digan
al Don &lvaro que lleva
al conde Antona Garcia,
gue ella dara cuenta del.

III.vi. p-ll‘li'lfbo

.ntona stresses that she is repaying a debt to the Count (which implies
their social equality):

ANTONA: 5i los avisan
- que es /Antona quien lo manda,
¥y que asi se desobriga
de otro tanto que hizo el conde
.por ella y que queda viva
¥y a su servicio como antes,
darales bucnas albricias.
III.vi. p.slSa.

It is at this point that Penamacor repeats his offer of marriace
uhich, as liss Wilson says, is cccepted by Antona, but with an imposcible

condition attached to her acceptance:



PENAMACOR: ° En fin, ¢prometéis ser mia?

ANTCNAS vi, con una condicidn.
PLNAMACORS &Y es?

ANTCNA: ¢Jurdis vos de cumplirla?
PUNAMACOR:  Claro esti. o

ANTONA S (ue vos parais

los hijos y yo las hijas. _
III.V‘.‘Li‘i. p.li""fgbl

sntona is thus, at the end, raised up to be theIConde's wife and so her
clevation to the top of Toro's battlements is clearly symbolical.
Yor when the hereditary nobility have become degenerate, the only true
regeneration can be effected by introducing fresh, healthy tlood
from the lower classes where it runs red but true. Considered within
this context, Antona's parting joke to the Count opens to reveal a
sublimely beautiful symbolism for all its outward grotesqueness: ''“Jue
vos pardis / los hijos y yo las hijas". This, surely, is the thewme
of the play. That is why I am inclined to offer a differcnt inter- .
pretation to Soons'; for if this process (by which the civilised
elements receive and sublimate the tremendous powers of nature, which,
though noble are uncontrolled = hence the dichotomy of Antona's
character) is not archetypal, one would be at a loss to say what is.
The seccnd point concerning the elevation of Antona is the
nrotesque nature of her portrayal. 1 have already suggested above one
rcason for the dichotomy in her character. DBut there are others,
which become clearer if we consider the conventions of the literary
centext in which Golden Age plays were written.
In the play, two peasants, Antona and Bartolo, rise socially.
Eoth are treated grotesguely in the course of the play, but both are
"redcemed" at the end.7 Now, if we hark back to the three women in
the play, we shall see that their simultaneous presence is one of itc

“ey featuress They represent three different social classes and arc

ireated in three different ways. Isabel, despite the ironical touches
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ie notice, is treated nobly. Marfia is condemned, but we feel sorry for
1iers the essence of her plight is that her values are the wrong ones:
she 16 concerned only with the accidents of her social status, and con=
sequently, of life. Antona is ultimately to marry a Count, and she
-ains the giory of the capture of To?o (whereas Isabel had to be contont
ith entering Zamora with Fernando) and she wins our hearts, for she is
sinpdtica and her character is truly noble. But, like Bartclo, she is
;reated grotesquely. .

Here we have, of course, the threefold diﬂision of styles = high,
iixed, and low = in Isabel, lMaria,and Antona. | This, as Auerbachls nade
lecar, was a stylistic convention based on literary and, ultimately,
social prejudices. From this point of view, Antona is treated
rotesquely because, first, she is a member of the lower classes;

secondly, she is "wrong" in being a mujer varonil (Isabel - not even

larfa = can be varonil, for she is Qucen and ruler, and that only when
‘ernando is absent) and thus '"wrong' in usurping the social functions of
ien: che fights, leads the villagers, carries the standard; and thirdly,
she is ''wrong" in usurping the political duties of the upper. classes,
he nobility.

Dut, at times, two wrongs can make a right. The real nobility
wave forgotten their social functions and duties: this is what Maria's
\ittitude signifies. They are, in fact, degenerate. The "mixed" style
.5 & debasement here, for it looks downwards instead of-upwards.

Lo whom, then, is one to tﬁrn to effect a regeneration of the
10bility but the peasantry? Antona symbolises all that is noble in
wman nature: she saves the Conde, for example, from his Castilian
aplors as he had saved her from her rortuguese enemies. Her nobility
shines out through all the grotesque trappings.

“irso points to Antona's redemption from her grotesqueness by her

oming marriage to Penamacor, and this welds together the literary and
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social aspects of the play, strengthening its organic unitye. The
finul vision we have of Penamacor and Antona walking hand in hand into
marriage, this symbolic union of the highest and lowest rungs of
society, reveals, in one brilliant flash, Tirso the idealist behind
lirso the satirist. Thus the fact that the play is ﬁnfinished can

te considered a positive virtue, since we are left with the feeling
that the achievement is within grasp. (But do we, at the same time,
see the pessimistic scepticism of the practical idealist? Despite the
¢ptimistic ending of the play, we know thét historically the ending
was otherwise.) Yet, it is this vision of Tirso's which enables us

to see a bit more clcarly Tirso the man: the vision of the nobility
producing worthy sons of the country (and, on this symbolic level,
there is no absurdity in Antona's condition to the Count) who will
turn to the daughters of the earth and, by lifting them up and not
decpising them, will themselves be renewed and reinvigorated, supported

and enriched in a full and active social harmonye.
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,  The main points which have emerged from my analyses of Tirso's
plays have been summarised at the end of each section in the body

of the thesis. Here, i shall only attempt to bring together come

of the more important conclusions. I éhall consider, first, Tirso's
view of society;'next, some features of his art-form; and, finally,
I shall make some sugrestions concerning his place in the historical
development of the comedia,

In my introduction, I stated that critics, with some exceptions,
have traditionally argued that the morality of Tirso's comedies is
suspect and his technique primitive, if not cafeleasly incompetent.

In this thesis, I set out to examine the validity of these
judgments by analysing closely a number of his comedies. The hypo—
thesis 1 simultaneously put forward was this: that if the comedies ore
seen as satirically conceived, the traditional view mucst be modificd.
In my attempt to test this hypothesis, I examined plays in which the
satire of social and/or literary conventions plays a cruciallralc.

This general hypothesis seems to have been confirmed. I have
shown that, iflwe see Tirso's comedy as satiric comedy, our response
to it must differ from the traditional one. The two main points
established are these: first, that the plays are concerned with
exploring moral and social problems; and secondly, that they are by
no means technically unsatisfactory.

As regards the morality of Tirso's comedies, I have tried to
show that there is a fundamental concern with personal aﬁd social
relationships and, especially, the attitudes and values on which
these are based. For Tirso, the ultimate foundation on which these
rclationships are to be builf is the morality which is grounded in

religione.
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' This means that, within the context of seventeenth-century society
in particular, and human life in general, the assertion of moral
values as the touchstone of valid and genuine actions and attitudes
lcads to a challenging of the conventioﬂa and assamptions which often
in practice govern personﬁl as well as social relationships. Cuite
often Tirsolsupports a violation of existing conventions and what
may appear at first glance to be a violation of morality in order
to affirm deeper,-génuine moral values.

' This makes it clear that Tirso is not suggesting that the
existing social structure should be bodily inverted or destroyed.
If people vere guided by moral values, Tirso would, we feel, have no
quarrel with the traditional social structuré. But, in that case,
we should also have to grant, the structure would be different, and
similar to the one proposed by Tirso. VWhat he advocates is a more
radical re-structuring of society on the basis of criteria moral and
religious, and not sccular and workdly. Within this proposed structure,
each individual would be accorded the position he truly deserved.
This is probably the basic reason why the figure of the illegitimate

son or the segundén occurs so often in Tirso's plays: they are

individuals who have to prove their worth, since they do not auto-
matically inherit a safe niche in society. -Ey showing how they
attain their positions in the social-stfucthre, Tirso puts forward
his own views on society.

- Ultimately, Tirso is advocating a flexible approach to life.
Thet is why he concentrates'on the naturelof a particular situation ;
and the appropriate response of the individual to it. This, perhaps,
is the explanation for his use of extreme or highly eambiguocus

cituations, where the automatic, conventional response proves to be



invalid. Thus any petrification in social conventions or in the
personal response to life is the butt of his satire,

The implications of this view of Tirso's comedies for the
theories of comedy which I have conside}ed in relation to the plays
analysed will be eviéont. I am not convinced that the application
of the theory of the comic catharsis to Tirso's plays is wholly wvalid,
There would seem to be a. socially subversive element in Tirsian
(and Golden Age) comedy mainly because the Christian way of life is
socizally subversive, The analyses of plays in which Tirso suggests
that social barriers are not inviolable seem to imply that Lope's

L1 perro del hortelano makes the same point. Tirsian comedy (and

therefore Colden Age literature in so far as Tirso's comedy is
representative of it) is problematic and, ultimately, serious.

Ierhaps the most serious point Tirso's comedy makes concerns the
absurdity of life. This pervades Tirso‘sldrama and is the view to
which all the merriment leads. This, in a way, is a pessiaistic
view of life. In this, Tirso's comedy suppo;ts Kerr's theory.

But it would be wrong to cenclude that Tirso makes his point with
puritanh;;l righteousness and severity. Tirso's view of life is more
balanced and humane, and takes into account human weakness and nccds,
It has been argued that satire and comedy are irreconciiable, and that
one crucial difference between the two is the entirely subjective
viewpoint of the satirist. That, I suggested, is taking too narrow
a view of the term "satire".

In 50 far as Tirso's comedies criticiée certain aspects of life

and art by ridiculing them, they can be regarded as satirical. But

Tirso is not a didactic, moralising playwright, burning with rightecus:

indignation against the crimes and sins of mankind, and with a
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mczsaho for humanity which they must heed if they would not perish.

He is, first of all, a superb writer of comedy. His catire can, if
vie so wish, be seen simply as basic material out of which he builds
his comedies, But I think that.we can go'further than this and sec-
his own view of life refleccted in his work. His comedies aim to

show how absurd man and his follies can be, Thus, Tirso has a stand=
point outside himself. This is seen most clearly in his ironical
cttitude, which produces an extremely subtle form of comedy.

Tirso's sense of the absurd, reinforced by his ironic attitude
towvards his creations and his audience, seems to' me to be the real
distinguishing feature of his comedy. It is this which tempts one
to regard his plays as examples of comedy of the absurd, using this
term, however, without its modern, existentialist overtones. I shall
return to this presently, but first I should like to discuss some rnicre
specific aspects of Tirso's comedies.

A8 regards Tirso's dramatic art, it is clear that a central aspect
is the satire of literary convéntions, which parallels the satire of
socinl conventions, Here, again, it is the petrification of dramatic
devices into automatic dramatic conventions which is ridiculed. Imt
it is precisely this ridicule which re-invests these conventions with
new life.

“he conventions Tirso satirises are varied: they include con=-
ventional literary and dramatic types and figures, the conventional
use of figures and situations, and the burlesque of the causal dromatic
structure.

This seems to point to the following conclusion: that Tirso's
rlays can, on the one hand, be regarded as conscious experiments in

dratatic structure. This explains the use of unusual structural ferns,
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which hithertoc had been regurded as haphaza;d, make=chift conotructions,
uch experimentation means that somo brilliant solutions are found,

but, also, that some experiments do not progress beyond mere exjyloras=
tions of possibilities.

‘“irso's experimentation means that he uses a looser dramatic
structure than does Calderdén. On the one hand, this looseness is part
of the Lopean heritages lope has fixed the form of the comedia, but the
structure is not yet fixeds The theatrical conventions of the tiue,
whereby plays were written with specific coapunies in wind, also con-
trivute to this looseness in structure. OCn the other hand, Tirce
turns this fault into a virtue. The interplay of ideas, character-
ictic of wit, needs ample room, and the structuring element in Tir:uo's
nlays is predominantly wite It is this which links caussally un-
related scenes, incidents and episodes. The harmonic structure,
therefore, is of crucial importance in Tirso., It is used, of courac,
by Calderdn, but in conjunction with a causal structure. Tirso's ucin
centritution in the historical cvolutiocn of the structure of the
éOmedia is the perfecting of the dramatic structure of wit. ‘

Another characteristic of Tirso's comic art is his eense of tho
absurdes The experinmenting, questioning, critical approach noted
implies a highly intellectual form of drama. Here it may be con=
venient to recall Dr. Taterson's observation that Tirso's characters
cften seem to be arguing a case. The prolifersntion of miniature
debates (conducted according to formal rules and using formal termine
clogy, although in a burlesque manner) is adeguate proof of this.
~uite often, it has been noted, the point is couched in a humorous,
if not absurd, form and is intended to expose an absurdity. & cloor
feature of the later Uirso is the coumplex use of irony which points

the oubourdity of a situation. 0
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The shift from a simple to a more complex use of irony reflects
what is a characteristic feature of Tirso's art, namely, his
developing technique, By this, I mean his tendency to develop in
what appear to be later plays situations which occur in embrycnic
form in earlier ones, i.e., & kind of refundicién, though of his
own plays, not those of other writers. This deveIOping'technique
covers not only situaticns and figures but also structures, themes
and styles. This aspect of Tirso's technique, of which his so-called
"self-plagiarisu'" is one manifestation, is of some help in establishp-
ing a relationship between various plays of Tirso's, and also a
. rouch chronological order of certain plays. But much more work needs
to be done on the way in which Tirso's technique develors- before
definite conclusions can be dravn.

Cne aspect of Tirso's art in which this development can be traced
is his style. From any point of view, the question of style is a
~crucial one in the study of Tirso's theatre. Attention has alrcady
been drawn to his argumentative style, used constantly in establish-
ing a point.

But there is also the more properly 'poetic" use of style: the
structural function of images; the use of imagery to embody implicit
comments on characters, etc. There is, finally, the development
from an early freer style to a more Calderonian style in Tirsc's
late manner.

This point bringe us to Tirso's position in the historical develop-
rnent of the comedia. Ie, of course, always acknowledged his debt
to the great master, lLope. The latter, however, did not regard
!irso's successes graciously. This is perhaps indicative of the

fact that Lope recognised Tirso's genius and realised that he was no



nore second-rate imitator of himself,

This is indeed true., Tirsois already striking out in various
new directions. Several of them lead to Calderdn. At various places
in my thesis, I have pointed out features of Tirso's art which anti-

cipate Calderdn. Some of the problems Tirso examines are later

explored by the younger writer = the father—child relationship, the
guestion of authority and obedience, etc. lore striking are some of
the basic concepts central to Calderodn's dramatic world which we
surprise in Tirso, such as that of "diffused responsibility", shown
by Yrofesszor Parker to be at the heart of Calderonian tragedy.

Vhat is particularly interesting, however, is the extent to which
Tirso foreshadows vgrious formal and structural aspects of
Calderonian drama. There is, above all, the artificiality of Tirso's
plays{ in tone, the ironical, self-conscious attitude towa;da con=-
ventional dramatic situations; in structure, the systematic use of
parallelisms and symmetry; in style, the structural use of imagery
(2lready prescnt to some extent in Lope), and the development of a
more artificial, courtly style.

’ In Tirso, in short, we can discern a movement away from Lope
towards Calderdn. Tirso's experiments allow Calderdn to perfect
one of the possible forms into which the structure of the comedia
could have crystallised. There are other potential forms, however,
which are not developed. It is perhaps the rigour of logic,
anticipating the more rigid conventions of the latter part of the
seventeenth century, which imposes itself on the comedia with
. Calderdén. After him, it leads into that petrification against which
Tirso constantly fought. Tirso belonged to a freer age: his was a
freer mind; his a freer art-form. It is [n

this freedom, reflected

in his flexible, happy approach to life and art (even in their mosk



serious aspects), that the source of his essential originality lies.‘

It was the loss of this freedom for Tirso and, ultimately for Spain,

which the Junta de Reformacidn's decree of 1625 symbolised.
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AVPERDIX A

LA MWUJER POR FULRZA,
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Ia raier por fuerza exemplifies the conventicnal use of the
] ke P

(ranetic device of the female page. A very brief loock at it, thercliore,
will enable us to sec how far ?irso, in the three plays analysed in

the firet scction of this thesis, moved away from a well-known dramatic
formula. ;eccﬁdly, althoupgh it is not my purpose, . in this thesis, to
crvoamine the question of the sathorship of doubtful plays, it is
interesting to note that, while this play may not be wholly by

lirso, certain features in it echo situations found in some of his
authentic plays, & fact which suggests that he may at least have had

. hend in the planning and writing of it.

The fact that La mujer por fuerza appears in the enigmatic

sunds perte raises doubts ss to its authorship, Of the four plays

in this parte which Tirso claims to be his, only the two which btar
Iiic name can be identified with any certainty. The fact that Lsto

% oue es nerociar is an obvious rcfundicidn of £l melancolico

cugpests that the former is the third of these four playse. Dre. 4.

(=L

i.. G. Paterson has showi. that Ll condenado por desconfiado is

clmost certainly by Tirso.1

Ll

“hile no documentary proof of the authorship of la mudjer vor

susrsn has been discovered, .many critics have argued on behalf of
Tirso's authorship of this play, and, in the absence of a conclusive
refutation of this hypothesis, it is at least poscible that Tirso
collaborated with another author. Iartzenbusch was inclined to suspect’
tiint the play was Lope's rather than Tirso's, but admitted Tirso as

tlie author on the grounds that "Lope no necesitaba imitar 4 Tirco ni
ﬁ;nadio“.a Cotarelo decided that the play was by Tirso,3 while

. cnfndez y Telayo thought that it was written by an imitator and
diceiple of Tirso's, since it slavishly imnitated other plays of Tirso's

in which a disguised wecman nppears.h Da, Blanca, on the other hand,



sees this reseublance not as imitation, tut as cne of Tirso's carly
Jreatacnts of a dramatic formula he found attractives” lolding that

a1l the plays in the scgunda parte are wholly or partly by Yirso,

Jae Blanca has no doubis about attributing La mujer por fucrza to

lirso. ‘Ihe discovery that lLa reiva de los reyes is not Tirso's

irather weakens her argument, but does not necessarily invalidate her
statuments as regards this particular play.s tiore recently, =.
valdera implicitly assumes that the play is Tirso's, sceing it as an
initial version of plays such as von 011.7 In this, of course, he
corces with Da. Blanca. This view is worthy of consideration, if
ouly because of the fact that it fits in with what we know of one
aspect of YWirso's dramaﬁic procedure, namely his tendency to re-
write pluya.or,'rather, re-work and develop situations found in
embryonic'states in other plays. This is a process akin to the self-
plagiarisa noted by some critics. llorley's views on the authorship,
on the basis of an examinatiocn of the verse~forms used in the play,
arc that the versification is “entcramenic normal", but that no firu
cenclusions can be drawn.8

i stylistic analysis oi the play could conceivabiy produce morc
pousitive conclusions, but that cunnot be undertaken here. Superficinl
suylistic features, of course, cannot be considered as valid evidence
-0of authorship. Attention can only be drawn to some other features of
thie play which seem to ﬁoint.to Tirso's handiwork.

ine most obvious is perhaps the basic atsurdity of the situation
-

widch is ypresented in the play and which is reflected in the title,

vederico "promises' to marry a wesan whom he has not seen, anil is

therefore forced to marry her in order to see her.

This situation is obvicusly a skit on the conveational ocne we . ct

in comedy (compure, @.ge, La celosa de si misma) in which a man docs
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not or cannot see the woman to whom he is engaged until just before

b2 actually marries her.9 ?ednfico says he will marry Tinea if he
«ocs her, and thet starts off the action. The ensuing complication
can only be resolved when theICount discovers who I'inea is, i.e., ceeos
here Iut to see her, he must fulfil his earlier 'promise' and marry
here In other words, Federico, by his rash, initial act, scts in
rotion a conventional situation which muct unfold to its inevitable
nde ‘hat is absurd is that the Coint sees her all the time = she
iz Celio, which means that his denials are ﬁlies“ = but he does not
renliee that Celio. is Finea, a situation again akin to the one in
celoasa,

The successful clothing of this ckeletal frame with drsmatic
form depends on this: that certain characters in the play deliberately
interpret literally and seriously words which are not intended to ke
token at face value.10 It is on this that the plot and much of the
comic effect depende The two basic instances of this are, first,
the Conde's initial offi r to Alberto to marry Finea (I.ii;), and,
cacondly, Ffus“la;s teasing invitation to the Ccunt to bring Minea
into her presence (II.v). FPoth Federico and Florela are made to
rogret their words. The first action provides the moral "Justification"
for the success of Finea's schémes, the second partly justifies the
frustration of Federico's marriage to Florela,

Thece two actions are crucial morents in the plot, and, becauce
they raise an interecting point, pirmit a elight digression here,
Jlic point I have in mind is whot is known as the "conte: t of
;ituation".11 Although Malinowski's idea hes been broadened end
rnodified by later linguists, his original statement concerning it is,
in broad terms, valuatle: "... the situation in'which words are

utitered can never be pascsed over ac irrclevant to the linguistic
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expression".1a The "context of situation', as it is now understood,
comprises many things; but for the present purpose, the most pertinent
acpects are the following: the social class of classes to which the
speaker and the person spoken to belong; the social conventions of
their community and classj the linguistic conventions proper to thece;
and, finally, the intenticn underlying the words uttered and the
interyretation given to those words by the hearer.
To return to the :lay, the point to which I would draw attention
i thise What starts off the action is Federico's offer to marry
Pinea:
[conpE:] Hoy he sabido que tendis hermanaj
s0lo el fuvor de verla me ha faltado,
que & haberla visto, fuera cosa llana
velver, Alberto, a Nipoles casados
ALBERTC: Pinea ha dade en retirada y vana:
por csta causa no le habéis hablado;

¥y por 16 que decis del casamiento
bésoos las mancs.:

CCNDiS: ' Digo lo que siento.
ALR:.RTOs Gran honra para mi serviros fuera.
CCNDE: Loeribiré on llegando.

Teiii. pe506a.
fl..'., 2 3 L ] 3 i} ] - e
aiken in isolation, the Count's words are an unawli-uous cffer of
marriage, and this is reinforced by his affirmation: "Pigo lo cue
siento'. Lut the context of situation must be taken into account if
we would sce the ambiguity of inlention conveyed by the specclis Cne
c¢an interpret I'cerico's words literally; bdbut, at first, it ic only
the servants who do so. ‘Thot is only to be expected: the lower classes
are not a sophisticated lot. This point is made twice. Firct, Alberto
has to correct his servent gently:
CRIADU: i seflora estuviera bien casada
con tal valor y términos tan buenos
en Nipoles.
ALBERTO: No qiiice que la viese,
que fuera obligacidn que la sirviese,

que para dalle Joyas competentes
a su valor y al de IFinea, mi hermana,
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se pudieran seguir inconvenientes:
la nobleza s& yo napolitana.
I.iv, p-506b.

iAs the servant is inclined to press the point, Alberto makes it clear

that he recalises Federico's words were - a mere formality:

ALBLRTO:

5i el Conde
me escribe, y a su intento corresponde:
(que si palabras son de cumplimiento,
porque en mi casa al Conde he regalado,
no es justo que le obligue a casamiento,
ni todo huésped a volvur casado),
las cartas nos dirin su pensamiento;
tan noble soy como él.

I.iv. p.5065-

This is confirmed almost immediately, when Clarin, like Alberto's

servant, reveals his ignorance of the finer points of social etiquette:

CLARIN:

CUNDL:

CLARING

ARt
CCNDise

CLAR(N

CCNDL:
CLARIN:
CCNDE:
CLARIN:
CLlDE:

ilere, Federico makes it

his gratitude and thanks to Alburto for his hespitality. s we have

En lugar de lo que suele
entcetener los cuamincs,
reprehenderte quisiera,
generoso sefior mio.
Tienes a Florela amor?
¢Cirves a Florela?
Sirvo,
y tengo amor a Florele.
4Fues no es cruel desatino
el decir a la partida,
sin haber de Alberto visto
la herrana, que te casarcs
con ella?
Fues Zqué hay perdido?
5i el otro te respondiera
tan necio y no tan amigo,
dcomo volvieras?
Cacadoe.
diso dices?
Lso he dicho. =
¢Barlaste?
Ue ti me burlo,
que aquella palabra ha sido
s0lo por honrar al huéscped;
que aunque &l es tan bien nacido
¥y cdebe de ser su hermana
un angel, el excesivo
amer gue a leorela tengoe
no me hubiera permitido
cacarme si el Rey de Hungria
me diera & su hija.
Ieve pe507a,
plain that what he really mecant was to express

D



scen, Alberto, a cultured nobleman himself, understood this. There
has been no insincerity on Fererico's part, of course. DBut the
ambiguity still remains. Clarin rams this home:

[CLARIN:] Decir puede un hombre a otro
a cuenta de los servicios
que ha recibido en su cacsa:
"Jeflor, mi hacienda, mis hijos.
mis caballos, mis criados,
mis pdjaros y mis libros
a vuestro servicio estén;
siempre tengo de serviros.'
Pero "yo me casaré,
y con mujer que nec he visto',
no lo ha dicho caballero;
caballerc no lo ha dicho,
aunque fuera Lanzarote
cuando de Bretafia vino.

I.v. p.507a~b,

T.é roint here is that Federico's words, as an expression of thanks to
his host, are unusual. But a difference in the conventions of two
nations appears to be the explanation for this. Alberto has already
drawn attention to the unusual nature of Neapolitan cuztoms among the
upper classes: "1la nobleza sé& yo napolitana" (I.ive. p.SFéb).

Thus Federico can laugh at Clarin's naiveté because he reasonably
(25 he thinks) assumes that the context in which his words were
uttered and the person to whom they were addressed would make it
impossible for them to be interpreted literally: he has never seen
Iinea (and one would suspect that he realiseq.that Alberto had
deliberately hidden her from him), nor did he learn of her existence
until the day of his departure. -

But that is taking too much ‘or grante%. If the basic situation
were to remain unchanged, there would be no difficulty. But no man
can count on external circumstances remaining immutable, when finea
discppears from home, the ambiguous balance hitherto maintained

between the literal and the non-literal interpretations of Federico's

words is disturbed: they can now be interpreted literally even by the
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noble Alberto. Words, so to speak, arc enabled to assert their right
to mean what they do mean.

A similar feature is to be noticed at the second crucial moment
in the play. This is when Federico is first accused of having enticed
iinea away from home. -:.Florela is quite naturally éngry, Jealous and
insecures Dut che expresses her need for reassurance in a perversely

oblique manner:

CCNDE: iVive Dios, que mi inocencia
dé voces a tu razén!
Juzga si quieres de mi,
como es justo. .
FLORELA: Ya he juzgado
que te ausentaste y he hallado
que durd el amor en ti
hasta que viste esa dama.
&¢Dénde la tiendes? Bien creo
que puedes de mi deseo
fiar lo que el tuyo ama.
iFor qué no la traes aqui?

CCliDis iCh pesar de mi desdichal
FINzA (aparte):Por aqu? ha de entrar mi dicha.
CCNDis itue ti/frates asi!

¢Pues satisfacese el Rey
¥y el mundo de mi inocencia,
y ti en mi propia presencia
contra toda justa ley
de amor y de obligacidn,
por culpade ya me nombras
por imaginadas sombras?
FLORLLA: fuy Jjustas sospechas son,
que el Rey no te ha de querer
ni tener celos de ti,
¥y yo, Federico, =i,
que pi¢énso ser tu mujer. |
II.v. pPpe524b=525a,

Again, the context in which the speech is uttered would help us to
understand its ambiguity. On the literal level, Ilorela is inviting
the Count to produce Fineas.. But this is a scene of jealousy. Con=
sequently, the real, ulterior meaning of I'lorela's remarks is that

she wante to be reassured of the Conde's love. The last person she
would like to see, surely, is her presumed rival. rederico, however,
does not respond on the psychological level; instead, interpreting her

words literally, he flares up and complains bitterly of the injustice
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of her accusations. The two are talking at cross purposes. AB
in {the previous instance, there is an ambiguity of intention in this
speech of lorela'’s.

Here, again, if the circumstances were such as would make it
clear thnt Tinea could not be produced (because the Count had not
enticed her away), this would be a "simple" case of pedir celos.

BJut Finea can be produced: Florela's words, not intended to be taken
literally, arc taken literally. In both cases, then, the comedy

arises out of the fact that, in the play, it is deliberately assumed
that the utterance of certain words corresponds exactly to the

speaker's intenticon, in other words, that people mean what they say.
whereas, in '"real' life, this is not alwaygthe case. Federico does

not seriously wish to marry Finea, nor does rlorela really want to

sce here They say they do, but they mean something else. The play
ironically insists that what they say is what they mean, or that, if
that is not so, they are insincere and must, consequently, be '"punighed",

Cne muct beware of reading such a light-hearted comedy as this tco
seriously, but, even on the comic level, Federico has clearly acted
imprudently. He himself recognises this:

CCNDLs iAy lorelal Ji fue agravio

del amor que te he debido

¥ del que debo tenerte,

perdona mi desvario.

Cumplimiento y necio fuej

pero por disculpa ha sido

el no haber visto a I'ineaj

no me des mayor castigo,

ni allé te rebele el alma

por declealtad, por olvido,

nbligar a un caballero

r1e con generoso indicio

de su valor me ha obligado.
-~ T.ve p.5070b,

surthermore, he tends to use language in a curious way. His lovee

letter to Florela expresses his love by saying he is jealous, afraid,

and sucpicious:



[FLORCLA:]

"No s& coémo declarar
lc que siento, porque sientas

‘& lo que obligan| temores

¥ & lo que sospechas llegane

Celos que alld no sabia,

aqui, mi bien, me atormentan,

que los sostituye amor

a falta de la presencia:"
I.viii. P-51 1a.

L4

We can see this as an expression of the Conde's love only if we recalise

that it is written by a man who is confident of his love for the

woman he loves and of hers for him.

This naive confidence of Federico's in the immutability of

cxternal reality and circumstances is set against the psychological

insccurity of Florela,

She is unsure of Federico's love &#ad seeks

reassurance by playfully accusing the Count of flirting with the ladies

at the Hungarian court (and the irony of the last four lines is not

to be missed):

FLORLLA

CCliDss

FLORGLA

CONDLs

FLORELA:

Fejor pudieran pasarse [los diasl

entre las hingaras damas,

que vuestra persona y talle

y esto del .mbajador

obligan a muchos lances,

¢Con quién tuvisteis lugar?
&tué os dijeron? No se calle
ninguna cosa conmigo.

Hoy quieres desesperarme;
esto si que fue querer
templarme el gusto.

' Dejadme
pensar en que tuve celos.
Tuvisteis celos de balde,
que yo no sabia la lengua:

y en llegando dama a hablarme,
ella se entendia a si

en el hungaro lenguaje,

¥y Yo, ni a ella ni a mi,
respondiendo disparates.
¢Dieron os algun favor?

Por vida mia, mostradme

banda, flor, papel o cinta;
que aunque en palacio excusase
la novedad estas cosas,

no pudieron excusarse

en casa de vuestro huésped.
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CCNDLs Florela, un rayo me abrase

si vi la hermana de Alberto.

Y aqui llegan mis dos pajes,

de quien podreis informaros.

Iexive pp.516b=517a.

Federico, curiocusly enough, who himself practises the art of say;ng
Sne thing and meaning another, apparently fails to realise that
Florela is here doing the same th{ng. He takes her literally and in
cxasperation declares his innocence. The full irony of this statement
Leconmes clear when this lovers' game is turned into something more
cinister by the formal charge brought againgt Federico of having
abducted or enticed away Finea from her home. Florela's accusation
can nou be taken, and is meant, literally, while Federico's demnials
are considered lies.

Now, the starting-point of Finea's intrigues can, in one sense,
be seen as Federico's initial offer to marry her. But her }ntrigucs
cannot succeed solely by her attempting to force a literal inter-
pretation on to Federico's words. I'inea's real chance, as she sees
it, comes when Florela's insecurity turns into distrust and fear.
Fearing that Federico has indeed brought Finea with him, she perversely
cxpresses a desire to see Finea = a desire which she soon regrets,
since Celio is gquick to oblige her.

A final aspect of Florela's character is brought out by her
flirtation with Celio, in which she encourages an ambiguous relation-
chip: Celio is to love her and simultaneously not to love her, i.e;,
not to declare his love. The discrepancy noted in Tederico and
Ilorela herself between speech and intention is deliberately per—
petuated here. VWe wonder whether Florela's declaration that she loves
federico, not Celio, is to be taken at face value. Our suspicions that

they are not are confirmed at the end of the play when we learn that

¥lorela wishes to marry the Aragonese prince, Celio, whom she considers
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a better "catch" than Federico. While her decision may in part be
rmotivated by a desire to avenge herself on Federico, social honour
surely also plays a part in it. Her love for Federico could hardly
have been genuine, and we feel that Federico is better off without
her for his wife. At the same time, Florela's attempt to subordinate
erotional values to social and material ones is frustirated when Celio's
real identity is revealed, and she has to be content with Alberto.
The marriage of two profoundly distrustful persons does not offend
USe

The preceding remarks, although concerned primarily with drawing
attention to the satirical treatment of certain aspects of the play,
also indirectly indicate some of the subtle touches in the character—
isation of Florela, The lightly ironical treatment of some of the

more absurd female weaknesses is characteristic of Tirso: witness, e.g.,

his portrayal of Magdalena in La celosa de sl misma. The subtlety in
female portraiture is also to be seen in Finea in this play.

The conventional use cf the device of the female page characterises
this comedy. Finea dresses as a man in order to pursue the man she
loves. <he enters his service as a page, and; exploiting her role as
an intermed;ary, successfully prevents the planned marriage of
ilorela to the Count. This betrayal of confidence because of love
is a stock comic situation, and is parcdically paralleied by Celio's
"betrayal' of Clafin in the vestigial sub=-plot.

Finea's success depends on her ability to exploit the weaknesces
in the relationship between florela and Federico. ohe is gquick to
perceive that their relationship is a shaky one. Tederico's tendency
to take too many things for granted and Ilorela's emotional inseccurity
(to which can be set down even her flirtation with Celio and her bLeing

attracted by his superior social position) are a dangerous combination.
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These weak points are systematically attacked. Federico regrets
ever having mentioned marriage with Finea and Florela similarly regrets
having expresced a perverse desi:e to see her.

There are some intercsting features in the portrayal of Iinea.
Cne of these is the consequences of her having to act the part of a
men. This leads to a-c0nflict between her own feminince personality
and her male personae. A good example of this is to te found in I.xdii,
wherc Celio, to assert "his" manliness, asks Clarin to introduce hin

to a girl. But Clarin's rather crude langﬁago offends Celio, a woman

herself:

(CLARIN:] = = Ven y verds dos infames

que pueden prestar contento

al diablo.
FINDAs iCue atrevimiento!l

No quiero que asi las llames.
CLARIN: tPues qué quieres que te diga?

. &Cue son reinas?

FINEAS Que honres quiero

las mujeres.
Lexiii. pe515Vb.

Disguise also produces ironic situations such as that in II.viii,
where Federico invites Celio to join him in calling curses down on
Fiﬁca's head. Here thé irony springs not from the consequences of the
cexual opposition of person to persona, i.e., of the female Finea to
the male Celio, but from the identity of Celio with Finea., Celio's
gallant defence of women is only a humorous attempt at wound-licking,

The irony in these situations is an integral part of the overall
comic effect of the play. Although rather lacking in subtlety in
come respects, they call attention to the absurdity they contain, an
effect which is often found in Tirso., There are other situation, also,
where closer parallels with situations in the three plays of Tirso's
examined in the first section are noticeablee.-

There is first the obvious similarity with the initial situsztion |
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in 21 amor médico: a brother prevents his sister from coming into

contact with their house-guest, who is nevertheless observed and then
pursued by the sister.14 In both plays, the sister's success depends on
the frustration of another love-affair. In both plays the heroine's
love initially seems hopeless and is recognised by her as such, In

Ll anor médico, however, there is a complexity of motivation in the

heroine which leads to a witty play of concepts but which is absent

from Ia mujer vor fuerza,

The number of rdles played by Finea has been noted by Da. Carmen
Drave=Villasante, who finds that this achoes the situations in Don Gil

(and, one may add, £1 amor médico). However, here again, le mujer por

fucrza does not have the complexity of these latter plays. Finea's'only
other rdle on stage is that of Celio. The latter's claim to be Don
Alonso of Aragen is only contained in the yarn he spins to Floreia,
while f'enisa is used when Celio wishes to show Finea to Florela. The
létter fact is especially significant when compared with parallel
situations in the other two plays. The use of Fenisa can be seen as

a concern with verisimilitude on the part of the author(s). On the |
other hand, the way in which the Don Gil-ilvira and the Barbosa=ilarta
pairs are impudently introduced reveals an ironic attitude in the

author's handling of his material which is absent from la mujer por

fuerzae In the two Tirsian plays, there is a deliberatﬁ, almost
insolent stress on a lack of verisimilitude which contrasts with the
"serious" handling of the situation in Ia mujer. In othor words,
rituations and devices are treated seriously ;n order to produce
conic effect in La mujer, whereas in the other two plays, part, at
least, of the comic effect - and an important part, at that - arises
from the ironical, deliberately non-serious use of these situations

and devices ac dramatic material. The impression we get of Tirso as
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a self-conscious, detached, ironical playwright, amused with the
situstions he produces and contrives is a curious one (which is inherited
to a certain ex.tent by Calderdn). [Paradoxically, we also feel that

the problems around which Tirso's plays ;entre are more serious than

the one treated in lLa mujer por fuerza.

An example of an unorthodox handling of conventional dramatic
situationz is found at the end of the play when Celio, whose real
identity is suspected by no one, asks the King for permission to
marry Federico. There aro.implications of sexual rerversion here,

which echo similar situations in El amor médico and Don Cil.

II.iv is interesting for two reasons. [irst, there is the yarn
Celio spins to Florela: the intention is to divert Florela's
attentions and affections from Federico to Celio himself. A similar
use of an invented story is to be found in Elvira's story to Inés in
Tirso's Don Gi) and also in Barbosa's rcference to his sister, larta,

in .1 amor médico. Secondly, the actual content of the story is an

cmbryonic version of a plot-situation which recurs in Tirso and is

evident in, e.g., Ll vergonzoso en palacio and Ll melancolicos

Celio=Alonso's actions are also a repéition of his father's, even to
the detail of having an illegitimate child by one woman and wanting to
marry another, i.e., Florela. The latter's subsequent resolve to
marry the.disguised Alonso does not say much for her moral standards,

especially when we recall that a similar situation in Uscarmientos

cora el cuerdo leads to a terrible punishment.

Finally, the persecution of the Conde by the "invisible" [Finea
ccalls Don Gil's persecution of Martin. Just as in Don Gil, the
shost-like Gil is, in a sense, Martin's conscience, so in lLa mujer
por fuerza the invisible Finea is a haunting reminder to Federico of
his thoughtless "promise'. Again, Minea's harrying of Federico almoct

drives him insane, just as Martin is almost driven mad in Don Gil. The



final step in this systematic persecution is the accusation brought
against Federico of having murdered Finea (III.xvi), an incident which
is also paralleled in Don Gil.

To sum up, then, while i§ is hard to make any definite statcuents
about the play's authorship, there are certain features which are
typical of Tirso's approach: such arethe basig absurdity which serves
as the skeleton for the plot, a number of situations which recall
similar ones in Tiréo's plays, and the portrayal of the female
characters.s The serious use of the female page device is not typical
of Tirso, but it could occur in a very early ﬁlay. In any case, a
comparison of this play with those in which Tirso used the female
page figure illustrates clearly the unconventional manner in which

Tirso handled this device.
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SATIRE AND SYMBOLISM IN THE STRUCTURE OF
TRSO DE MOLINA’S POR EL SOTANO Y EL TORNO

There is no doubt that some of the most brilliant Golden Age comedies
ave been written by Tirso de Molina. Don Gil de las calzas verdes, La
losa de st misma, El amor médico, and Marta la piadosa are cases in point.
[any of Tirso’s dramatic virtues are to be found in Por el sétano y el torno :
asterly use of language, convincing characterisation (especially of the
rincipal female characters—as is usually the case with him), realistic
‘mosphere, perfeet symmetry of construction, and logical development of
1e plot up to and even beyond the climax. Yet faulty structure, often seen
s a basic weakness in Tirso’s art, seems to mar the essential economy of
ramatic means and, more important, the self-contained unity of the action.
1 the first place, the economy is violated by the insertion of Luis and
elchora into the action to enable Tirso to get over two awkward moments,
sign, all too common in Tirso, of a carefree attitude to technique. Since
1iese two characters do not affect the main plot structure of the comedy,
1ey need not concern us in this article. In the second place, the solution to
1e conflict is brought about by what, on the level of the action, seems a rather
ude deus ex machina—the discovery that the clash of wills and interests
hich constitutes the conflict can, after all, easily be resolved by breaching
wall. The purpose of this paper is to show that the play, notwithstanding
s asyndetic structure, possesses a perfectly coherent unity if the torno and
1e sotano which motivate the action are seen as symbols.

The aim of the play is to satirise and partially frustrate cupidity. Ber-
arda’s love of money, by leading her into a number of absurd situations,
roduces the complications of the plots. Everything turns on Bernarda’s
lan to marry her younger sister to an old man ; since he is rich, her motive
cupidity : 8

POLONTIA : Vala a casar a Madrid
con setenta afios, dorados
de mds de cien mil ducados,
de un viejo, hermano del Cid,
que en mas de treinta la dota ;
y a la viuda ha prometido,
porque la tercera ha sido,
para la primera flota
(que es el novio perulero)

diez mil pesos ensayados,
con que olvidando cuidados

1T am indebted to Professor A. A. Parker for having clarified for me the relation
" these symbols to the theme of the play, and also for numerous helpful suggestions
~the writing of this paper with respect not only to the argument but also to its
‘esentation.
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del matrimonio primero,
busque nueva compaififa.?

olonia’s long speech in this scene furnishes us with further details regarding
ernarda’s character. The widow is searching not only for money- but for
ve as well. However, she thinks she can only find love through money,
nce would-be husbands expect to be presented with dowries. The basic
mflict in the play arises out of the fact that Bernarda’s pursuit of money
itails depriving her sister (who is also her ward) of her liberty. Naturally
wugh, Jusepa is far from keen to marry an old man, but is too young and
amature, too well-trained by the conventions of her upbringing, to do
nything but submit passively :
POLONIA : En fe de la cual promesa,

aunque a la niiia le pesa

mezclar con su sangre fria

la de edad tan floreciente,

calla y sigue el parecer

de su hermana, por no ser

a su gusto inobediente.

: (I. iii. 92-98).

s in so many other Spanish comedies, the authority-obedience structure of
ntemporary society leads not only to Bernarda'’s complacently violating
er sister’s liberty, but also to her taking it for granted that she is acting in
er sister’s interest ; as a result, she pays no attention to Jusepa’s protests.
; does not oceur to Bernarda that what she considers to be in her own
iterest may not be in her sister’s. In fact, her cupidity is only one mani-
station of her self-centred attitude towards life. Duarte refers to * com-
etencias narcisas ” (I. xv. 953) as being the obstacles Bernarda places in
1e way of Fernando’s love for her.

A second element contributes to the development of the plot : this is the
inary symmetry of the play. The grouping of the characters is symmetrical :
1ere are two pairs of lovers ; the servants pair off to assist them : Santillana
nd Mari-Ramirez try to influence Bernarda, while Santarén and Polonia
re on Jusepa's side. Looked at from another angle, the characters can be
rouped in a different way : those inside the house, and those outside ; the
ction of the play aims at the assimilation of these groups into a larger
nity, an assimilation which is completed with the marriage of Polonia to
antarén. This, however, is not all. More important, from the point of
iew of the development of the action, is the system of parallel, counter-
alancing forces set up in the play : Bernarda and Jusepa are sisters, while
ernando and Duarte are bosom friends. The latter meet the former under
milar circumstances :

? Act I, scene iii, lines 79-91. The lines refer to A. Zamora Vicente's edition of the
lay (Buenos Aires, 1949). Act and scene will help the reader to find the context in
e edition of Da. Blanca de los Rios (T'irso de Molina. Obras dramdticas completas,
1, Madrid, 1958). The practice of marrying a young girl to a rich old man is, of course,
equently treated in Golden Age literature. Similar situations to the one in this play

e to be found in, e.g., Rojas’ Entre bobos anda el juego, Cervantes’ El celoso extremedio
nd El viejo celoso, and Tirso’s Marta la piadosa.
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DUARTE : Este, amigo, es mi suceso ;

de dos hermanas los dos

a un tiempo somos amantes,

uno de otro imitacién.

Una caida fue causa

de vuestra enajenacién ;

de la mia un estropiezo ;

;Qué semejanza mayor ?

(I1. xiii, 1677-84)

Fernando agrees :

No fuérades vos mi amigo

con tanto extremo, si el dios

de amistades y de amores

no enlazara ansi esta unién.

(IT. xiii. 1689-92)

In other words, there is a mutual correspondence between the actions of
the two sisters and those of the two friends. Fernando's falling in love is
followed by Duarte’s ; Bernarda’s is followed by Jusepa’s, while Jusepa
imitates Bernarda’s ‘‘ fall ” with the same result. A sort of moral causality,
not depending on the linking of incidents, is thus established in the play,
making Duarte and Jusepa imitate the actions of Fernando and Bernarda
respectively. The effect on the plot of these two elements—Bernarda's
character and the symmetrical demands of the play’s structure—can be
traced in this way. :

In pursuance of her plan, Bernarda brings Jusepa to Madrid where the
viejo has provided a house for them. This house, as the sisters discover at
once, is virtually a prison. It clearly symbolises Jusepa's loss of liberty:
the result of her sister’s tyranny as well as of the impotent viejo’s use of
force to retain a wife who will not be able to love him. Jusepa goes to church
and there sees Duarte, with whom she falls in love. The house and her
sister’s authority are the obstacles to the fulfilment of their love. This
constitutes the main strand in the action.

The second strand, though less important from the point of view of the
mechanics of the plot, is nevertheless central from the psychological point
of view, in that it involves Bernarda. The discovery that the house destined
for them is virtually a prison comes as a surprise to both sisters. It is to
be a prison for Bernarda no less than for Jusepa, since, in order to earn her
diez mil pesos, Bernarda must be not only Jusepa’s guard, but ipso facto,
her co-prisoner. The absurdity of the situation is obvious : Bernarda, in
her attempt to deprive her sister of her liberty, finds herself deprived of
liberty as well. At first, Bernarda can accept the situation with a shrug of
the shoulders, for there is money to be had :

No hay prebenda sin pensién.

(I. vi. 326)
But hardly has she settled in the house when she falls in love with the false
barber and her situation becomes even more ridiculous. Bernarda is a self-
constituted prisoner of her cupidity, the satisfaction of which she hopes
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ill bring her a husband. She now finds love wooing her but is unable to
seept it because she is the prisoner of another passion : her love for the
¢jo’s diez mil pesos. The house therefore also represents Bernarda’s self-
ustration. The second strand in the action is the obstacle that Bernarda’s
ipidity places in the way of her own marriage to Fernando.

The third, and final, strand in the action consists of the love-affair be-
veen Polonia and Santarén. A convention of the comedia does not allow
iem to marry before their master and mistress, so that even here Bernarda’s
widity controls the plot. Their love-affair parodies in its frankly physical
wture the timidity of Jusepa'’s love for Duarte and the dissimulated love
" Bernarda for Fernando. Even more important, as will be seen later, is
1e part these servants play in the dénouement.

The climax of the play comes in Act III, scene ii, where Bernarda com-
ents on the conflict between love and money which is taking place within
:r breast :

La codicia y la aficién
pelean dentro en mi pecho,
y cada cual el derecho
alega de su opinion.
(2189-92)
he understands why the fifteen-year-old Jusepa should be reluctant to
arTy a seventy-year-old man. Bernarda, however, decides in favour of
1e marriage, because she argues that it is a better deal for Jusepa :
El viejo la estd mejor
que es una boba mi hermana,
pues cien mil ducados gana
al primer lance de amor.
(2209-12)
ut this is only a rationalisation of Bernarda’s own cupidity, for she admits :
pues perdiendo diez mil pesos
no tengo con qué casarme.
(2207-08)
he falseness of her argument is evident. She does not need the old man’s
oney to marry Fernando (who is himself rich enough), but automatically
ssumes that she does, forgetting that Fernando had, in his letter, offered
ar his ““ seis mil ducados de renta ”’, asking her only to be * agradecida ”
1id love him in return. More crucial is her failure to realise that it is the
ostinate pursuit of her golden quarry which is leading her away from love.
ernarda is thus frustrating herself by the very means by which she seeks
» attain happiness. So long as she insists on seclling her sister, she must
'main within the prison, inaccessible to Fernando. Bernarda, moreover, is,
nfair not only to herself but to Jusepa, since she now has absolutely no
ason—apart from her own cupidity—for wanting to sell her sister. She is
sing Jusepa as a mere instrument and depriving her of her right to freedom,
hile at the same time she is also attempting to deprive Jusepa of what
1e herself wants (and mistakenly hopes to get by selling Jusepa)—marriage
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to a rich, young man. Her attitude may conform to society’s rules, but it is
immoral and, because it frustrates nature, anti-vital.

The first stage in the dénouement takes place in the very next scene
when Bernarda is informed that she has a rival for Fernando’s love. The
introduction of jealousy tips the scales in favour of love, and Bernarda’s
main concern now is not to lose Fernando and his seis mil ducados. Jealous,
confused, insecure, and desperate, Bernarda pays two surprise visits to
Fernando. The parallelism of the play’s structure requires Jusepa to visit
her wooer. She is locked in, but the servants intervene and, with their help,
Jusepa parallels Bernarda’s exit through the forno by going through the
sotano. Jusepa is compromised, Bernarda’s monetary expectations are
frustrated, and all ends happily.

The introduction of the sétano as the complement to the forno does not
come as a complete surprise, since it occurs in the title, but the audience
have been kept guessing till near the end how it will intervene in the action. -
The ending reinforces the play’s symmetry and the trick devised unravels
the three strands in the action. The “ discovery ’ of the secret passage
(which is in fact created by the servants, since an opening must be made in
the intervening wall) is, as has been already stated, a deus ex machina,
because it does not grow out of anything that has gone before. This, hov <
ever, is a fault in the action, not in the theme, and an analysis of the syni-
bolism employed in the play will establish that the comedy has a sound
structural unity. Character and parallelism have produced the plot-struc-
ture of the play ; the symbols provide the logic which establishes the unity
of that structure.

The house can be regarded as a prison because it symbolises, first,
Bernarda’s and Jusepa’s loss of liberty, and, secondly, the amorous and
sexual frustration of the sisters. It is thus the concrete representation of
the effects of Bernarda’s cupidity on her sister as well as on herself. The
house, however, is clearly a special kind of prison : its walls are white, there
are no balconies, the windows that do exist are protected by a red, and a
torno stands at the entrance. Now, a torno is the revolving dumbwaiter for
passing objects into and out of a convent with enclosed nuns, i.e., those
whose rules keep them immured for life, as distinet from the nuns who can
come and go from and into the streets. The house is thus a convent. There-
fore Bernarda announces to Jusepa her fate in these words :

que entre tanto que no venga

el capitdn que te adora

has de ser monja.

(I. vi. 379-381)

Jusepa rebels, with this deliciously ironical remark, against the kind of life
offered to her :
' i Yo monja del matrimonio ?
; (II. vii. 1231)

Fernando describes the situation in similar terms :
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Prevenido desta suerte
este humano monasterio,
donde en afios primerizos
vive el amor recoleto®

(I. xv. 743-746)
Bernarda’s speech later on confirms this view : '

y esta casa es un convento
que los trae de dos en dos

(ITI. i. 2151-52)

The house and a convent both curtail individual liberty. But much more
important is the fact that celibacy reigns in each. In a convent this is
willingly self-imposed for the love of God ; in * este humano monasterio ",
on the other hand, it is enforced on unwilling subjects for the sake of social
“honour ”, and the deity Bernarda worships is the golden calf. The irony
of the comparison introduces into the dialogue an important element of
religious imagery. Not only is its ambivalence consistently exploited, but
it is given a structural funection.

Much of the wit and brilliance of the dialogue springs from the religious
imagery. Some of it is of the kind frequently found in Tirso and does not
follow necessarily and directly from the house = convent equation. Thus
Polonia deseribes her reluctance to act as go-between :

En aquesto del terciar,
tengo cartujo el humor.
No soy tercera persona.i
(L. iii. 177-179)

And Santillana gives a -grotesque twist to his description of the barber :

méas almas tiene en el cielo
que un Herodes y un Nerén ;
condcenle en cada casa :

por donde quiera que pasa

le llaman la Extrema-Uncién.

(I. xiii. 606-610)
Gold has a rejuvenating power which likens it to the baptismal waters of
the River Jordan :

3 % recoleto * : not only does this mean * recollected ', i.e., secluded, but it also is
the name of a religious Order. Cf. * Adj. que se aplica al Religioso que guarda y observa
recoleccién : y también al Convento o Casa de la misma Recoleccion ™' (Diccionario de
Awtoridades). There is an ironic contradiction implied in the phrase * amor recoleto "
{as also in the immediately preceding “ humano monasterio "'—as opposed to a religious
monastery of celibates). The insulation of love is absurd, since this implies the negation
of its very essence.

4 cartujo ™ : the Carthusian monk lived in an isolated, individual cell and was
committed to a vow of silence for the greater part of his life. A percon of his temper-
ament would, consequently, be unfitted to serve as a means of communication between
two parties—the joke, of course, being that a tercero is the intermediary between lovers,
and is also a “Tertiary ”, i.e., *‘ el que professa la Regla de la Tercera Orden de N. P.
S. Francisco, Santo Domingo y N. Seiiora del Carmen » (Diccionario de Autoridades).
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FERNANDO : . . . . un viejo
remozado en el Jordan
de un pedazo de aquel cerro
genovés, puesto que indiano.
(I. xv. 722-725
Much of the tone of Tirso’s comedy depends on reverential things being
touched on light-heartedly in this way. But the organic function of this
kind of imagery becomes subtly apparent in Act III, scene i, which is surely
one of the finest scenes in the play. Here, the sisters, by pretending not to
understand each other, and by speaking in an esoteric language, make their
meanings very clear : Bernarda, herself guilty of being in love with Fer-
nando, cannot openly accuse her sister. Jusepa has matured enough to
stand up to Bernarda, and her naive words are most eloquent. The religious
imagery is all-pervading :
BERNARDA : que eres un alma de Dios,
¥y esta casa es un convento
que los trae de dos en dos,

' si no son de ciento en ciento.
JUSEPA : i Qué es lo que trae ?

BERNARDA : Los devotos
de quien es el andadera
la esclava . . . .5

JUSEPA:  ;Conmigo? ;Jesis! 3 Conmigo?

Yo, ; cuando al torno llegué ?
BERNARDA : | Bonita eres! ; TG ? Jamds.
Estés ya beatificada.
(2150 fT.)
In the midst of all this delicate, amorous sophistication, the physical love
of Santarén and Polonia has a healthily pagan ring :
SANTAREN : . ... “ Hermana perrenga,
duélete de Santarén
que en ti desde ayer desea
dar dos nietos a Mahoma,
que vayan después a Meca.
—; Quién te eché por estas partes
si no eres dnima en pena ?—""¢
' (IIT. vii. 2698-704)
The activities of Mari-Ramirez would also seem to qualify her for a mitre
of sorts : :
5 andadera ™ : ** La muger que en los Conventos de Monjas vi & los recados ™
(Dice. de Autoridades). Hence, in this context, a go-between.

§ Though the humour of this passage is obvious, its precise meaning is rather obscure.
The reference seems to be to an infidel religion (i.e., Islam). In the context of the play,
if the ** true religion " is the Platonie, non-sexual love enforced upon the sisters, the
physieal love of the servants would appear to be a * false religion "—hence * dnima
en pena ' (2704). This interpretation of the passage may be open to question, but it
fits into the overall tone of the play. The fact that Tirso is laughing at a non-sexual
married love (a Neo-Platonic concept) does not necessarily vitiate the interpretation,

* this “‘ religion , of course, being * false "’ from the point of view of the galanes de

mongas. The fact that the servants’ offspring will, in due course, go on pilgrimages to
Mecea means that they, too, will not hold to the celibate view of human love. We may
also note the equivocal use of * hermana * (2698).
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SANTAREN : Di parte a Mari-Ramirez,
y como obispar desea
si vaca Corozain,

(ITI. vii. 2735-37)

Since the celibacy of convent life has, by the irony of comic inversion,
hecome the sexual frustration of the two enclosed “ nuns ”, Fernando and
Duarte are galanes de monjas, and the whole situation of the play is turned
nto a witty, ironical comment on the unreality of the spiritual idealisation
bf love that has run through literature, and which Tirso never plays up to
—human love should never be celibate, i.e., Platonic. The play demon-
strates the triumph of a natural (because sexual) marriage over an unnatural
(because unwillingly celibate) one, and the conflict between the two is
'lindicated by the fact that a superstructure of ambivalent, religious images
|lis built upon the incidents of the plot. The stages in the development of
|this imagery are these.. The house is first transformed into a convent, and
|Fernando and Duarte are galanes de monjas :

BERNARDA : y esta casa es un convento
| que los trae de dos en dos

, , (I1I. i)
Then, from the climax of the play onwards, the humour of this beginning
| is converted into irony (note the clash of the sisters in IIL. i) and the em-
' phasis shifts to the real, erotic meaning of the religious terminology ; thus
' the love of Santarén and Polonia, by being referred to in terms of an
| “infidel ” religion, is revealed as sexual rather than Platonic or spiritual
' love ; instead of Polonia’s wry humour : “ tengo cartujo el humor ” (I. ijii),
we get Santarén’s reference to the pretensions of Mari-Ramirez to a * bishop-
! ric” : ““y como obispar desea [ si vaca Corozain  (IIL. vii). The final step
' in this process comes now in the dénouement where erotic terms are not just
replaced by religious ones but religious situations are made to symbolise
erotic ones.

The substitution of religious for erotic terms is begun so cleverly and
progresses so imperceptibly that, at the climax of the play, we are agreeably
surprised to discover that Bernarda is an immured “ nun” because of her
cupidity. The entry of jealousy into her emotional struggle gives the advan-
tage to love. If the erotic-religious system of imagery is coherent, we should
expect to see a new “ religious ”” development in Bernarda, and this, in fact,
takes place. On being told that Fernando is dallying with another woman,
Bernarda not only grows jealous, but is fired with an evangelical desire to
save Fernando’s soul from hell-fire ; she hastily throws her manto over her
shoulders and bursts into his room :

Lastimada de que en vos

tan gallarda edad se pierda

en contagiosos peligros

donde el cuerpo y alma enferman,
olvidé mi propia causa
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por la de Dios, cuya ofensa

siento tanto, que a los ojos

salen compasivas muestras.

(III. v. 2575-82)

However, there is a further reason for Bernarda’s increased * religiosity ”,
and to understand this we must examine the final and most important
aspect of the house—the underground sotano that parallels the above-
ground forno.

That the torno is a symbol and not an actual barrier sealing the house
off from the outside world is shown by the fact that the sisters can leave the
house. But they leave it, in fact, only to go to church, which is, of course,
consonant with the celibacy that the torno symbolises. At the end, this
becomes a pretext, but it is kept up. Bernarda, tormented by jealousy,
leaves her convent to preach a ““sermon” to Fernando. Later that night,
she repeats the trick : her thoughts torture her ; she must see Fernando
again. In beata fashion, she tells Jusepa she must go to church :

Yo prometi una novena

y la quiero comenzar

desde hoy en el Buen-Suceso.

(ILI. ix. 2793-95)

Now, a novena is a petition of prayer lasting for nine days. But the ambi-
valence of this religious language is exposed-when Jusepa, who is not duped
by it, comments cynically on her sister’s sudden religious fervour, and
reveals why Tirso chose a devotion of nine days rather than any of the
numerous other devotions that Catholic practice could offer :

Estas novenas de hogafio

suelen volver intereses

novenas de nueve meses

cuando las hace el engafio.

Vislumbres muestra de amor

esto que la inquieta el seso.

i Plega a Dios que al Buen-Suceso

no vaya del sangrador !

Que en Madrid alivia penas

si fe a fabulas dar quiero,

en las damas el acero,

v en las viudas las novenas.

(III. x. 2827-38)

Jusepa, for her part, does not need the subterfuge of going to church in
order to attain her parallel end. The wall dividing the cellars of the houses
in which she and the man she loves live is broken down from the man’s side.
The fact that Duarte becomes united in marriage with Jusepa by passing
through this secret tunnel makes the sétano a clear sexual symbol.?

7 Professor A. A. Parker has pointed out to me the similar sexual symbol in Calderén’s
Apolo y Climene. The priestesses of the temple of Diana are vowed to chastity, Climene
being one of them. Yet all the others carry on secret love-affairs, their lovers entering
the temple through a mina, or underground tunnel. Apollo, when exiled from his divinity
and succumnbing to sensual love with Climene, does so by falling into the mina and
finding his way into the garden. The theme of Calderdén’s play is, of course, different,
and is given a serious, philosophical treatment, for which see A. A. Parker : ** Metifora
y simbolo en la interpretacion de Calderon ”, in Actas del primer congreso internacipnal
de hispanistas (Oxford, 1964), pp. 141-160.
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The creation of the secret passage by piercing the wall which separates
the cellars is effected by Polonia and Santarén, with the help of the tercera,
Mari-Ramirez. Polonia and Santarén, as we have seen, represent the sexual
aspect of love, and Polonia is Jusepa’s guard. It was Polonia who allowed
Santarén and Mari-Ramirez, disguised as a hawker and a toquera, to enter
the house. Again, it was Santarén’s Jove for Polonia which led him to recog-
nise her voice in the cellar, and they, in collaboration with Mari-Ramirez,
arrange for Jusepa to meet Duarte. Thanks, then, to the efforts of nature
(represented by Polonia and Santarén), the inmates of the house merge
with the outside world, and not only do Bernarda and Jusepa get their
 men, but Polonia gets Santarén as well as her freedom, for nature is no
longer fettered. The struggle of love to attain fulfilment, in the face of the
obstacles presented by Bernarda’s cupidity and the fact that society con-
doned the “ celibate ” marriage of a young woman to an old man, is the
central problem of the play and ends in the triumph of nature and love. .
Love and marriage, for Tirso, must be frankly based on the physical. Celibacy
is an ideal only for real nuns, leading a real spiritual life ; it should have no
place in the love of man for woman, and sexual frustration, outside real
convents, should not be falsely endowed with spiritual value and dignified
by the language of religion. '

Tirso does not, of course, make the point solemnly like this. He makes[it.
with a delightfully humorous zest. The satire is witty from first to last.
One amusing aspect is the “logic ”’ of Bernarda’s progression from cupidity
to love. Bernarda’s cupidity is obviously anti-vital : it leads her into the
symbolic prison, which represents not only her loss of liberty in the attempt
to deprive her sister of it, but also her own amorous frustration. Bernarda’s
actions thus boomerang upon herself. To escape from this prison—as she
must, if she would find love—, Bernarda’s cupidity must be frustrated, and
it is made to frustrate itself : Bernarda loves Fernando not only for himself,
but in large measure for his seis mil de renta :

BERNARDA : Alto, viudez, esto es hecho.

Perdone Dios al difunto.

i Seis mil ducados ! Hoy junto

a mi amor honra y provecho.

Su talle me ha satisfecho ;

Aragén es su apellido,

; quién duda que es bien nacido ?

i Seis mil ducados de renta !

Mejor me sale la cuenta

de lo que yo habia entendido.

(IT. xii. 1501-10)

It is precisely as a result of Bernarda’s eager pursuit of Fernando’s seis mil
ducados that she is frustrated in her attempt to sell her sister in order to
get the old man’s diez mil pesos and finds love instead. Money thus proves
to be for Bernarda by turns an obstacle to her love, a bait, and thereby her
ultimate salvation. Since this is comedy, she is saved in the long run by
her own foible,

\
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The second witty aspect of this process consists in the fact that a moral
weakness can only be transformed into a saving virtue by means of religion.
When Bernarda enters the house she undergoes a sea-change : she goes in
as a prisoner and comes out as a “nun ”. By ostensibly leaving her ““ con-
vent ” to worship God, she in fact leaves it to find a husband (who fortun-
ately happens to be rich). Love and marriage are a natural and human
“religion 7, which love of money by itself is not.

The creation of a secret, underground passage (*‘ underground ”, because
it stands for the earthiness of human love as opposed to the ideal of celibacy
which is ““ above ground ” because it is supernatural) and Duarte’s passage
through it to unite with Jusepa cannot after all be regarded as constituting
an arbitrary deus ex machina to bring the play to an end. The ending is, on
the contrary, a logical outcome of the symbolical structure of the play. The
way in which forno and sétano are linked into a structural unity by a whole
system of appropriate imagery is an outstanding achievement of Tirso’s
brilliant wit. Por el sétano y el torno, a sadly neglected play, proves to be
a structural tour de force in a highly original way and thus a superb example
of Tirso’s comic art.

* B 4 *

An epilogue seems to be demanded by the closing speech of the play,
which runs thus :
FERNANDO : Esto sirva

de entretener solamente ;

no por que haya estas malicias,

que Por el sétano y el torno

Tirso escribe, mas no afirma.

(IIJ. xxi. 3264-8)

Two important points arise from this speech. The first has been noted by
all Tirsian crities : the last line affirms Tirso’s authorship, which, in view of
the fact that the play was printed in the enigmatic Sequnda parte, is of the
utmost importance. It is thus one of the four plays which Tirso claims to
be entirely his own.

The second point, which has so far escaped comment, is the fact that the
closing formula is an unusual one, and, at first sight, seems to provide us
with a further example of Tirso’s curious sense of humour. Critics have
often drawn attention to the supposed inverisimilitude of Tirso’s plots.®
Professor Aubrun sums up this view in a reference to Por el sétano y el
torno : * La comedia est caractéristique de la maniére romanesque de Tirso
avec son appareil de passages souterrains, de tours mystéricuses et ses

8 Cf. A. Valbuena Prat: * En determinadas formas, Tirso juega con la intriga, y
compone una especie de ** ballet "’ maravilloso, de gracia y malicia, pintoresco en las
costumbres de ciudad y de aldea, en que la trama inverosimil se combina con la parodia
de motivos usuales en el drama deo honor o caracteres " in Historia de la literatura
espaiiola 11(4th ed., Barcelona, 1953), 413. Romera-Navarro, also, in his Historia de

la literatura espaiiola (Boston, 1928), affirms that Tirso’s theatre is “ el de situaciones
y lances més inverisimiles ** (p. 346).
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quiproquos. . . . Remercions M. Zamora Vicente d’avoir donné sous une
forme agréable cet amusant et espiégle produit-de la folle imagination du '
mercédaire comédiographe.”® There is a strong possibility, however, that
there is a point to Tirso’s express ‘ warning ”"—" no por que haya estas
malicias ’—, and that there were other sources of inspiration for the play
besides Plautus’ Miles gloriosus, which is mentioned in Act III, scene vii.

In one of the amusing ‘“ Cartas de jesuitas ', written from Salamanca
by Andrés Mendo and dated 4th February, 1634, we find an incident, some
details of which remind us vividly of the action of the comedy :

Aqui ha sucedido un caso escandaloso : en el convento de monjas
de Santa Ana estaban dos sefioras seglares, y un coadjutor del arce-
diano de Alba de esta iglesia y un colegial del arzobispo don José
Pantoja, cuyo padre estd en esa ciudad ; hicieron un agujero por una
casa pegada al convento, y entraban los dos 6 salian ellas, durando
algun tiempo este trato. Descubri6se el caso ; prendieron al eclesi-
dstico (que no estd aun ordenado) en la carcel del Obispo, y al colegial
le di6 el maestreescuela por carcel la casa del corregidor con cuatro
guardas. El Pantoja se huy6 antes de anoche, temeroso de la vida,

. porque el Consejo llevé sangrientamente este caso y ha de venir juez
pesquisidor, y uno que esta ahora en Zamora sobre otro semejante
de un caballero que entré6 4 una monja, le tiene ya para cortar la
cabeza. Las guardas tambien huyeron, y el corregidor se parti6 al
punto a dar cuenta al Consejo.1?

This story lends further support to the theory that there is a fairly close
correspondence between the comedia and life in Golden Age Spain. Some
details, such as, for example, the presence of “ dos sefioras seglares ” in a
convent, tempt one to try to seek a closer correspondence between the play .
and the incident than a mere similarity of situation. This, however, seems
impossible. Miss R. L. Kennedy has made a strong case for supposing the
play to have been written after late January, 1623.1t The fact that it wasl,

+ produced by Prado seems to lend support to this argument.!?

On the other hand, a curious coincidence must be noted. The Segunda
parte was published in Madrid in 1635, with an aprobacién dated 10th
November, 1634.22 It is not impossible that Tirso knew of the incident
related in the letter and, when preparing the play for publication, altered
the ending, so that he could refer maliciosamente to the scandal, which may
have been common knowledge. A small detail may possibly lend further

‘support to this theory. Besides this play, there are only two others which

¥ In his review of A. Zamora Vicente's edition of the play, in BH LI (1949), 452.

10 Memorial histdrico esparniol X1IT (1861), 15.

1 R. L. Kennedy : ** On the Date of Five Plays by Tirso de Molina ', HR X (1942),
183-214, and * Studies for the Chronology of Tirso's Theatre ', HR XI (1943), 17-46.

12 5, Cotarelo y Mori gives this information in his book, T'irso de Molina. Investi-
gaciones bio-bibliogrdficas (Madrid, 1893), p. 83. On p. 214 he suggests that Prado
produced the play during his stay in Madrid between 1621 and 1623. This seems quite
likely. We learn from Rennert (The Spanish Stage, New York, 1909, pp. §60-562) that
Prado was in Madrid in the first half of 1623, and again in 1635, spending most of the
intervening years in Seville. Shergold supports this in his 4 History of the Spanish
Stage (Oxford, 1967). It is obvious that the play was originally intended for a Madrid
audience,

13 See Cotarelo, op. cit., p. 84, note 1.
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are described as “ written 7, viz., Antona Garcia (“y el poeta que lo ha
escrito ') and El melancélico (‘. . . Tirso la ha eserito ). Miss Wilson has
convineingly argued that dAntona Garcia may have been revised as late as
- 162514 The date of El melancolico, published in the Primera parte (1627)
is more of a puzzle. Dofia Blanca de los Rios, in her introduction to the
play,'® suggests that internal evidence points to the year 1611 as the date
of composition. Miss Kennedy, on the other hand, also basing her arguments
on internal evidence, argues that the play was written between 11th Novem-
ber, 1622, and 11th February, 1623, and thus suggests, not very convineingly,
however, that El melancolico may be a refundicion of Esto st que es negociar.t®
The bulk of the evidence would point the other way, but there is a possibility
that El melancdlico was retouched some time before publication. Thus it is
possible that Por el sétano y el torno, which also is a “ written ’ play (** Tirso
escribe, mas no afirma ™), was retouched before publication so as to allow
Tirso to make a sly reference to the incident alluded to in the letter, and
thus bring the play ““ up to date ™.

That such behaviour as is described in the play and the letter was not,
in any case, untypical of the period is further confirmed by an account of
one of Felipe I'V’s adventures with a nun in the convent of San Placido,
This, according to Hume,? took place about 1638, three years after th
publication of Tirso’s Segunda parte and four years after the incident dcscribc%
in the letter. Marafién describes how access was gained to the nun’s cell ;
“ Vivia, en efecto, el protonotario en unas casas que se habia hecho construir
en la calle de la Madera, pegadas al convento, y le fué facil abrir una comuni-
cacion, que daba a la béveda donde guardaban el carbén las religiosas,
dentro ya de la clausura. Por esta via sacrilega se proyect6 el asalto a la
monjita.””’® Marafién refers to other similar incidents, which provide further
proof of the frequency with which such adventures took place. It is clear,
therefore, that the plot of Por el sétano y el torno was very likely based on
an incident in real life and was not entirely the product of Tirso’s overheated
and “ folle imagination ”.1°

P. HALKHOREE
London

14 In the introduction to her ed. of the play (Manchester, 1957), p. ix. Miss Kennedy,
of course, suggests that the play was written in February or early March, 1623, in * On
the Date of Five Plays by Tirso de Molina ”, HR X (1942), 183-214.

15 In Tirso de Molina. Obras dramdticas completas 1 (Madrid, 1946).

1; Ri L. Kennedy : ** Studies for the Chronology of Tirso’s Theatre "', HR X1 (1943),
17-46.

17 M. Hume : The Court of Philip I'V (London, 1907).

18 (3. Maranién : El Conde-Duque de Olivares (Madrid, 1952), p. 207. Maranon
seems to be sceptical of the authenticity of some of the details in the story.

1 It may be argued, on the other hand, that Tirso’s play served as an incentive
to such adventures, and, in fact, Tirso was censured by the Junta de Reformacién in
1625 on preecisely such grounds. It is hoped, however, that it has been shown that
Tirso's play is satirical and is meant to ridicule such behaviour and, above all, the social
conventions which led to such absurd situations. The very definite ** warning ”* at the
end of the play obviously seems to be intended to reinforce the audience’s awareness
of a parallel situation (or situations) in real life.




—

{428

TS5 T0 INPRODUCTION

Te

o

Se

Lo

W”Comedy has received comparatively 1it§le attention from critics,
perhaps because its ingredients are morc varied and its lines

of development less obvious than those of the well-marked forms
cf tra-cdy and history. Yet comedies out-number tragedies

on the Blizabethan stage by nearly threce to cne."

I« Co Bradbrook: The Growth and <tructure of Llizabethan Comedy

(Perepgrine Books, 1963 1st published 1955), Chapes 1, pe13e

Frofessor K. Whinnom, in his inaugural lecture: Spanich Literary

Historiography (Univ. of Lxeter, 1967), stresses that neglect

of the comedies has "distorted" the picture of the Golden Age

dramae

Be de los Rios de Lampérez: Tirso de Molina. Obras dramiticas

compvletas, Vol.I (Madrid, 1946), Vol..II (2nd ed., Hadrid,

1962), Voll.III (Madrid, 1958).

In the introduction to Tirso's Parte tercera, it is stated that

he had written some 460 plays. Cotarelo draws attention to this

on pe.79 of his book: Tirso de Molina. Investigaciones bio-

bibliosraficas (Madrid, 1893).

In his thesis: Tirso de Molina. An Edition of 'La vensanza de

Tomar® with Bibliosravhical, Textual and Literary Criticism,.

Ph.D, thesis, Cambridge, 1965. His findings have also been
published in his article: 'Tirso de Molina: Two Bibliographical
studies', HR, XXXV (1967), 43-68.

5 Montoto: 'Una comedia de Tirso que no es de Tirso', Archivo
liispalense, 2a época, VII (1946), 99=167.

Cotarelo believes that La mujer por fuerza is Tirso's. <See his

¥oljs
troduction to his ed. of Copedins de Tirzo de ' °tiB3yya1,I
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(Madrid, 1905), ppe lxi=lxii. It does seem that the play has
much in common with other plays of Tirso's, as I shall argucs

Since 1 condenado is now almost certainly known to be Tirso's,

there arises the possibility that Lsto sl que es negociar may

not, after all, be by him. But this is a problem for which I can
as yet offer no satisfactory solution.

Cfey, €ege, his prologue to Ll vergonzoso en palacio: "Intitulabase

la comedia L1 Verponzoso en Palacio,celebrada con general aplauso
(aflos habia), no sdlo eﬁtre todos los teatros de Lspalia, pero en
los mas célebres de Italia y de entrambas Indias, con alabanzas
de su autor see " Quoted in A, Castro's ed. of the play in
Cldsicos Castellanos (7th cd.,.Hadrid, 1963), pe2e.

Cervantes, in his Viaje del Farnaso (1614), seems to allude to

Tirso in these verses:

Ll otro, cuyas sienes veg ceilidas
con los brazoc de Dafne en triunfo honroso,
sus glorias tiene en Alcala esculpidas,
En su ilustre teatro vitoriocso
le nombra el cisne encanto no funesto,
sicmpre el primero como a mis famoso.
. A los donaires suyos echd el.resto,
con propicdades al gorrdn debidas,
por haberlos compuesto o descompuesto.

Cotarelo comments: "Lste elogio que, como tantos otros del
ilustre manco, me parece algo equivoco, cuadra exactamente a

Tirso en lo mis importante." (Investiraciones eee, De29)e

Refs, to envious persons constantly recur in Tirso's plays.

Cf., e.g., these words in Ventura tec dé Dios hijos

DUCUE: Si probases
lo que acabas de afirmar,
yo la dicha trocaria
de Otdn, de suerte que hiciese
que envidiosos no tuviese.
III.vie pe1673a.

It is a note which is struck in an early play too, la eleccidn

por la virtud (1612).

lf?{'!
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Lee, €efe, the power of attorney granted by Tirso to a lawyer
to defend him against charges and the punishment following upon
the visit of Fr. Marcos de Salmerdn to the monastery in Madrid,
rcpfoduced in Vol.,III of Da. Blanca's ed. (pp. 32 A/B)e The
relationship between the two men is discussed by Fre G. Flacer

Lépez in his article: 'Biografia del Ilmo. Fr. Marcos talmerfn',

sotudios, IV (1948), 554-60,

See, e.5., her article: 'A Re-appraisal of Tirso's Relations to
Lope and liis Theatre', EC, XVII (1965), no.2, 2334 and XVIII
(1966), no.1, 1=13.

Cotarelc notes this on p.59 of Investigsciones.

‘Lpistolario de Lope de Vena, ed. de Agustin G. de iAmezia, III,

pagina 206, Habla de una pelea: "... con tantos donaires, voces
y desatinos, que se llegaba mis auditorio que ahora tienen con

Don Gil de las calzas verdes,desatinada comedi del Mercedario',

o crbe duda de que lo que le picaba era el éxito del fraile.'

Ds Alonso: Poesia espafiola, (5th ed., Madrid, 1966), p.21%4.

D, Alonso remarke: "Saltemos Qhora al siglo XVII. Hojeemos el
epistolario de Lope. Encontramos alli muy curiosos juiciose. For

ejemplo, a Don Gil de lasc calzas verdes, la regocijada farsa de

Tirso, la califica de '"desatinada comedia', &ls posible qua
Lope = el gran conocedor de teatro = no se diera cuenta de que
la técnica de la comedia por él introducida, Tirso la llevaba a
sus ultimas consecuencias al épurqr hasta el limite la intriga,
prodigioso hilo que en la marafia nunca se quebrdé? <&Podia no ver,
en fin, que la técnica de Tirso era en algunac comedias una

superacién de la suya propia?" In Poesia espafiola (5th ed.,

lladrid, 1966), p.214.
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for & still valuable summary of come of the pros and cons of this

controversy, &sca. b.'Coturelo: Bivliorrafia de las controversias

sobre la licitud del teatro enm Lspafia. (Madrid, 15Ck).

ie L. Kennedy: 'Attzcks on lope and his Theatre, 1617=1621',

in Hiroanic Jtudies in Henor of N. B, ‘Adams, edse. J. . Keller

and Ke=l,e <elig, Unive of lorth Carclipa, Studies in ilomence

Lenruaces and Literatures, no.59, (Chapel Hill, 1966). See also:

ie Genzdlez Falencia: *(uevedo, Tirso y las comedias ante la

Junta de Reformacidn', BRAal, XXV (1946), 43=-84. Cuadernos

CHVII-CAVIII,

This valuable defence has been reprinted in A. Castro’s ed.

of 21 vergenzoso en palacio, in Cldsicos Castellanos (7th ed.,
Gl dr ne 1

Madrid, 1963). My refs. will be to this ed. A survey of the

main points of this defence has been made by J. He Parker: iIn his

article: 'Tirso de Molina, defensor de la comedia nueva', levicta

Unive da an Carlos, XII (1648), 39-48,

Ae He Bushee, in Three Ccunturies of Tirco de Molina (Philadelphia,

1939), attributes this mainly tc the fact that the theatres were
closed in 1646=1649 and when they were re-opened, Calderdn's
plays held swaye Tirso, we recall, died in 1648, and by thn hud
long since ceaped writing for the stage.

tere,of cource, are the sceds of Remanticisme The revival of
infcrest in the comedia was undoubtedly one aspect of the more

general reaction against Neo-Classicisme I do not know whether

there is a direct influence of Cerran criticism cn Upanish

criticism here, as distinct from the more general one of & new
"atmosphere's That there was a sort of cultural exrtange by

the end of the century is certain,

7%



20, Yor details, see A. H. Bushee, especially chap.V: 'The Guzmén
wdition of Tirso de Molina's Comedias'.

21 I. L. MeClelland: Tirso de ilolina. Studies in Dramatic Realism

(Liverpool, 1948), especially the "Introduction".
22. Da. Blanca has drawn attention to this. <Zee Vol,I of her ed. of
Tirso (Madrid, 1946), pp.1%; 22.

2%e Cf., €ege, Martinez de la losa's statement: "... mostroése superior

a todos ellos en malicia y sal cdmica". In Cbras literarias, II

(Paris, 1827), 449-50. (uoted by Bushee, p«21.
-y

2ie wee the comments of Hartzenbusch in his two eds. of Tirso's

plays: (1) Teatro escorido de Fray Gabricl Téllez, 12 vols.,

(Madrid, 1839-42); and (2) Comedias escogidas de frav Galriel

T81lez, B.Ai.B., V (Madrid, 1848). The introduction to the latter

L)
contains articles by Duran, Lista, Javier de Burgos, etc. It is

I these critics ﬁho first put forward the view that Tirso's men
are all shy and ﬁis women impudent anc bold., Hartzenbusch's
comsents on the plays (dn the first of the eds. mentioned) are
important, though cf nececsity brief. He frequently condemns
Tirso's lapses iﬁ matters cf taste, but he;commends his style, his
dialogue,-his gharacterﬂdrqwing; As will $e clear, I do not
always agree with his comments on the struétures of Tirso's playse.
liartzenbusch's great inturest in Tirso is rather surprising. His

best-known play, Los amantes de Teruel is, of course, based on a

fraditional story which ulﬁé'servcd as the basis for a play of the
same name attributed to Tirso. The Romantic view of life was not
consopant with comedy. Tirso's popularity in the early ninetcenth=-
century is thus even more surprising, unless political factors are

the explonation here,
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P. lufioz Pefiat L1 teatro del Maestro Tirco de Molina., wstudio

critico-literario {Valladolid, 1889). EHe quotes with approval

one of the more purple patches from A. F. Schack: Geschichte der

dramatischen Literatur und Kunst in Spanien .(Berlin, 1845-6;

Frankfurt am Main, 1854. Spanish transl., Madrid, 1885=7).

Schack does not add much that is new to the views of Hartzenbusch
et al. Ie is more sympathetic to Tirso's art (but this may be
just Romantic effervescence). IHe draws attontion to the fact that
most of Tirso's plays are comedies, that they contain obscenities
(which he attributes to a difference in customs between the 17th
century and the 19th century), and that they are comstructed in an
original waye He mentions their daring satire (though he does not
elaborate on this remark). Ilie does not completely «.ree with
Duran's remarks about Tirso's timid men and bold women. Ie is
inclined to think that Tirso's virtues « style, wit, characterisa=-
tion, originality, etc. = outweigh his defects. His actual
comments on the plays, wkich he considers as some of the best-’
comedies ever written, are largely descriptive.

In his Investigaciones. Much of this information with scme

modifications, is also to be found in the intro. to his ed. of
Tirso's plays in N.B.AA.2Z., IV, IX, (Madrid, 19C6=1907).

L1 enipma biografico de Tirso de Molina (Madrid, 1928). Her

arguments are reprinted in the introduction to Vole. I of her ed.
of Tirso.

See, @+Zey e L. Rios: 'Tirso de Kolin# no es bastardo',
Lstudios, V (1949), 1=13; M. L. Rios and J. Nifiez Barbosa:

'La hipOtesis de dofla Blanca de los Rios de Lampérez sobre la

fo de nacimiento de Tirso de Molina', Atenea, XC (1948), 299-314;

Y. Penedo Rey: 'Ampliacidn al trabajo del Rev. P. Fr. Miguel L.

Rios "Tirso de Molina no es bastardo".', istudios, V (1949), 14=18,



29

3.

A summing=up of the situation is made by A. Cioranescu in his
article: 'La biographie de Tirso de lMolina. Points de repére et

points de vue', BH, LXIV (1962), 157=92, part of which is_re-

printed as an appendix to K. Vossler: Lecciones scbre Tirco de

Folina (Madrid, 1965).

See, €.(ls, her introduction to la celosa de si misma in Vol,II

of her ed., and also variocus of her remarks in her introduction

to VoliI, e.ge, Pp«39, 47=50, 63; see also her remark on the

"Calderonian' monologue of De Manrique in her introdu%ion to

r

o6mo han de ser los amiros in Vol,I, p.267b.

E. Y. Hesse: 'Catdlogo bibliografico de Tirso de Molina',
Zstudios, V (1949), 781-889. Supplements are in later numbers
of Zstudios.

G. L. viadet 'Tirso's Ciparrales de Toledo: Some Clarifications and

Identifications', HR, XXXIII (1965), 246=72; *Tirso's Friends',

BC, XIX (1967), nc.1, 1=6. A. Nougud's book is 'L'Oeuvre en prose

de Tireo de lolina. '"Los Cigarrales de Toledo' et 'Delevytar

aprovechando'. (Paris, 1962).

Lee, Cefe, 'Certain Fhases of the Sumptuar& Decrees of 1623

and their Relation to Tirso's Theatre', ER, X (1942), 91=115;
'The New Plaza Mayor of 1620 and the Reiﬂaction in the Literature
of the Time', HR, XII (194kh), 49-57; and['The Madrid of 1617=25.

Certain Aspects of Sociul, lMoral, and Lducational Values', in

Lotudios hicpinicos. Homenaje a Archer M. Huntington, Vol.I

(Wellesley, Mass., 1952), pp.275=3C9.

See, cege, 'On the Date of Five Plays by Tirs. de Holina', ER,

X (1942), 18%=214; and 'Studies for the Chronology of Tirso's

Theatre®, HR, XI (1943), 17-46.
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'La prudencia en la mujer and the Ambient that brought it forth',

IHLA, LXIII (1948), 1131-90.

'Literary and Political Satire in Tirso's La fingida Aracadia',

in The Renaissance Reconsidered., Smith College Studies in History,

XLIV (Northampton, Mass., 1964), pp.91=110C.
A, Castro, in his ed. of the play in Clis. Cast. (Madrid, 7th
eds, 1963), Casalduero in his articles: 'Ll desenlace de &l

burlador de Sevilla', in Studia philologica et litteraria in

honorem L. Spitzer, (Berme, 1958), and 'Contribucidn al estudio

del tema de Don Juan en el teatro espafiol', f[mith College Studies

in lModern Lanruages, XIX, (1938), nos. k4.

See L. Rogers: 'Fearful Symmetry: The bnding of k1l burlador de

Gevilla', BHS, XLI (1964), 141=59; and a more idiosicratic study
by H. Bihler: 'Mds detalles sobre ironifa, simetria y symbolismo

en .l burlador de levilla de Tirso de Molina', in Actas del

primer congﬁéo internacional de nhispanistas, (Oxford, 1964),

Pre 21718,
Gee T. ko May:s 'il condenado por desconiiado', BHS, XXXV (1958),
158-56.

e A. Peyton: 'Some Baroque Aspects of Tirso de Molina', RR,

XKXXVI (1945), 43=69.
Madrid, 19590
wstudios, V (1949), pp. 479=655.

Don Giovenni e il mistero di Tirso (Turin, 1958).

Antona Garcia, Act III, scene iii, page 439b.

ite L. Kennedy: 'A Reappraisal of Tirso's Relaiions to Lope and
his Theatre', BEC, XVIII (19(6), 1-13.
La, blanca, of course, suggests that certain plays, notably

i‘arta la piadosa and Ll amor médico, are sustained satires
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directed against Lope de Vega. I am not convinced that her
arguments are conclusive; at the moment, they seem to be no
more than interesting hypotheses.

J. Sutherland: English Satire (Cambridge, '1962).

He Bergson: lLe Rire (Paris, 1900). See also E. Aubouin:

Technique et psychologic du Comigue (Paris, 1948).

L, J. Potts: Comedy (4th impression, London, 1966. 1st pub-
lished 1949), especially chap. 6: 'The boundaries of comedy'.
These two essays (Bergson's in an itnglish translation) are
reprinted in Comedy, with an introduction and appendix by

We Sypher (Doubleday Anchor Books, New York, 1956).

Ae Nicoll: The Theory of Drama. (Londen 1931).

Re O, Jones: '3l perro del hortelanc y la visidn de Lope',

iloleopgia, X (1964), 135-42. This theory has much in common

with C, L. Barber's Shakespeare's Festive Comedy (Princeton,

1959).

Re Piddington has put forward the theory that laughter perforus

a compensatory function in scciety. IIt arises when two sets of
conflicting values are shown to be simultaneously valid., Laughter
is fhen an attempt.to gloss over a socially embarrassing situaticn
and to affirm that there is, in fact, nothing unusual in th;

situation. Uee The Psycuclosy of lLaughter (2nd ed., 1963, 1st

" ede, 1933).

Le Aucrbach, in his brillia:t work, Mimesis, has asserted that
Golden Age literature is not problematic, it does not questicn
the exi&_ting order in any way.

R. Cs Z1l1liott: The Fower of tatire (3rd printing, Princeton

University Press, 1966. 1st published 1960).

WaiKerr: Tropedy and Comedy (London, 1968).
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This is, of course, one aspect of the principle of peetic
justice which, as Professor Parker has pointed out, is a
characteristic feature of the comedia. See A. A. Parker:

The Approach to the Spanish Drama of the Golden Age (London,

1957). Professor B. Wardropper has, in a recent article,
pointed out the close resemblances between Golden Age comedy
and tragedy., See B. W. Wardropper: "Calderdn's Comedy and His

Serious Sense of Life', in Hispanic Studies in Honor of

Nicholson B. Adams (Chapel Hill, Univ. of North Carolina Press,

1966), ppe179=93.
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V. C. Freeburg: Disguise Plots in ElizaLethan Drama (New York,
: ;N

1915).

ke 0. Jones: '&l perro del hortelano y la visidén de Lope's.

 Fil., X (1964), 135-42.

A, Nicoll: The Theory of Drama (Londem, 1931).

te W, Hesse and W. C. McCrary: "La balanza subjetive=objctiva
°n el teatro de Tirso: ensayo sobre contenido y forma barrocos."
Hispanofila, noe.3 (1958), 1=-11.

Ze W. Hesse: "The Nature of the Complexity in Tirso's Don Gil."

Hispania XLV (1962), 389=94s

_ C. Bravo=Villasantk La mujer vestida de hombre en el teatro

ecpaffol. 6s. XVI=-XVII. (Madrid, 1955), 114=15, '

A, Valbuena Prat: Historia de la literatura espafiola, II, 5th

ed., (Barcelona, 1957) p. 413s

All quotations are taken from Tirso de lMolina. Obras dro-iticas

completas, I, ed. B. de los Rios, Madrid, 1945. The references
are to Act, scene and page.

G E+ Wade: "On Tirso's Don Gil", MLN, LXXIV (1958), 609=12.

Perhaps some of these '"slip:'" can be seen in a different light.

Cne may regard Inéa's mistake (Miguel de Cisneros instead of
Miguel de Ribera) as the result of her own confusion (she gets

the name correct as Elvira is telling her about her woes), Pedro,
of course, correctly repeats what he heard from Inés. Juan could
easily have learnt about Miguel off-stage.

This, surely, is where Clara fits into the play's structure. Hease
etules that she forms part of a sub=plot which also involves Gil

and Antonio. This is true, but my viewpoint is slightly differeni,
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The sudden appearanceff Antonio at the end as a husband for
Clara is a small flaw in the play's construction.

As Hesse points out, Elvira's story is an oblique truth, i.e.,
aﬁ indirect reference to the story of Martin and Juana.

. C. Bradbrook: bnglish Dramatic Form (Londen, 1965), especially

chape X« 1 owe the idea about the ghost in £l caballero de

Clmedo to Frof. J. E. Varey. Gil de las calzas verdes is also,
of course, Martin's conscience.
ie A. Peyton: "Some Baroque Aspects of Tirso de Molina." Ri

XXXVI (1945), 43=69.

Ee Gijon: Bl humor en Tirso de Molina. Madrid, 1959.

Martin excuses himself tbus:

Mi padre la culpa tiene

- destas dagracias, (uintana,
su codicia y interés.
: III.i. p.‘i?hi&.
I owe this coinage to ¥rof. A. A. Parker,
The irraticnality of courtly ove gradually comes under attack
towards the end of the XVe¢ and this «fitack is intensified in tho
: |

course of the XVIc. This irrationality is still evident in early
Neo~Flatonic works (Montemayor's Dians), but irrational love is

gradually equated with amor loco, and superseded by rational love

(Gil Polo's Diana cnsmorada), which comes to be regarded as the

genuine Neo-Platonic love., See, e.g., R. O. Jones: "Ariosto and
Garcilaso." BHS, XXXIX (1962), 153%-64; A. Solé-Leris: "The Theory
of Love in the Two Dianas: A Contrast." BHG, XXXVI (1959), €5=793
et. al. But Neo-Platonism, because it is, to a large extent,
merely a dressing-up of courtly love in pseudo-Flatonic guise,

cin lead to bewildering contradictions, and in this speech Tirso

points up one of them. Nature's perfection depends on her varicty,



and it is in this that Inés finds a "logical" justification

for her inconstancy, which is theoretically inconceivable within
the "cerious", Neo-Platonic scheme of pure, constant love.
Tirso, as we shall see in the_courr; of this stud&, takes
delight in exploding false and artificial ideals.

The symbolical use of night scenes is a recurrent feature in
Tirso's plays. Here, it stands for Inés's emotional blindness
as well as for thé disfraz which has caused so much confusion

in the characters. L. H. Templin has analysed night scenes in

"INight Scenes in Tirso de Molina," RR, XLI (1950), 261-73, but does

not point out the sﬁmbolical significance of this scene, although
he does discuss one aspect of it. - I
flartzenbusch, in his notes to the play in the 3rd vol, of his

Teatro escogido de Fray GCabriel T8llez, (lMadrid, 1839) is

puzzled by this aspect of Inds's character: 'La fria crueldad
que alli manifiesta la dama, de nada sifve,-no es propia de su
caractcr‘y con nada se justifica." (p.128) Ve can only share in
this recaction if we see Inés as a naive, innocent dirle It is
ciear that Tirso did not intend to portra& her as suchs To
sympathise to such an extent with Inés is to be completely
impervious to T;rso's masterly satirical irony.

Cf., e.gs, "Lo que si cansa es el primipio de la Comedia. La
esposicion es penosa y sin artificio, 1alpreciosisima rclacion
de Caramanchel, plagada de rasgos satiricos muy felices, es
inoportuna." (Hartzenbusch, p.126.) . I may add here that the
sunmings=-up of the action at various points throughout the play.
may strike the reader as a violaticn of dramatic economy; but in

view of the complexity of the action, these summaries may well

be of considerable help to an audience,
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Ferhaps the unreality of the acticn in Don Gil is worth
stressing, if only because of the fact that the play has been
censured as lacking in verisimilitude. Cf., e.g., Mufioz Pefia:

131 teatro del maesitro Tirso de l'olina. BEstudio critico literario

(Valladolid, 1889), chap. XI, p.653, and Ildefonso~iianuel Gil's
introduction to the play (Madrid, 1964), pp. 17=18. Such critics

scem to assume that verisimilitude is a sine gqua non of a litcrary

" work, without realising that all literature is more or less

unrealistic, since all art operates at at least one remove from
reality. In this play, travesty (both of a dramatic situation
and of human behaviour) has been shown to be‘the central featurc,
And all travesty is a systematic deformation of the matter
travestied, which rmakes it even more artificial and unreal., If
the aprovechsr element is -0 be seen as no less important in
Golden Age literaturc than the deleitar aspect, we must rccognise
the need for an unreal or stylised situation to briang out the
"message'" (which is always an abstraction from life). The real-
life situation in this play (i.e., the Juana-Martin one) is

potentially tragic. The action of the play is intended to make

us aware of this, so that the real-life tragedy may be averted.

All criticisms of the play's inverisimilitude are therefore doubly
irrelevant. | |

lire A+ D. Deyermond has pointed cut to me that the confusion of

the four Giles may be compared to the confusion of tongues which
brouéht down the tower of Babel (in both.cascs a limitation impoged
by God veing ignored). Also that Eabel = Babylon (cf. Camc3s!

Babel e S3i%a),

J. 5., Nomland draws our attention to this passage in his article:
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A Laughter Analysis of Three Comedias of Tirso de Molina."

MLF, "XXXI (1946), 38. He seems to regard it as one of Tirso's
less successful frivolous puns because he does not take into
account the absurdity which Caramanchel is stressing. Note

how the "=il" echoes through the passage like a mocking laugh.

In his article: 'Tirso's Cigarrales de Toledo: .Jome Clarifications
and Identificatioﬁs', HR, XXXIII (1965), 2u46=72, G. <. wade has
drawn attention to the name."Don Gil de Albornoz". There is,
first, the Cardinal Gil de Alvarez Albornoz, Archbishop of Toledo,
buried in the chapel of San Ildefonso in Toledo. The banda of
the Albornoz coat-of-arms, Wade notes, was green in colour,

(See the allusion to this Don Gil in the 'Cantica de los clérigos

de Talavera' in the Libre de buen amor). A more immediate
reference, according to Waide, would probably have been to the

Cardinal Gil de Albornoz, Inguisidor de la Suprema in 1627, and

~made Cardinal in that year. Vade suggests that he may have been in

Toledo in 1615 (tl.e place and date of composition of Don Gil) and
perhaps also in 1621, Wade commentsﬂ "It appears that Tirso was
making fUnlof.a clerical fricnd ... We feel quite sure that it
was this don Gil de Albornoz whose name Til[rlso gave to the pro~

tagonist of Don Gil de las calzas verdes, with its mujer disfrazada

de hombre and its malicious homosexual implications."

The same image recurs, for example, in la venganza de Tarar,

II.xii; IIT.ive

Nomland draws attention, briefly, to this, but, unfortunatcly, he
does not develop his point.

See, Cege, Se Go Horley: "Colgir Symbolism in Tirso de iiolina."
RR, VIII (1917), 77=81. He bases his analysis on findings in

li. A+ Kenyon: "Color Symbolism in Early Spanish Ballads." 2, VI

¢57
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(1915), 327=40, Curiously enough, Morley does not mention
Don Gil in his article. W. L. Fichter also analyses this
phenomenon in '"Color Symbolism in Lope de Vega.," RR, XVIII

(1927), 220-31. For Calderdn, too, green symbolises hope (see

Ee M. Wilson and J. Sage: Poecias liricas en las obras dramiticos
de Calderdn. (London, 1964), p.45, No.59: "E1l JULGO es de las
colores «ss'). It is bright green, of course, which symbelises
hopej dark green may suggest its frustration. This distinctica
is clearly seen in Alcnso de Ledesma's "El juego de las colores"

(In Juezos de Noches Buenas a lo divino. Barcelona, 16C5. In

BAE, XXXV, (Madrid, 1885), p.179b): "Tomd el limbo verde claro, /
viendo & su Dios en el suelo, / y el jaicfo verde obscuro, /.pues
hoy ¢le espera protervo." I am indebted to Mr. J. Sage for this
reference and also fo¥ somo references in the following note.

In the Enciclopedia del idioma III, ed. M. Alonso, (Madrid, 1958),

we find the follwing (12th) meaning given to verde: '"fig. s.

‘XVI al XX. Libre, indecente, obsceno. Apl. a cuentos, comedia§

poesias, etc. Gongora: Obr. II = 102," The ref. to Gdngora is

also to be found in B. Alemany y Selfa: Vocabulario de las obras

de Don Iuis de Gdénpora y Arpote (Madrid, 1930): "40 fig. Inmodesto,

obsceno. (usntas en vano / tiernas derrame lagrimas, temiendo,

/ eee / ses algin sicmpre verde, siempre cano / Satyro de las

aguase II;, 102 y 103." {ucvedo also uses yerde with similar

overtones. Cf., e.g., his "Desmiente a un viejo por la barba'':

"Viejo verde, viejo verde, / mis negro vas que la tinhi, / puec

a poder de borrenes / la barba llevas escrita. / Recoger quiere la

nieve / que tus edades ventiscan / ..." The green-white contrast
is interesting, as it recurs a few lims later: "Sobre blanco capa

negra / es mocedad dominica;" (Quoted from Cbras completas. Verso,
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ed. L. Astrana Marin. [3rd ed., Madrid, 1952.], No. ICII, p.391).
This green-white contrast, as we shall see, is also exploited

by Tirso in the play. (In the Enciclopedia del idioma, we are

informed that, in this sense, verde is used from the XVIIIc to
the XXc. XVIII is surely a slip for XVII). Verde is more
explicitly associated with indecency in -another poem of Guevedo's
(ed. cit. No. LAXXVII, pp.383~84), entitled "Quejas de una
cortesana viéndose ociosa" (dated 1626): "A la jineta sentada /
sobre un bajo taburete, / con su avan| 1illo blanco / y su
vestidillo verde .;.“ Here again the white (because she is
"ociosa') =green contrast recurs. What is curious about this
romsnce is that later on there appears the refrain: '"Molinico,
ipor qué no mueles? / Porque me beben el agua los bueyes", which
also appears in Tirso's pliy (I.viii. p.1725a). The huovés

in Tirso's play symbolise suspicions, while in Quevedo's poem
they represent married women of easy viftua who force the
courtesans to live a life of enforced and unwelcome chastitiy.
Some of the words in this passage perhaps call for brief comment.
"motolito": "Facil de ser engsflado u vencido, por ser poco
avisado, 6 falto de experiencia y manejo en lo que se trata"

(Dicc. de Autoridades). "gazmid": Gazmiar = "Guitar y andar

comiendo golosinas,'" ''Se toma tambien por quejarse y resentirse.
is voz burlesca, y en este sentido verbo neutro.™ (Aut.) Here it
seems to mean "geduce" or '"catch'". The latter sense is reinforccd
by "parlito'':"Especie de nassa éﬁodo de orindl de vidro, y en lo
mas estrecho de 8L se hace la red de unos lazos, que en entrando el
pez no puede salir, porque se enreda en ellos'. '"HMetaphoricamente

. 3 - -
significa celadda, lazo © assechanza, que se arma a alguno para
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molestarle y hacerle dafio.” (Aut.), i.e., & trap. More intercsting,
perhaps, is "arador'": it is, of course, a ploughman and also the
ring=worm: '"Piojudélo & gusanillo casi imperceptible, que se cria
lo mas ordinarismente en las palmaé de las manos, que sacado ¥y
puesto al Sol, se vé mover: y con ser tan pequefio,tiene una manchita
negra que paréce cabéza. Dixose Aradér, porque paréce va formando
surcos, como hace el arado" (iut). Caramanchel may be comparing
Don Gil to this almost invisible mite; but, in the context of the
passage, the word seems to have sexual overtones, by a metaphorical
extension of the basic meaning. Cf. the Elizabethan image,
exerplified in the lines from Shakespeare's sonnet: '"For where
is she so. far whosé un-ear'd womb / Disdains the tillage of thy -
husbandry?'" However, I have been unable to find any allusion to
such sexual connotzations of "arader" in the dicticnaries, etc.
I have coﬁsulted. I may, of course, be reading into the Spanish
term a meaning which belongs only to the English equivalent,
but the overall context in which the word appears would suggest
that I am not. Alterhtively, Tirso's use of the word here may
possibly ccnstitute aﬁ isolated, original metaphor.
This sociologiéal dimension, arising out of a social structure
in which the male and female roles are clearly defined, is

discussed more fully in J. G. Peristiany (ed.): lionour and chame

(Lendon, 1965), ppe 70=71. The figure of the mujer varonil,

examined, though not very satisfacterily, by Da. Carmen Eravo=

Villasante in her book already referred to, is the subject of a

Cambridge Fh.Ds thesis by Dr. M. Jones: The lMujer Varowil in the

Drama of the Golden Age. (A locial and Literary Study of a Dramatic

Type)s [19G67]. As the existence of this dissertation did not come

to my notice until after this chapter was written and rmy thesis



nearing completion, I have not been able to make use of its
findings{

G. E. Wade in "Notes on Two of Tirso's plays" EC, XII (1960),
nos 2, 1-6, has suggested that Doﬁ Gil was written between
21t January aﬁd 25th June, 1615. It was produced by Valdés
in Toledo in July, 1615. 'ade does not agree with the date of
couposition (1614) D. Blanca assigns to the play in her intfo—

duction to it in her ed. The date of Amar por artc ..ayor is

discussed in a later chapter, where it is suggested that internal
evidence seems to point to the years 1627-29 as the period eof

cor yosition,

¢13
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/n ed. of this play has only now been done as a Fh.D. thesis
at Pittsburgh University by Dr. O, Giardini. I have not yet
been able to see it.

In vol. II of his Teatro escozido de Fray Gabrial Téllez,(Madrid,

1859-h2).

Hartzenbusch (ope.cit.) is, however, correct in saying that 'sblo
puede notarse que el personaje de don luis, sin ser inatil, no
sea tampoco completamente necesario.' Hartzenbusch's view of his
function as serving to excuse in part Melchor's treatment of
Vagdalena is justifiable: "La escena VII da a conocer que Téllez
introdujo en la comedia el personaje de don Luis para hacer a |
don lMelchor mas disculpable, si se apartaba de los conciertos
tratados, pues asi quedaba a dofia Magdalena un novio de su misma
sangre, y mis rico que el leonés ..." Apart from the final scene,
where all the characte;s gather on stage, Luis appears thrice in
the course of the play. In I.vii and III.vii, he serves as
elchor's confidant. Thgir conversation also allows Magdalena

in Act I and Angela in Act III to change, while the situation as_it
stands is revieweds The symmetrical placing and function of these
two scenes is obvious, Luis's other appearance is in II,iii,
where, unknowingly, he acts as an intermediary between the veiled
llagdalena and lMelchor. This is an ironical moment when the poor
Luis urges the tapada to ensnare Melchor so that he, Luis, can
maxrry Magdalena,

Gee Eo Schanger's article: 'A Midsummer-Night's Dream' (In

Shakecpeare. The Comediese, eds K. Muir. Prentice Hall, Englewood

Cliffs, New Jersey, ¢ 1965, 3rd printing). The structural function

of setting in Shakespeare and other LElizabethan dramatists is
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examined by M. Doran in Lndeavors of Art (Madison, Univ. of

Wisconsin Press, 1954), chap.X. This analytic method owes
much'to the "Lexicon Ithetoricae" of.K. Burke's stimulating

Counter=-sStatement (2nd ed., Los Altos, California, 1953).

He , tuotations are by Act, scene and page. The ed. used is Da.

Blanca de los Rios': Tirso de Molina, Obras draméticas complctas,

vollsII (Madrid, 1962).
6. "Pechd lingue". Da. Blanca suggestis that here the word means
"pirate", and at other times "heretic'. However, in the intro,

to Amar por arte mayor (vol, III of her ed, p.1166b) she gives

what appears to be a more acceptable meaning, viz., that the
word is a phonetic transcription of "speech English". I have
been unable to find the word in such dictionaries of the period
as I have consulted. It seems to be one of Tirso's inventions.

The fact that it occurs in /Amar por arte mayor may suggest a

chronological proximity with La celosa, although, as I shall
argue in Chapter Ten, the former appears to be considerably
later than la celosa, (1627-29 as opposed to 1622).

7 Vole IV of the Dicc. critico etimoldsico de la lengua castellana

(Berne, 1957), pp. 604=~C5,

Se The function of the tronelia motif in Cervantes' Novela ejenplar

has been brilliantly analysed by Prof. L. J. Woodward in ':Il

cosamd.ento engaficso ¥ Bl coloouio de los perros' BHS, XXXVI (1959);

80~87,

9. s A. Peyton: "Some Baroque Agpects of Tirso de ifolina" RR, XXXVI
(1945), 43=69.

1C. . In her intro. to the play, ov.cit., pe1436b.

1#. Se De Leavitt has analysecd examples of "strip-tease" in Golden

Age drama in his article: 'Otrip-tease in Golden Age Drama',



Homenaje a Rodriguez-Mofiino,I (Madrid, 1966) pp. 305-310,

He does not, however, refer to this scene which is much more
delicate, but, perhaps, even more suggestive than the ones he
discucses.

12. 'This farcical scene, we may note, is based on the deception motif,
and is thus thematically linked to the main section of the play.
But in addition it also performs an important structural function
in the play as a whole by helping along the complication.

Thus a small deception scene is organically fitted into a play
about deception. rurthermore, Santillana‘'s deception (in part
motivated by interés)produces no result, for Ventura refuses hin
his "cuatro reales'". Similarly, in the main acticn, the practice
of deception will eventually prove fruitless. To anticipate a
later phase in this discussion of the play, note, too, how cn the
stylistic level, the whole of I.iii grows out of the tropelfa
motif, Lven Melchor's story about the purse=-thief fits into the
pattern of an inconsistency between appearance and reality.

13« Cne wonders here whether Sebastidn's early description of Angela
was a complete fabrication. The Sebastidn-Angela relationship is
a curious one. They seem to work in concert with each other, and,
in fact, Sebastiin's description of his sister in I.ii may have
been no more = and no less = than an example of high=-powered

; saiesmanship. It is a curious man who would invite his
vau&intanceé to amuse themalves at his sider's expense! When
Sebastidn discovers thnt Angela's plan to marry Melchor threatens
to ruin his own, he would murder her. Also, periodically, as in
II.vi. p.1468a, Angela threatens to leave her home if she cannot
have her desires fulfilled. This would be a serious step to take

in the XVIIc. Are Anrela and Sebastidn a professional "brother—



&7

and-sister" team, companions in business rather than relations
in blood?

14+ Ve note that almest all the characters contribute in some way
towards the failure of the device. In Lon Gil, too, Hartin's
uncomfortable postion towards.the end is not whqf}y'due to his
own fault. This process (but on a different level and in a
different key) bears some resemblance to the working of what
Prof. A. A. Parker has aptly termed "diffused responsibility"
in Calderdn's tragedies (in 'Towards a Definition of Calderonian
Tragedy', BHS, XXXIX (1962), 222-=37).

15. Cartes de los jesuitas, vol.I (Madrid, 1861) p.45. Letter

dated lMadrid, 6th May, 1634, from Francisio de Vilches to
I
P, Rafael Pereyra.

16e Sce, Cegey P. W. Bomli: La Femme dans 1'ispagne du sidcle d'or

(La Haye, 1950), Pe115+ DBomli confirms that all foreigners spole

of the liberty of the mujer tapada.

17+ "Confisidn que hacen los mantos de sus culpas en la premdtica de

no taparse las mujeres." lio, LXX in Obras completas. Verso, ed.

Astrana Marin (3rd ed., Madrid, 1952), ppe 361-64. Quevedo in

chap, AXI of his Buscdén (ed. Castro, Madrid, 1965, p.226) refers

to the art of wielding the munto, In chape XVIII of the novel

(pre 194=95) he also refers to a girl who never tired of displaying
her beautiful hands. This may help to support the view that liclchor's
praisc of the tapada's hand is intended to strike us as ridiculous

and that we are not to take it seriously.

10.. This is pointed out by Cotarelo in Tirso de Yolina: Investi=

gaciones bic=bibliopraficas (Madrid, 1893) and by Miss Kennedy

in 'On the Date of Five Plays by Tirso de Molina', HR, X (1942),

103=214+ The satire of Gongorism is one of & number of details
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which lead liiss Kennedy to suggest that the play was Qrittbn
between Dec,, 1619 and 1st barch, 162:. Da. Blanca assigns
it to the years 1621=22. (Cotarelo's|dating = 1607 ~ is curious
and rejected by Miss Xennedy, but a possible explanaticn for his
dating, if this is not based on a conjectgre thut Tirso may
have seen some of Goéngora's Gongoristic works at an early date,
may ve the fact th.t he thought that it was connected with the
1610 premfitica against the manto.) One fact which may help to
surport the view that the play may have been written c.1622-23
scems to have passed unperceived so far. There are two cbviocus
" roferences (both in Act III) to homosexuals in the play. The
first is Santillana's humorous rejection of Ventura's embraces:
SANTILLANA (A VENTURA, que porfia en abrazarle):
¢Queréis apostar, hermano,
que 03 he de hacer acusar?
III.ii. pe14772a.

The second is when Melchor asks Ventura to allow him to climb
on to his'back so that he can teke the Condesa's hand: in this
latter speech there is an cpen attack on certain persons in ladrid:

N AL

LNTURAS iYal afio! Busca una ye;ua
o el banco de un herrador,
que soy macho y no eres hembra.

MELCHCR: Hozme esta merced, que asi
cuiero llamarla.

VENTURA$ Dijeras
servicio, que agora hay hartos
que o todo lMadeid inciensan.

MBELCHORS snojaréme contigo.

VulNTURA S ¢Yo debajo de ti? iAfueral
Ni aun de burlas, vive Dios,
scha esa carga a otra bestia.

IIIl.xviii. Pe 148830

It may not be rash to suppose that this is a reference to Villa-
mediana and his circle of homosexuals., He was assassinated in the
Calle Mayor on 21st Auge., 1622. Miss Kennedy states that if the
play was presented by Manual Alvarez de Vallejo, it was probably

staged during his stay in Madrid between Cct. 5th, 1622 and
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Feb, 8th, 1623.

Ae Valbuena Prat: La vida espafiola en la edad de oro

(Barcelona, 1943), p.251.
The first passage is obviously an echo of the parable of the
marriage feast (Matthew, chap. 22, vve 1=14, and, in particular,
vell: "For many are called, but few are chosen"), The second
passage is a ref. to the story of Lsau and Jacob (Genesis, chap.-27)e
S0, too, is Gods Thus the parallel of the religion of love is
valid here tcoo; the goddess of this religion is also a hidden cne.
Cn the level of the religion of love, these are the 'revelations"
granted to the "worshipper" in Church. Melchor, in fact, had
asked for such a "revelation':

In fin: émi amor no os obliga

a que lo que por fe adoro

vea?

II.ve pe1466a.

Here, too, there are religious overtones. Human eyes cannot lock
upon the Godhead. Also, it is clear that this rlay wittily
establiches a relationship on the stylistic level between

Congoriem and Neo-Platonisme Profs Re O. Jones, in various

studies, see, e.g., 'The Poetic Unity of the Soledades of

 Géngora' BHS, XXXI (1954), 189-2C4; 'Neo=Paltonism and the

Soledades', BHS, XL (1963), 1-16; "Géngora and Neo-Platonism

igaia", BHS, XLIII (1966), 117-20 - has, on the other hand,

sought to establish a serious, ideological connexion between the

two, which is suggestive.
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In her introduction to this play in Tirso de lolina. (bras

dramfticas completas II (Madrid, 1962), pp. 961=09.

Gs Be Wade: Reve of Por el cotaeno y el torno,ede. Ae Zamora

Vicente (Bucnos Aires, 1949), in Sympocium, IV (1950), 187=50,

Cfe Re L. Kennedy: 'la prudencia en la mujer anai the imbiznt

that brought it forth' FMLL, LXIII (1948), 1131=90. The point,

as liiss Kennedy notes, had been made by Da. Blanca de los Rios

in an article in La_esfera, XVII (Oct.4th, 1930).

This dite is suggested by iiss Kennedy in her article,

'(n the Date of Five Flays by Tirso de Molina' HR, X (1942),

10%3=21+ It will be noted that the element of medical szatire

links Il amor médico with plays which are now assigned by

critics to the period 1622-1623. C. Bruerton, in his review of -

Tirso de lMolina. Comedius II (Clis, Cast., Madrid, 1947) in

NRFH, IV (1950), 66-=71, assigne the play to the period 1722=
16253 "zl porcentaje de romance (44.9%/0) y silva (3.06%/0)
indica claramente que la obra es posterior a 1620, y, a juzzar
por la versificacitn, hasta podria ser de 1625, Por razones que

no pucdo divulgar, la pieza probablemente no se escribid antes

.de log ultimos meses de 1622, La fecha seria, pues, 1622-1625"

(peG9)e As I point out below, other features link 1l asor

médico with plays probably written aTound the year 1622,

Incidentnlly, this dating would make |El amor médico fall

within that period which lMiss Kennedy shows to lLe a critical
cne in the relationship between Tirso and Lop.o, and would thus
c2om to lend indireck' support to Da. Blanca's suggestion that

Tirco is satirising Lope in this play. Tuis point is touched ¢n

>
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briefly at a later stage of this analysis.

R, sancho de Jan Romén: La medicina v los médicos en la obra

- de Tirso de liolina. (Salamanca, 1560), p.€5.

san Koman (gg. cit., p«10) makes *he following comment; "alguncs
citas expresas parecan indicar que [Tirsol) conocid a cstas
"autoridades" de la antiglicdad cldsica més intimamente de lo

que podria deducirse. por una mera informacidén cultural; asi, en

aljunos parlamentos de 4l avnor médico (Acto II, Escena VIII),

La fingida Arcadia (Jornada II, Zscena XV), y Don Gil de las

calzan verdes (Acto I, Lscena IT)",

P

This Jeature is, of course, eimilar to Tirso's so~-called "seli-
plagiarism", alrcady noted by critics., See, e.g., G. E. Wade:
'Si?so's Sel-Flagiarism in Plot' HR,IV (1936), 55-65. OCne
aspect of this developing technique is also discucced by L.
Caldera in 'Un motivo delle commedie "de enredo™: 1l'elavorazione

de "Il melanc6lico".' in Studi tirsiani (Milan, 1958), 95-110.

This date is suggested by liiss Kennedy in her article '(n the
Date of Five Plays by Tirso de Melina.' HR,X (1 42), 183=21i,
This is noted by A, Zamora Vicente and.Da. Ma. Josefa Canellada
de Lamora on p.88 of their ed. oflthas play (Madrid, 1956).

In his review of Tirso de ''olina: Co$edias II (Clas, Cast,,

Madrid, 1947), eds. A, Zamora Vicentl and Mae. Je Canellada de
Zamora, in NRFH, IV (1950), 6E=-71.  Bruerton refers to "esas
dos pilezas, que no son ciertamente de las mejores de Tirco"

(peG8)e

In his examen of the play in Teatro escogido de Fray Gabriel
18llez, vol VIII (Medrid, 1840).
iiartzenbusch, of course, makes this point: "Nos parece que

Tellez debia haber empezado y concluido la accion del Amor

sol



13

con

}édico en Coimbra, porque el acto primero no es mas gue una
ecposicion amplificada, que pcdia reducirse & un par de escenas:
asi hubiera quedado fuera el personage de don Gonzalo que de
nada sirve." (ixaren, p.350). This structure (which seems
typically Tirsian) in which Act I serves as the exposition to
the action proper in Acts II and III can also be noted in

L)l verponsoso en palacio.

Ce Bruerton (loc. cit., p.69) draws attention to this curious
featu e of the play. He consiiers that the roles especially of
¥artin, Machado and Delgado have been truncated and coﬂcludcs:
"Cabria pensar que hubo una version anterior, en la cual sus

papeles eran mias extensos". This is a definite possibility

(cf. Brito's role in Calderdén's =l princi 2 constante) althoush
it must be borne in mind that Tirso is not over-nice about such
technical details, On the other hand, scenes ii to vi constitute
the second cuadro of Act I, and, as I point cut below,. there is

& symmetrical pattern established in it by the crescendo=
decrescendo build;up and reduction of the characters on stage.
From the purely visual point of view, therefore, Hﬁchado is an
important element here. "iLtage-~business" also provides an

explanation of sorts for Lelgado's presence in II.i-iii (or

i-iv?). This opening cuadro builds up to the important third

scene between Tello and lelgado. The function of this ccene

will be examined later on, but the linguistic ambivalence, we

may note, is reflected visually in the presence of two cluracters
on stage. Since the dialectic in the play is important, Tirso
needs a partner (largely passive, here) Zor Tello when the two
rentlemen leave the stage. Delzedo's being an old friend who has

Juct arrived in Coimbra rakes the ensuing convercation more
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natural. Considerations of visual symmetry may also help to
account for llartin's 1arge1y.silent presence in II.vi-viii, and
IIT.i-ii. 0His return in IIl.xx forms, of course, part ol the
final gathering of all the characters on stage = apart Ifrom the
dead Gonzalo,. |

That complexity which U. Lllis=Fermor, in the opening chapter
("The Limitations of Drama') of her stimulating book, Tie

‘rontiera of Drema (2nd ed., Lon:ion, 196%),sees as an element

recalcitrant to dramatic treatment is, 'in a sense, clearly

present in this play of Tirso's. ''he two themes might easily

. heve produced two separate plays. That he cliose to yoke them

together to form a single play would make us suspect that Tir:o
was indeed working on the "frontiers of drama'. Cther plays,

such as 1 condenado por <easconfiado, where we have a trceatuent
L ]

" of a genuine religious experience in a complex u.:.tatic mould =

‘the experience is presented in both its pocitive and nerative
forms = and the Pizarro and Janta Juana trilogies (not to mcgtion
the large numberlof plays whose sequels were either never coo-
pleted or have been lost) help to confirm this view.

Jeronima is, of cource, one version of the mujer varonil. This

fipure has been studied by Dre !f. Jones in her PheD. thecicz:

The iujer Varonil in the Droma of the Golden .ice., (A ocizl and

Literary Jtudy of a Dramatic Typel). (Cambridge, 1967). ror

the recasons stated in chapter one of this thesis, I have been
unable to make use of DUr. Jcnes' findings.

J. Mo Viqueira, on p;299 of his interesting monograph, 'lLa
lusofilia de << Tirso de Molina >>' (Biblos, XXXVI (196C},
265-4€9), sees the play as exem;:lifyiné two tyres of freedom:
the freedom to love and the freedom to act. This

y 10 2 Tenoe,
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is true enough. Yet, there is an assumed incompatibility
between these two types of frcedom in the play = until a way
of reconciling them is found. One type of freedom, in othor
words, limits the other type. Thig is what helps to maintain
the dramatic tension in the play.

Cf. the following passage’ from Marta la piadosa:s

1

Don Diego, hele de matar.
¢Sois vos médico?
III.xviii,.

José Ve Vigqueira, in his study, Coimbra en las letras espafiolas

(Coinbra, 19€4) refers briefly to the play's dualism which, as
he points out, su%ts the character of the city: '"Verdaderamentg
¢dénde mejor podria localizar, en aquella época manuelina, el
dualiemo amonciencia, sino en la(s) Atenas lusitana que era, j
es, ademas, la tierra de los amores?" (p.41). Because of the
nature of his study, Viqueira does not develop this point much
further, save to link vaguely this dualism to the shift in

sctting in the play: "La pieza se titula Ul Amor i&dico, ¥y

agqul se revela el citado dualismo. Su primer acto se desarrolla
en uevilla, y los otros dos en Coimbra." (p.41). Viquiera .
further notes that Jerdnima=-Barbosa "va desarrollando el dupio
proyecto amoroso—cientifico de su vida, con tanta habilidad y.
perspicacia, que, naturalmente, triunfa en toda la linea:
censigue el objeto de amor, y es doctorada en la Universidad y
nombrada médico de palacio" (p.41)e As I hope to chow, the
point can be developed a step further in order to bring out the
way in which the dualism is, to a large extent, ultimately

resolveds I have not yet seen Viqueira's Coimbra y Tirso de

ilolina (Coimbra, 1995), where, as he states elsewherc, he examincs

%] aror médico more closely,
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In this, Tirco is only following a long tradition in European
literature which describes love as an illness. The sick doctor
must therefore cure herself in the play.

tuotations are taken from Da. Blanca de los Rios' ed. already
mentioned. References are to Act, scene, and page. In a few
caces, ZamoraVicente's ed. in Clis. Cast., mentioned above,
provides a more satisfactory reading. Whére there is a signifi-
cant difference between the two texts, this is noted. Cbvious
micprints have been corrected.

In The Structure of Literature (Univ, of Chicago Press, 1962,

¢ 1954), Chap.III, "Comic Plots", pp.82ff.
P, Coodman (ope cit.) sees the complex plot (in the Aristoteltlan

"My

sense) as teing composed of an avparent and a hidden plot. The

~ emergence of the latter constitutes the Aristotelian revereal.

For Goodman, the complex rlot properly belongs tc tragedy, as it
is fiere that the undermining of the surface plot can be cxploited
to the full. However, as Goodman admits, the complex rlot, with

modifications, may also be found in comedy. =l amor médico

ceems to be an example of what Goodman is trying to express,
although the hidden plot is hidden only to Jerbnima's victims.

A5 will become clear, it is this "hidden plot" which is the
ultimate molivating element in the structure of the play.

In his examen of the play, alrcady mentioned.

F. Halstcad: 'The Cptics of Love: ilotes on a Concept of iAtémistic
Fhilosophy in the Theatre of Tirso de lMolina' "MLA, LVIII (1543),
106-21. One may make a few reparcs with respect to Halstend's
article itself, It contains the odd factual inaccurzcy: Calley
he says that "Jerdnima is herself the object of Redriro's

desires, and hers the eyes that cet him aflame" (p.114, ncte 23),
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Again, Halstead reasonably concludes that Jerdnima's long
medico~philosophical speech is carefully planned and deliberately
included. Howe;er, he can only explain its incluéion by regarding
it as "yet another of the digragsions not uncozmon to his theatre
(p.€21), as he is unwilling to accept that Tirso may have had
“an object in mind" in the writinglof the speech. But it is
clear that the speech (1) adds to the comic effect of the play
by its mystifying effect; (2) is an integral part of the play's
medical satire; (3) contributes to our sensing the element of
caricature Tirso is introducing into the portrayal of Jerdnima.
These are, perhaps, good enough organic reasons for the shakiness
of the philosophical argunent in the speech, although I have no
intention of implying that Tirso's knowledge was less incomplete
thon Halstead claims. At the same time, the "tendency to crisse
cross along the lines laid down by the various schools" {p.120)
iz hardly important in strict dramatic terms, although it coculd
just conceivably bear scme relation to the basic ambivalent
.pattern'which characterises the comedy. TFinally, Halstead's
comments in notes 31=33 cn p.117 are themselves open to doubt
as regards interpretation. The passage commented occurs in
III.,v. 1005a=b. The expression "a su modo" can be taken in a
literal sense to mean simply "in a suitable, i.e., digestible or
casily assimilated, way'. Halstead's translation of mecdo by
"mode' in this context seems to do violence to the sense, apart
from being syntactically unusual. The "entendimiento agente” is,
surecly, the factor which mediates between the external, corporeal
process and the inner, cpiritual one. Once the informaticn

obtained by the former has been "Spiritualisedﬁ ("que las

inmaterialice, / y vuelva espirituales'), the inner process
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starts. The will's coming into operaticn is therefore quite
normal, especizlly as it controls the emotion of love. The
ascertion of the control it has over the individual is, of
course, partly comic: but this control is not absolute.
Jerdnima, in a sly remark later on, opposes it to the albedrio,
on which the ultimate decision restsi "que el sabio siempre
resiste's The point is, ultimately, that this speech of
Jerdnima's contains an ambiguocus irony which we must-perceive if
we are to respond meaningfully to it on the dramatic level,
Cfo. [SANTILLANAJ: ﬁﬁs almas tiene en el cielo
que un ilerodes y un Nerén;
condcenle en cacda casatl
por donde guiera. que pasa
le llaman la uxtrema=iUnciodn.
(I.xiii. p«.561b in vol.III of
B, de los Rios' ed., Madrid, 1938.)
The large number of Jewish doctors in Spain and the essentially
eocial reasons for this have beoen noted by Z. Glaser in
'Refercncias antisemitas en la literatura peninsular de la
edad de oro.' NRIFH, VIII (1954), 39-62.
Guiteria, of course, frequently stresses that Jerdnima's actions
only tarnish the family honcur. Cf,, e.g., the following passagzes
iBuen {in a nuestro viaje
hz dado tu ciego amor,
»  bu:na disculpa a tu honor,
buen fin a nuestro viajel
Don Gonzalo estd ~n Pamplona
peleando, y cuanto gana,
échalo a perder su hermana.
Il.xii, p.$97a.
The emphasis on personal merit as the basic criterion in
dotermining the individual's position in the social hierarchy
is a constantly recurring theme in Tirso. Da. wulanca de los

Rios has sought to connect this with her hypothesis of Tirso's

illegitimacy and his consequent attitude toward: bvastards and
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sepundones. G. Hancini has pointed out, however, that the
sequndén is a common enough character in the drama of the period
in his article: 'Caratteri e problemi del teatro di Tirso' in

Jtudd tirsiani (Milan, 1958), p.12. The self-made man who stakes

all on merit and personal achievement is, of course, a typical
fipure of the Renaissance. |

Viqueira recopnises this: M.ee @l motor de toda la accidn
dramitica es el amor: por €l, se hacen viajes largos y cansados,
pof él, se arrostran peligros, y por &l, incluso, se victe de
hombre una mujer para frecuentar la Universidad" ('La lusofilia
....', pelt02).

'The Feminist Theme in the Drama of the S3iglo de Oro.' 2R,

XXVI (1935), 191-231. Feminiem is, of course, also a recal=-life
social phenomenon of the period. Both Da. Blanca and Zmora
Vicente discuss some feminists of the day in their intrcductions
to the play. DBomli, in chap. IV of the first part of his la

Femme dens 1'ispagne du siécle d'or (la Haye, 1950) examines the

phenomenon, making passing reference to this play of Tirso's.

Da. Blanca claims to see in this speech scme autobiographical

echo of Tirso's own life, viz., Figueroa's attack, in :l pacsajero,

on Tirsc personally as well as on the Lopean comedy (pp.966=7).
Her argument seems, perhaps, a little-over-subtle, althousgh one
mizht be prepared to see the syeech_in pa¥t as Tirso's personal
attack on slanderers = perhaps evenlhis own personal encmies,:
The tendency to arrange marriages between members of rich
families for almost purely socio—economic.rcascns was & pressing
social problem of the time. Zamora Vicente draws attention to |

this on p.52 of his ed, A more detalled discussion of the

phenomenon especially among the upper classes and its implications
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may be found in A. Dominguez Ortiz: la sociedad esvafiola en el

sirlo XVII Vol.I (Madrid, CSIC, 1963), Part II, chape 2.

"Importo / corto': this is Zamora Vicente's reading.

I am not sure that Da, Blanca has proveé harpase conclusivelye
At the same time, the sequence of names and the implications of
some of the incidents scem to point to more than a series of

mer: coincidences, The fact that Tirso and Lope were not on
friendly terms at the tirms this plar was probably composed may
be of some significance here., Therefore, while not coasidering
Da, Blanca's statements as more than an interesting hypothesis,
I ghall review here some peints which scem pertinent to it. iy
definite conclusions will have to be reserved until such time as
the exact nature of the relationship betw:en Tirso and Zope is
fully clarified. (This is a subject on which Miss Kennely has
been working.) Lope's love-affair with Amarilis, i.e., iarta de
Nevares, seems to have begun late in 1616. Their daughter was
born in August, 1717 and Roque Herninde: died towards the end
of 1618 or the besinning of 1619. One may recall Lope's
glorification of death and its assistants, illness and the
doctors, on this occasion. A convenient résumé#f the affeir ma

be found in Lope's Obras escogidas. Teatro., Vol.Il., ed. ©. C.

Sainz de Robles (5tﬁ ed., Madrid, 1966), pp.137-48, There ccen
to be other echoes of Lope's love~affairs, perhaps, in the play.
Da. Blanca proposes that Gaspar's I{icaela is an echo of Lope's
Micaela de Lujdn. Sainz de Robles suggests (p.87) that Lope
srobably met her in Toledo c.1597. Da. Blanca also makes the
point that there may be some significance in Tirso's choice of
the names Jerdnima (=Jerdnima de Burgos) and, of course, iarta.

CGarpar has had to flee from Toledo to eccape the law-officers,
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after attacking his glanderers. Lope himseif was exiled from ,
Madrid because of his libellous attacks on Slena Osorioc. Fart
of this exile was spent in Valencia (the town of D, Jaime in
Pirso's play). Lope went to Lisbon, where he joined the /irmada =
in order to escape from his newly-married wife, Isabel. Gucpar,
in the play, plans to go to Lisbon and embark for the ka:t, but
ever ‘ually finds himcelf in Coimbra.

Re L. Kennedy: 'A Reappreisal of Tirso's Relations to Lope and
his Theatre'. BC, XVII (1965), 23%=34 and XVIII (19€6), 1=13.

We may note, incidentally, that the situation in which an
unidentified woran pursues & man, claiming he promised to marry
her, although he has not r~ally done so, or, at?east, has no
recnllection of having done so, is central in the problematic

1. mujer por fuerza.

Tirso's rough-and=ready Fortuguese, to which Hartzenbusch has
drawn attention, obviously turns out to be a virtue here. The
perhaps deliberately imperfect Portugues- employed facilitatcs
the word-play in the comedy.

e Cantel in his article: 'Le P'ortugzal dans 1l'oceuvre de Tirso de

liolina', in M&langes d'études porturaises offerts 7 M. Georges

lc Gentil (Chartres, 1949), ppe. 131=53, notes that: "le portuzais

est plus qu'un simple élément comique dans bl amor médico. Il

permet d'introduire une série de quiproguos qui embrouillent lc#
personnages et il devient ainsi un des éléments de l'action duns
le. piece.," Cantel, however, does not develop his statcment.

s Se Morby, in his article, 'TFortugal and Galicia in the llays
of Tirsb de tolina.' IR, IX (1941), 266=7L, states that

rortuguese is used as an element of dirpguise in .1 amor mfdico,

Viqueira points out that Tirso uses rortuguese in this play fcr
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comic effect (Tello's word-play) and to bring out the element of
coquetry in Jerdnima's character. ('La lusofilia eee', ppe L45ff,)
He also adds: "..s no veo que ce pueda tachar de incorrecta esta
lengua lusitana usada por nuestro dramaturgo, en el siglo XVII:
era la misma, con levisimas diferencias, que &l leia y oia en
sus portuguéses coetineos" (p.i52).

Zamora Vicente makes a brief reference to the relationshirz

between language and perschality in k1l amor médico in 'Fortugal

en el teatro de Tirso de Yolina' in De Garcileso a Valle=Incl’n

(Buenos Aires, 1950): "a cada aparicidn y desaparicidn del
portugués como medio expresivo corresponde una transmutacidn de
la personalidad en el hablante. 4 tal punto llega la identi-
ficacidén de la mudanza y su valor, que no seria entendida la
comedia de no comprender este portugués. ...Cs, incluso, la
piedra de toque para el reconocimiento, para la identificacitn
del voluntariamente borroso perscnaje.' Vigueira, as has been
already ﬁointed out in a previous note, makes a similar point.,
For 5 discussion of this point, see Jan Koti's '"Shakespeare's

sitter Arcadia" in shakespeare our Contemporary (2nd ed.,

London, 1967).
The phrase is, of course, tuken from|U, Ellis-Fermor's book:

The Frontiers of Drama (2nd ed., London, 1564).

Sece Appendix A of this thesis.

A similar point has also been made with respect to Calderdn
by Professor Parker in his article: 'History and Poetry: the

Corioclanus theme in Calderon'. In Hispanic Studies in Honour

of I. Gonzfilez Llubera (Oxford, 1959), pp.211=27". Cf. also

K. Muir's statement on Shakespeare's heroines: "It is character—

istic of nearly all Shakespeare's comedies that f£he heroines



should largely escape his satire and that it is their

qualities (wit, huror, generosity, initigtive, balance, courage)
which bring about a satisfactory resolution of the plot. Portia,
Rosalind, and Viola embody the values of the plays in which they
appear; and the falsities of society and the corruption of
sentimentality are revﬁaled for ﬁhat they are in the clear

light of the comic spirit." 1In his introduction to Shakespeare.

The Comedies, eds K. Muir (Prentice-Hall, Inc., Lnglewood Cliffs,

N.J.; c 1965), Pe7s This view of woman in drama may perhaps be
linked to the feminist question and this, in turn to the
general ferment in the intellectual and social climate of the

seventeenth century. Sce, e.ge, Po V. Bomli: La Femme dans

1'Espacne du siccle d'or (La Haye, 1950) and Ma. del Pilar

Cfiate: £1 feminismo_en la literatura ecpafiola (Madrid, 1938).

-
(5 |
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G. L. Wade: 'Notes on Tirso de Molina's HR, VII (1939), 69=72.
Reprinted in L. Cotarelo's introcduction to his edition of

Comedias de Tirso de llolina, I, (Madrid, 1906), p. lxvii.

He M..Wilson: 'Seven Aprobaciones by Don Pedro Calderdn de la

Barca'e In Homenaje a Damaso Alonso, III (Madrid, 1963), pp.

60S=18,

In my analysis of Amar por arte mayor.

'La beata enamorada O liarta la piadosa. Comedia de Tirso de lMolina, _

refundida en cinco actos's 1 Censor, X (1821), 449=53.

In his examen of the pléy in Teatro escogido de Fray Gabriel Téllez,

I, eds J. B. Hartzenbusch (Madrid, 9839).

P. Chasles: Italie et Lspagne. Vovages d'un critique a travers la

vie et les livres. II. (Paris, 1869), pp.337-50.

Cf. "Ll arte de Tirso ha logrado ... hacernos tolerable y a ratos
simpitica a la protagcnista: es hipdcrita sencillamente porque
ama con pasidn a un hombre y no quiere entregar su cuerpo a otro."

ie Romera=Navarro: Historia de la literatura espanola (Boston,

< 1928), Pe337.
A+ Fo Go Bell: 'Some Notes on Tirso de Molina'e. BSES XVII (1940),

A, Valbuena Prat: Histor.ia de la literatura espafiola,II, (ith cd.

Barcelona, 1953), p.4(9.

e Penna: Don Giovanni e il mistero de Tirso (Turin, 1958).

Fenna argues that the nature of the subject leads us to expect a

tragic ending similar to that in Lope de Vega's Ll caballero de

(1lmedo, in which the tragedy, so to speak, atones for the

profanation of religion. The justification for the tragedy in



13.

Uy

16,

17

sS4
Lope's play is not as Penna supposes, and has already been
discussed by Frofessor Parker who has drawn attention to the

similarity in situation and difference in treatment between the

fwo plays. (See A. A. Parker: The Approach to the Spanish Drama

of the Golden Age, London, 1957, Ppe1C-12.) GoOmez is not dishoncured

by the deception practised on him by Marta and Felipe, and, as is
obvious, Gomez's character is very unlike that of Don FPedro.
Clésicos ubro, Zaragoza, 4th ed. 1958 (1st ed., 1943).

LY}

'De Tirso de llolina al refundidor de Marta la pladosas. Carta's In

Del siglo de oro (Madrid, 1910), pp. 81=97.

Act I. scene xiv. page 368a. All quotations are by act, scene and

" page and refer to vol II of Tirso de Molina, CObras draméticas

completas, ed. B. de los Rios (Madrid, 1962).

A, Urtiagas Ll indiano en la dramitica de Tirso ‘e Molina (Madrid,

1965), fp. 116=124, 174=175.

In fgct, the style of the whole play is worthy of being closely

~analysed. The action of the play, by itself can be seen as largely

farcical. It is a stock situation in comedy. It is the subtle ties
of language in the dialogue which raise the play to the level cof
high comedye.

Incidentally, the fact that this hasty journey of Gomez's to Illescas
is motiviated essentially by his love of-ﬁoney and thus éerves to
illustrate his character answers Hartzenbusch's somewhat unnecessary
complaint that the journey is useless and violates the u#ity of

place for no sound reason, It also helps to explain Gémez's
readiness in Act III to make a journey to Seville, here again |

enticed by the prospect of acquiring Felipe's wealth.
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. Cbras drendticas completas, III, ed. B. de los Rios (Madrid, 1958).

A, Zamora Vicente's ed. of the play (Bgenos Aires, 1949) has extrcmely
helpful notes for the understanding oflthe text. The prgctice of
marrying a young girl to a rich old man is, of course, frequently
treated in Golden Age literature. Similar situations to the one in

this play are to be found in, e.g., Rojas' Entre bobos anda el juego,

and Cervantes! Il celoso extremeflio and El viejo celoso.

"recoleto": not only does this mean '"recollected", i.e., secluded,
but it also is the name of a religious Order. Cf. "Adj. que se aplica
al Religioso que guarda y observa recoleccidn: y también al Convento

o0 Casa de la micsma Recoleccidn'" (Dicciocnario de Autoridades). There

is an ironic contradiction implied in the phrase '"amor recoleto™

(as also in the immediately preceding "humano monasterio" = as opposed
to a religious monastery of celibates). The insulation of love is
absurd, since this implies the negation of its very essence.

"cartujo'': The Carthusian monk lived in an isolated, individual cell
and was committed to a vow of silence for the greater part of his

life. A person of his temperament would, consequently, be unfitted

to serve as a meaﬁs of communication between the two parties - the joke,
of course, being that a tercero %s the intermediary between lovers, and
is also a "Tertiary", i.e., "el que professa la Regla de la Tercera
(Urden de N.P.5. Francisco, Santo Domingo y N. Sefiora del Carmen'

(Diccionario de Autoridades).

Thisis a reference to liaaman's leprosy. See II Kings, chap.V, vv.i=14.
I am grateful to Dr. J. Lowe of Ldinburgh University for drawing my

attention to this.
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"andadera™: "La muger que en los Conventos de Monjas va & los recados"

(Dicc. de Autoridsdes). Hence, in this context, a go-between.
th

<
Thoughﬂyumour of this passage is obvious, its precise meaning is

rather obscure. The reference seems to be to an infidel religion
(i.e., Islam). In the context of the play, if the "true religion" is
the Platenic, non=sexual love enforced upon the sisters, the physical
love of the servants would appear to be a ''false religion" = hence
"Snima en pena". This interpretation of the passage may be open to
question, but it fits into the overall tone of the play. The fact
that Tirso is laughing at a non-sexual married love (a Neo-Platonic
concept) does not necessarily vitiate the interpretation, this
"religion'", of course, being "false" from the point of view of the

calanes de monjase The fact that the servants' offspring will, in

due course, go on pilgrimages to Mecca means that they, too, will

not hold to the celibate view of human love. We may also note the
ecuivocal use of "hermana'.

I am indebted to Professor A. A. Farker for having clarified for me

the relation of these symbols to the theme of the play. He has also
pointed out to me the similar sexual symbol in Calderdn's ipolo y
Climene. The priéstesaes of the temple of Diana are vowed to chacstity,
Climene being one of them. Yet all the others carry on secrct love=
affdirs, their lovers entering the temple through a mina, or underground
tunnel. Apollo, when exiled from his divinity and succumbing to sensual
love with Climene, does so by falling into the mina and finding his

way into the garden. The theme of Calderdn's play is, of course,
different, and is given a serious, philosophical treatment, for which
see A. A. Parker: "Metafora y simbolo en la interpretacién de Calderén’

in Actas del primer congreso internacional de hispanistas (Cxford, 1964),

Poe 141=160,
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In his “ixamen'" of the play in Testro escogido de f'ray Gabriel

T8llez, X (Hadrid, 1841), p.123.

In his la comdie escpagnole. 1600-1680 (Paris, 1966).

Cf. As Valbuena Frat: '"in determinaéas formas, Tirso juega con la
intriga, ¥y coﬁpnne una especie de "ballet'" maravilleso, de gracia y
malicia, pintoresco en las costumbres de ciudad ylde aldea, en que
la trama inverosimil ée combina con la parodia de motivos usuales

en el drama de honor o caracteres' in his Historia de la literatura

espafiola II (4th ed., DBarcelona, 1953), p.413. Romera=Navarro, also,

in his Historia de la literatura cspafiola (Boston, 1928), affirms that

Tirso's theatre is "el de situaciones y lances mids inverisimiles'
(pe346) |

In his review of A, Zamora Vicente's ed. of the play, in BH,LI (1949),
LS52a

iemorial histdrico espafiol, XIII (1861), p.15.

R&e L. Kennedy: 'Cn the Date of Five Plays by Tirso de Molina', i, X
(1942), 183214, and 'Studies for the Chronology of Tirso's Theatre!,
HR, XI (1943), 17-46,

=e Cotarelo y lori gives this information in his book: Tirso de . clina.

Investiraciones bio-bibliogrdficas (Madrid, 1893), p.83. (n paze 274

he suggests that Irado produced the play during his stay in Madrid
tetween 1621 and 1623. This seems quite likely. Ve learn from lennert:

The Sranish Stage (New York, 1909), pp.560-562, that Frado was in liacrid

in the first half of 1623, and again in 1635, spending most of the
intervening years in Jeville. OChergold supports this in his A ‘Hictory

of the upenish Stage (Oxford, 1967). It is obvious that the play was

originally intended for a iadrid audience.

see Cotarelo, op.cit., p.84, note 1.
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In the introduction to her ed. of the play (Manchester, 1957), p.ix.
liiss Kennedy, of course, suggests that the play was written in February
or carly larch, 1623,‘in 'Cn the Date of Five Plays by Tirso de llolina'

ER, X (19422,  183-214,

In Tirso de lolina, Obras dramdticas completas I (Madrid, 1946).
R. L. fennedy: 'Studies for the Chronology of Tirso's Theatre' lg,
XX (19&3), 17-46. See my discussion in a later chapter of the two

plays in questicn.

- l. Hune: The Court of Fhilip IV (London, 1907).

Ge Marafidn: 1 Conde=Ducue de Olivares (Madrid, 1952), pe207.

Haraﬁén-seems to be sceptical of the authenticity of scme of the
details in the story.
It may be argued, on the other hand, that Tirso's play served as an
incentive to such adventures, and, in fact, Tirso was censured by the
Junta de Reformacidn in 1625 on precisely such grounds. It is hoped,
hewever, that i¥ has been shown that Tirso's play is satirical and is
meant to ridicule such behaviour and, above all, the social conventicns
which led to such absurd situations. The very definite "warning'" at the
end of the play obviously cseems to be intended to reinforce the audience's
awareness of a parallel situation (or situations) in real life.

The main substance of this analysis has been published in article
form , under the title: 'Satire and Symbolism in the Structure of Tirso

de Holina's For el sOtano y el torno' in FMLS, IV (1968), 374-85.
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In her article: 'Notes on Two Interrelated I'lays of Tirso:

51 amor y el amistad and Ventura ta ¢& Dios, hijd, IR, XXVIII

(1560), 189-214s The t.rmini set by liss Kennedy (1621=1624)
encompass the period in which some of Tirso's best (and most
committed) plays were probably written. !Miss Kennedy draws

attention to the political satire in Ventura te dé... and to

the play's relation to .1 amor y el amistad and ls fingida

iArcadia. ror iiss Kennedy, this is an important play im Tirso's
political theatre, and one which is critical of rhilip IV's
gevernuente I am not here concerned primarily with Tirso's
political satire, which is Leing studied by iiiss Kennedy, but it
is 7. leresting to note that if, as iiiss Kennedy sugg-sts, the

play was staged before the Queen in 1623, Prado was vor& naive

or Tirso was very daring. This play, therefore, must have
centributed its bit to the events of 1625. This supposition

is strengtliened by the fact that lots of indirect hints ccncerning
the behaviour of prince and privado are scattered throughout lhe
play: the Duke's resistance to Césaro's lMachiavellian sa-gestions
in III.viii is a good example of this, lliss Kennedy's view

ap ears more coavincing than Da. ilanca's argument for 1615 as

the date of composition of Ventura te dés.., in her introduction

to this play in Tirso de lolina. Cbras dramaticas completas,I

(Madrid, 1946), pp.1627-1637. The latter's arguments are not
always persuasive here, and her rcference to Don Cuixote seecus
to me too subtle if not far-fetched. Lven Cton's remark on the
importance of travel in the formation of character (II.vi) can
be taken as referring to Tirso's own experience as a consequence

of his visit to the Indies. Another passage (see note 7) would
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seom to support this. At the same time, there can be no doubt

that the play bears some rescmblance to the early ikl versonzoco

en palacio. The similarity in the endings is obvious and there

are moments when the Clemencia-0Utdn relationship seems to be
drawing upon the Mirend-lagdalena cne. There is also the
curious episodic structure of the play which might lead one

to presume that it belongs to Tirso's early periocds But I shall
return to this later. Turthernore, as Da. Blanca also notes,

there are a number of points which Ventura te dé... and La pefia

de Franciz have in common. Da. Elanca assipgns the latter play

to 1611=12(2?). Whether this dating is accurate or not, I am

inclined to suspect that L& pefla de Francia is indeed an early

play, and not only because, as Da. Blanca says, it has some points

in common with 1 Vergonzoso and Mari-Hernéndez la galleca,

The technique secms less skilful, It also probably antedates

Ventura te dé..., for it states more explicitly what is often

implicit in the latter play. For exaunle, in I.i,ii of La pefic...,

we are told ~xplicitly that learning, arms and business are the

three occupations which society respects most. Simdén Vela
rejects these for religion. The theme is the same as in

Ventura te dé..., but in the latter play it recurs, so to spealk,

in a more secular mode: the religious values are implicit and do
not, as in La vefia, imply a total rejection of the world.

Prof. M. C. Bradbrook has drawn attcntion to the existence of
the same theme in Shakespeare's comedy in her article: 'Virtue
is the True Nobility: A Study of the Structure of All'c Wiell

That 'nds Well', reprinted in Chakespcare. The Comedics, ed,

K. Fuir (1965), pp.119=132. This article is extremely intercst-

ing also for the light it casts on the social and courtly con-
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vintions of the sixteenth and seventeenth centuries which
underlie many of the assumptions of Shakespeare's comedy. It

will be evident that the same assumptions underlie Tirso's comedy.

In his zxamen of the ploy in Teatro escogido de ray Gabriel
Téllez, III (Madrid, 1E€39), p.383.

In her introduction to the play.

Rofs. are by Act, scene and page to Da, Eldnca's ed. already
referred to in note 1. i

S. Langer: Feeling and Form (1953) « The implications of this

view are considered by H. Gardner in her essay: 'As You Like It!,

reprinted in Shakespeare. The Comedies, ed. K. Muir (1965),

Ppe 58=71.

The J.rst four lines probably refer to a trait of the iest
Indians perceived by Tirso, and seemlto lend support to the view
that the play was written after his visit to thé Indies. A
Urtiaga draws attention to Tirso's views on the intelligence

of the VWest Indians on p.2C4 of his El indiano en la dramitica

de Tirso de i'clina (Madrid, 1965), quoting from the Crdnica de

le lierced: "porque aquel clima influje ingenios capacisimos,
puesto que perezosoSses's

For lMiss Kennedy's dating of La prudencia, see her article

'La prudencia en la mujer and the Ambient that Brought It Forth!,

PHLA, LXIIT (1948), 1131=90., C. Samora, in the introductiecn to
his ed. of the play (liilan, 19567), makes some interesting comments

on its structure, which he likens to the diseminativo-recolectivo

pattern analysed by D. /Alonso in some poetic structures. Gsee

DV, ilonso and C. Dousocfio: seis calrs en la expresidn literaria

ecpafiola (Madrid, 1963). The correlation between the sin of

pride and the frustration of Don (uixote's apparently noble aims
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has been pointed out by Prof. A. A, Parker in his articles:

'£1 concepto de la verdad en el Cuijote', RFi, XxXII (1248),

and 'Fielding and the Structure of Don Cuixote', LIS, AXXIII

(1956). Incidentally, ' iss Kennedy, in her article on

Yentura te dG..., sugpests that the original title of thdis play

zay have been Atrevimiento v ventura. I should be inclined to

think that the title Ventura te dé Dios, hijo is authentic rather

than a title given to the play by Morales, as liss Kennedy
surcests. This does not exclude the possibility that the title

Atrevimier to ¥ ventura is also authentice. As liss Yennedy points

cut, it is a perfect title for the play, Eut three facts support

Ventura te dé& Dios, hijo as at least an authentic alternutive

titles First, it is part of a proverb, which, in its completc
form, provides the closing lines of the play. The title is also
used as a recurrent tag in the course of the play.. Secondly,

the thematic opposition venturo-sabher obviously derives from the

proverbe And, finally, it is clear tr:'t we must take God into
account if we are to make sense of the play's structure and not
sce it as a haphazard series of incidents.

"ese the harmonic structure: the structure which by par:zllel,

centrast, or cross-reference, independent perhaps of the cause-

and~effcct connections of the progressive action, makes us
compare one passage or person of the play with another, and so find
an enriched significance in both". In 'Themes and Structure in

The Comedy of irrors', reprinted in Shakespeare. The Comediec,

eds K. Muir (1965), ppe11-25. The quotation occurs cn p.12.
The amblguity roted in these words is a feature of the play. Cf,
Grimaldo's use of virtud, to which I have already referred

(=valour/virtue). The most obvious example is, of course, the
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term ventura itself, which appears to be the luck of the
ignorant man but which is in reality the reward of the good

Mill e



NOTKS TO0O CHAPTER SEVE

L
=

Te

The most important of these studies is, of course, J.
Casalduero's brilliant analysis:: 'Sentido y forma de =l

vergonzoso en palacio', NiFH, XV (1961), 198-216, reprinted

in his book: kstudios sobre el teatro espaliol (Hadrid, 1962),

ppe 03=112. WMy page references will bé to the latiter. Aspects
touched on by Casalduero are developed by the following critics:
Fe Ayala: 'ufotis@o y juego teatral en Tirso', Insula, XIX
(Septe, 19640, no.214, ppe 1,7; R. F. Glenn: 'Disguices and

lasquerades in Tirso's 1l vergonzoso en palacio', BC, XVII

(1965), nos2, 16~22 (in some ways, I think Glenn overstates his
cace = as in his assessment of Antonio). J. M. Vigueira, in his
monograph: 'la lusofilia de "Tirso de Folina"', Iiblos, XXXVI
(1960), 265-489, has some interesting remarks oa the Fortuguesec
characters and setting (love, passionate emotions), and the social
problem (honour vs; love).

1l vergonzoso was first published in the Cigarrales (1624). .=

A. Castro pointed ocut, there exist two mss. in which the letter in
the first act is dated 15th July, 1611. The play was therefore
presunably written in that year. (See Castro's ed. of the play

in Tirso de lMolina. Comedias I, Clés. Cast., 7th ed., Madrid,

1963). Miss Kennedy has convincingly argued for a revision of

the play (and especially of Act II) in her article: 'A Reappraisal

- —

of Tirso's Relations to Lope and his Theatre', EC, XVII (1560),

0oeT, ppe1=13 (the first part of the article being in EC, XVII

L ]
(1965), noe2, 2%34J). Da. Blanca, of course, in her introductiocn

to the play, in-her c:ition of the Ubras dramiticas completas, I,

Vadrid, 1946) also argued, on different groundy for a revision in
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1620-1621 (see especially, ppe. 436£f). A revision during these

years would also help to account for certain similarities between

this play and Ventura te dé Dios, hijo.
The elaboration of the theme of the timid lover in Tirso's theatre

is discussed by B. Caldera, in his article: 'Un motivo delle

commedie "de enredo'; l'elaborazione de £l melancdlico', in

Studi tirsiani (Milan, 1958).

Guotations are by Act, scene and page. The ed. used is Ta,
Blanca's, referred to above in note 2. |

Cf. Casalduero: "No se trata de un progreso material ni aun moral.
Vemos el sentido del futuro cristiano: la realizacidn de aguello
para lo cual ha sido creado"(p.92). And again: "issos impulsos dan
lugar a un movimiento en forma de torbellino, con el eje siempre
en el yo, el cual es una realizacidén: la busca de la ﬁlenitua
querida por Dios" (p.108). Glenn accepts this when he states that'
the primary theme of the work is the search for identity.

Casladuero makes a similar point when discussing the ending of

L1l burlador in his article: 'iEl desenlace de Bl burlador de

Sevilla' in Estudios sobre el teatro espafiol [first published in

Studia philolopica et litteraria in honorem L. Spitzer (Berne,

1958)1: "No se trata de resumir la comedia en el sentido de Barry,
ni de establecer una prelacidn entre la justicia divina y la
humana. Sino de mostrar que la Gltima es un reflejo de la

primexg pefo sobre todo lo que se quiere es realizar la conexidn
entre lo terrenal y lo supernatural, revelando ‘asi la jisticia
divina, el orden divino que yace bajo el desorden humano.' (p.127).
J. M. Viqueira: "Pucd: que sea muy femenino, mas aqui creo que
Tirso resbald hacia un artificio demasiado infantil" (p.34il).

Cf., tco, the crucial mask-scene in Calderdn's 1l pintor de su
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‘ dechonra, where the licence of Carnival allows the utterance of
anti-social, immoral sentiments. In Calderdn's play, the
"acting" is more serious than it should be and is carried into
Mreal™ life with tragic conscquences. I owe this idea to Prof.
J. L. Varey.

Bartzenbusch, for cxamfle, in his "ixamen" of the play is sure
that Tirso "al componer esta comedia, no tratd de formar una

intriga regular y ordenada, sino de pintar mas bien dos personases

originales ..." ‘(i’oatr‘o escozido de Frav Gabriel Téllez, vol. J,
Madrid, 1841, p.272). For him, the first four scenes "son
efectivamente inGtiles, La accion debia empezar en la escena ciez
y seis! ¥y &1 Tirso hubiera omitido la mayor parte de los

personages, la comedia hubiecra tenido mas interés y regularidad."

(p.273). P, Mufioz Pefia, in his book: El teatro del Maestro Tirso

de iiolina. Estudio critico literario (Valladolid, 1889) is even

more severein his criticism: '"su mayor .inconveniente es tener dos
accicnes distintas que perjudican grandemente para producir la
verdadera ilusidén escénica: los amores de D, Antonio y de Serafina

son balumba y nada més para la accion de 5l Vergonzoso que pocdia

desarrollarse perfectamente sin necesidad de ellos" (p.446). lHe’
continues: '"nada de preparacién armdénica de las partes con el todo,
nada de regularidad en la fabula, ninguna justificacidn en los
detalles, todo es ruido, accidn, tropel y movimiento; eccenas cin
relacidn unas con otras, & si existe, muy lejana; falta de prccisibn
y no cificndose nunca el pocta a 1o absolutamente indispensable: hé
ahi todos los defectos de este drama y de la mayoria de las con=
posiciones de Tirso ¢ e siguid en esto el desbarajuste de su

raestro Lope." (p.447). Da. Blanca sees the play as unproblem-tic
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in its implications and undistinguished in structure: '"no es
cbra de tesis, ni aspira a resolver protlemas, ni contiene
siluaciones supremas y escalofriantes, ni es dechado de
arquitectura dramitica e.." (pe#25)e On Serafina's rehearsal
scene, A. Nougué has the following to say: '"Ce jeu est en
quelque sorte une préfiguration de ce qui pourrait arriver,
Cette scene n'est peut-@tre pas absolument indispensable, C'est
le morceau de bravourc de l'auteur qui montre la fagon dont il
traite le lyrisme". [(In his grticle:“ﬂ propos de l'auto=-
imitation dans le théatre de Tirso de Molina', BH, LXIV (2),
(1562), 559=566,]
e, Castro, in his ed. of the play, and u. Caldera in his
article referred to.
This technique, of course, is to be ;ound also in Shakespcare.
An intercsting example of the introductory sounding of motifs is
to be found in the fiérce punning of the oPéning scene of Julius
Caesar, This is the stylistic manifestation of the basic theme
of misconstruction which underlies the wﬁolé play and comes to
the surface at the ena. Cf. Messala's words in V,.,iii: |

U hateful error, melancholy's child,

VWhy dost thou. show to the apt thoughts of men

The things that are not?
And,more explicitly, Titinius' words:

Uid I not meet th_ y friends? and did not they

Fut on my brow this wreath of victory,

/nd bid me giv't thee? [Lidst thou not hear their shouts?

Alas, thou hast miscontru'd everything.
squally important are the religious implications of the puns.
The cobbler is not the only one in the tragedy to "play God",

i.e., to arrogate to himself divine functions.

i1l references are to Da, Blanca's edition: Tirso de Yolina, Lbros
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dranfiticas completas, I (Madrid, 1946).

J. Cavro Baroja: 'Honour and “hame: A Historical Account of

feveral Conflicts', in Honour and Shome, ed. J. G. Peristiany

(Londen, 1965), p.133, note L3.

Da,. FElanca, inlher introductions to these plays, suggests that
they satirise the Girdn family and, in particular, the Duke of
Osunas The matter is also discussed by R. Avrett: '"Tirso and

the Ducal House of Osuna', RR, XXX (1929), 125-=32; and ¥W. L.
Wilson: 'Did Tirso hate the Girones?', HLO, V (1944), 27-32.

The former does not think that any personal allusion was intendcds -
The latter seems to think that there is a personal allusion, but
that it is laudatory, not condemnatory, and that both plays arc
connected with the political disgrace of Osuna. I am not sure
that too much can be made of the name of the hero. After all, in

Fucnteovejuna, the Maestre de Calatrava is D, Rodrigo Téllez

Girdne. In view of the fact that Tirso moved among the upper
classes, there is, I grant, a possibility that the allusion in
these plays is personal. FEut if they were originally conceived

as particulares, Tirso may have merely been indulging in some

leg=pulling.
Re L. Kennedy: '"Cn the Date of Five Plays by Tirso de Molina',
IR, X (1942), 183%=21k.

See Cotarelo: Tirso de Molina. Investicaciones bie-bibliogréficas

(Kadrid, 1893), p.21%.
The information in this paragraph has been obtained from H. A.

Rennert: The Soanich Stapge in the Tirme of Lope de Vera (New

York, 1909).

Cotarelo and Da. Blanca have drawn attention to thise. The play
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thus seccems to have been written after the publication of the

llovelas ejemplares (Cervantes' "dedicatoria' being dated July

14th, 1613) and before (?) the publication of Don Guixote II
(the "gedicatoria" dated 31st October, 1615).

s Ge Morley and C. Bruerton, in The Chronolozy of Lope de Vera's

'Comedias! (New York and London, 19%0), give the outside dates
for Ll perro as 1613=15. Incidentally, there seems to be, in

(uien calla, otorpa, a reference (I.xi) to Lope's 1l despertar

a quicen duerme, which Morley and Bruerton assign to the period

1610-15 and probably 1610=12., There also seems to be a ref. toc

this play of Lope's in llarta la piadosa (I.viii).

G. Iis Wade: 'The Literary Sources of Ll castimo del venségue

of Tirso de /olina', in fouth Atlantic Ctudies for S. i, Leavitit,

edse T. B. Stroup and S. A. Stoudemire (VWashington, D.C.y 19531,
ppe61=-96, Wade concludes that Tirso borrowed situations from

Lope's Ll sccretario de si mismo and La ocasidn perdida.

According to Wade, Tirso draws his main plot from the latter and
the episode of the letter-to-himself from the formere. It may Lo
pointed out, first, that there is also a sort of letter-to-hinself

episode in Ll vergonzoso, and, secondly, that one cannot validly

say that Tirso plagiarised Lope because he used situaticns found

in Lope's plays. Surely these situations are, so to speak, th:
alphabet, the letters and words, of all drama, and the common
property of all playwrights, Originality is to be sought in the
way in which these situaticns are a?ranged in order to form a plot,
a mecaningful action. This is not so say that Tirso may not have
plagiarised Lope; but I doubt whather "plagiarism" in its strict
sence is an appropriate term to describe what wade is quite

properly pointing out.
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21 Of course, Cervantes' la ritanilla and la ilustre fregona

would fit into this pattern (between El vergonzoso, which

they resemble, and El perro, which parodies them.)

o |
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In her introduction to the play in Tirso de liolina, Obras

dramiticas completas, I (Madrid, 1946), ppe 207=-219. All

quotations refer to this ed.

R. L. Kennedy: 'Studies for the Chronology of Tirso's Theatre',
HR, XI (1943), 17-46. This dating, of course, would seem to
destroy completely L. Caldera's theory of an elaboration of a

choracter type from Ll melancdlico to f{uien calla, otorga,

without, however, necessarily invalidating all his observations
concarning the characters. Sce his article: 'Un motivo delle

conmedie "de enredo": 1'elaborazione de 11 'elancdlico, in

Studi tirsiani (Milan, 1958).

Varela Jicome in the introduction to his ed. of the play

(iladrid, Aguilar, 1967) refers to it in the section entitled:
‘Conflicto social', (pp.22-24). Dr. Paterson also touches on
this aspect in his discussion of the play in the introduction

to his ed. of La venganza de Tamar (Cambridge University Press,

1969).
Referring to this anecdote, Hartzenbusch observes: "u

razonamiento de Carlin en la primera escena de £l lMelancdlico,

cuando compara sus amores con los de su burro, no merecia segura=

mente conservarse''. "Observaciones" on Esto si que es nerociar

and Ll melancdélico in Teatro escogido de Fray Gabriel Tellez,

IX (Madrid, 1841), pe332.

",,. hay en esta comedia lo que es rarisimo en el teatro de
Tellez, & saber, un caracter principal de hombre, quelaunque
bosquejado nada mas, es digno de atencion, porque tiene cosas

muy originales." (p.333).
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Varela Jacome, in fact, refers in hi: introduction to the play to
this so=called "melancolia preromantica'. But the melancholy
individual was well-known in the 17th éentury. See, e,

Frof, L. C. Knights' discussion of this figure in 17th-century -
Zngland in Appendix B: 'Sevcnteenth-jentury lMelancholy' to his

bock: Droma and Society in the Age of Jonson (Peregrine Bocks,

1962, 1st ed., 1937). Dut what is also very important in Tirso's
play is the relation, asserted by the phyéicians of the pericd,
between melancholy and intelligence. il. dg Iriarte comaments:

'La opinidn, muy repetida por el Ur. liuarte, de que la melancolia
es el humor mds favorable al ingenlo, y aquella frase del fegundo
Froecmio: "por donde dijo Platén que por maravilla se halla hombre

de muy subido ingenio que no pigue algo en mania', las tuvo

presentes Tirso de lolina, al redactar wnl dMelancdlico y

particularmente en los siguientes versos:

Toda relancolia

ingeniosa, es un ramo de maniaj

¥y nec hay sabic gue un poco

(si & Platén damos fe) no toque en loco.'

(51 doctor Huarte de San Juan y su examen de ingenios, Madrid,

CeSeIeCo, 3rd ed., 1948, p.308). As we shall sece, Tirso gently
mocks the melancholy intellectual in his play.

e Bentley: The Life of the Drama (London, 1965).

Prof. Knights, in his book already mentioned, points out that
melancholy was often an affectation in kngland in the 17th century.
Cne wonders at times in Tirso's plays whéther Rogerio is not
dglighting in making a martyr of himself., The social objection

he raises to marriage with Leonisa seems deliberately contrived

in order to feed his melancholy love. The obctacle seems to serve

the same sort of purpose as the marriage of the lady in a courtly-
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533
love relationship. It is designed to frustrate possession
and so maintain passion. Is Rogerio, in a way, following Pinarde's

original advice?

Hortzenbusch has made this point: "la Leonisa de il Helancolico
dice que ama con violenciaj pero este amor vehemente no se
descubre en sus acciones y comportamiento: la Leonisa de Lsto

si que es negociar, mas celosa, mas intrépida y arrojada, muestra

su pasion en sus obras, € inspira un interes mac fuerte: el
caracter de la primera es mas moral, el de la segunda mas
dramdtico" (p.332). - The difference is, I think, very important.,

) melancdlico can be seen as a skit on the conventionally "right!

situations: Leonisa is a loyally passive womanj Rogerio an
absurdly faithful man. The obstacle to their marriage lies in
Rogerio's acceptance of a social convention which keeps them
apari. The result is an absurd impasse which, I think, Tirso
deliberately creates in order to satinse the conventions which
léad to it.

The pure, perfect{ love of the main characters is contrasted with
other forms of love. There is the interested love of Firela:
she is a false friend; she is also prepared to use her love as
a weapon to blackmail Carlin in II.xiv. Her love for him has
sadistic overtones: we learn that she gives him a sound beating
(I.v)e Then there is the unnatural love of the Duke, who,
however, soon sees his error. Finally, there is knrique's love,
part passion, part ambition.

In his Cbservaciones to the two plays, referred to in note 4

above,.

In her introductions to the two plays in Tirso de Holina,

Cbras dramaticas completas, Vol I (Madrid, 1946), pp.207-219,



Vie

and Vol. II (Madrid, 1962), pp.697-7C3. Zsto si oue es negociar

is in Vol. II, from which quotations are taken.
At other points in Esto si ... one seems to perceive echoes of

L1 melancdlico, In II,viii-x, Carlin brings a letter for

Pogerio, as he does in [1 melancélico. But there is no real

reason why he should, since Leonisa has already visited Rogerio

in II.iii. (In Bl melancdlico, Carlin is a valid messenger).

534

It seems that these s_genes were retained in Esto si ... for their

conic content, and especially because they stress the absurdity

of Rogerio's situation. Perhaps one regrets in Lsto si ...

the loss of the neat burlesque of a conventional dramatic situation

which is found in II.xiv of 5l relancdlico. Here, Carlin appears

just as Firela is deceitfully telling Lecnisa that the chain is

Rogerio's gift, brought back by Carlin, Normally, Carlin's

appearance would mean the unmacking of Firela; but, instead, he i

blackmailed into consenting tacitly to whatever Firela says.
This burlesque of a conventional dramatic situation can be

ceen agéin in the ending of the play, where.the conventional
marriages are delayed. (This ending is kept in Esto si ...,

tut in an attenuated form.) The burlesque scenes noted in

1) _melonebdlico are consonant with the overall intention of the
play, which is to ridicule the literary convention of a perfect
love, found especially in pastoral (Neo-Platonic) literature.

Hartzenbusch suggested that the reason for the writing was

Rorerio's close resemblance to Philip IX. Rirso may have thousihit

'oue era una falta de respeto pintar enamorado de una pastora
& un hombre en quien suponian rctratado al adusto Felipe + « .

Tellez para librarse de la acusacion de haher intentado sacar



T35

al teatro los amores secretos del rey difunto, escribiria entonces

la refundicion que tituld Esto si que es negociar, sustituyendo

“& la melancolia de Rogerio, de la que apenas dejd vestigios, las
ingeniosas travesuras de la serrana" (p.331).

15. This situation is clearly similar to the one in La celosa de si

miema, where a man's emotional attitude towards a woman is

controlled by the latter's dress or disguise.
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In her introduction to the play in Tirso de liolina., Obras

dramdticas completas, vole.l (Madrid, 1946), pp.315=-23. All

quotations, by Act, scene and line, refer to this ed. The
docunnent is on p.109 of this vol. The other two plays are

Como han cde ser los amiros and =l saber suardar su hacienda,

G. E. Wade: '"Tirso's Cimarrales de Toledoc, sSome Clarifications

and Identifications', HR, XXXIII (1965), 246=72, The informaticn
is in note 8 on p.252.

The relationship between the main plot and the sub-plot is the
came as that in Lope's exemplary plays, which has been studied

by De Marin in: lLa intriga secundaria en el teatro de Lope de Vera,

(Unive of Toronto Press, 1958). Marin points out that the plays

of ejemplarizscidn = historical, legendary, and hagiographical -

(as opposed to the less didactic plays,'intendcd as entertain-
ment), have "separate sub-plots intended to throw into relief
the main plot and underline the lessons to be learnt from it".
[I quote from Prof, J. Z. Varey's ;eview of the book in BHS,
X°IV (1967), p.62.] lere, Tirso is clearly following Lope's
technique.

A compariscn of the story presented in Tirso's play with the

historical facts of Sixto's life has been made by G. Guastavino

Gallent in his article: 'Sobre la eleccidn por la virtud, de

Tirso', Revista de Literatura, XXVII (1965), 51-63. It emerges

that Tirso makes some significant changes in his story for the

sake of his thesis. Guastavino has bekn unable to identify a

This has been pointed out by T. E. May in his article:

definite source for Tirso's play.
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':1 condenado por desconfiado. 1. The Enigmas. 2. Anareto’,

DHS, XXXV (1958), 138-56.

There are echoes of this speech in'Ventura te dé Dios, hijo:

[GRIMALDO:] y cuando en Césaro empieza,
acabe en &1 su linaje.
I.vii. p.1645a.

X, Vossler: Lecciones sobre Tirso de lMolina. (Madrid, 1965),

IJ--GO- . I '
L. L. Schiicking: 'Direct Self-ixplanation', in Shakespeare

Criticicm: 1919=1935, selected by A. Ridler (0.U.P., 1965, 1st

eds, 1936), pp.152=79.

A. A, Heathcote: The Portrayal of Vomen Characters in the

Felirious Flaves of Tirso de ! olina. MeA. Thesie, Manchester,

1954, Peb65e

The use of "Adivas" is curious, and I have not been able to find
a satisfactory exélanation for it, It is, of course, a humorous
substitution for '"bvas". OUne is tenipted to say that the rhyme
was the main consideration here. Dut there is posscibly another
explanation. The word is, of course, a genuine cne. It means
"jackals" and in the plural also means "vives", i.e., an in-
flammation in the neck of animals. 1 can only suggest tentatively
that Tirso deliberately uses a word which refers to an animal to
reinforce his point about the basic equnlity of all men., This
is consonant with the use of the word "vencejos'" in ‘the mzin
"debate" to refer (metaphorically) to hunane,

For the dates of scme of these plays, see ®. L. Kennedy's

articles: (1) 'Hotes on Two Interrelafed Plays of Tirso:

1 swor y el amistad and Ventura te d¢ Dios, hijo', HR, XXVIII
|
(196C), 189=214; (2) *Literary and Political Satire in Tirso's

Lo fingida Arcadia' in The Renaissance Reconsidered. Smith Collere




Studies in History, LIV (19€4), Northampton, Mass., ppe.

91=110; and (3) 'Tirso's llo hay peor sordo: Its Date and Place

of Compositicn', in Homenaje a Rodricuez~iofiino, vol. I (Madrid,

1966), ppe 261=78. Da. Blanca de los Rios has suggested that

La huerta de Juan Fernindez is a late play in her introduction

to it in vcl, III of her ed. ODr. Patérson, in his ed. of

la venganza de Toamar (Cambridge Unive Press, 1569), has

assigned the play to the period 1621=162%4.

llorley and Bruerton in their book: The Chronolo,;y of Lope de

Vega's 'Comedias' (New York, 1940), assign Ll perro to 1613

and 1 villano to 1611-1616. They record that llontesinos assigns
the latter to 1611. M. Batsillon has also linked La vpicara
Ju:tina (1605) with certain aspects of the career of Rodrigo
Calderdn. Uee his articles: 'Don Rodripo Calderdn Anversois',

Pulletin de 1'Académie loyale de Belpique (Classe des Lettres),

Se série, XLV (1959), no.12, 595-616; '"La picaresca'". A propos

de La picara Justina', in vort und Text., estschrift fiir i'ritz

Gehalk, (Frankfurt am Main, 1963), pp. 233-50; and 'Les nciveaux

chrétiens dans 1'essor du roman picaresque’, Neophilollus (1964),

[§
2398, In his article: 'Sl villano en su rincdn', BH, LI (1949),

=38, LII (1950), 397, DBataillon links Lope's play with the

political incidents of the time. He docs not, however, offer an
explanation for the fact that it is a peasant and his f:r \ily who
are exalted.s In the light of his cubsecquent findings concerning

-

Lo plcara Justina, it would seem that the play may "ave been an

implicit comment on the efforts of Calderdn to prove his nobility
and limpieza. As Bataillon points out, his initial move; verc to
have titles of nobility conferred on his relatives. Tirso's play,
like Lope's, would seem to argue that true nobility is not to be
acquired by money or schemes, but is nobility of soul, In con=-

sidering the possiblity that Tirso's play may have been revived

53%
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in 1621-22, it may.be useful to bear in mind that :odrigo
Calderdn was executed on 21st Uctober, 1621, which would have
created an ironical background for the staging of the play.

The fact that many people (Tir:o included) were incensed by the
"new-broom" policies of Philip IV and Clivares, i.e., the
disgrace of fhilip IIX's ministers and the advancement of
(livares and his favourites, not manifestly on grounds of worth
and virtue, would have given extra topﬁcal significance to the
playe.

rer a discussion of this point, see A. i. Parker's review of

ie Go Reichenberger's ed. of Lope's Carlos V en Francia (Univ, of

Pensylvania Press and G.U.P., 1962) in BHS, XLIV (1967), 129=31.
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First published in Tirso's Guinta parte (Madrid, 1636). The
title is a curious one. It does not, of course, refer to the

12=syllable line kncwn as the arte mayor. Eut there is the

implicit opposition between the arte mayor and the arte menor,

the latter being associated with simplicity, the former with
greater artifice and complexity. The artec mayor, therefore,
implies a courtly, discreto way of behaving. This is evidently
the meaning which must be associated with the lovers! code.
The latter is heralded in Lope's final words at the end of
Act II:

De amar por arte mayor

vera el discreto experiencias.

Il.xviii. p.11S%b,

The term is explicitly associated with the lovers' means of
communication in IIT.viii. Here, lLope, when about to read the
letter addressed to him, says:

Leedme filosofia

de amar por arte mayor.

Sabrd el mundo que es error

decir que es de amor la esencia

inclinacidn y no ciencia,

pues ya estudis artes amor,

III.viii, p«1203b.

liere, clearly, "artes" also means '"mafias", i.e., "tricks'", Love

has got to study "artes'" because the King and his sister have

confused the burlas and veras of life. DLverything has been

inverted, made topsy-turvy. Love therefore has to be clever and

cunning to survive. The result, of course, is the ingenious

letters compesed in Act III, which may be aptly regarded as ''obras

de arte mayor'": cf, Diccionario de Autoridades: '"Ubra de arte

mayore. ©OSe dice por ponderacidn de la que es mui realzada, prinordsa

Yy acabada'". Hartzenbusch comments in his "Examen" of this play:
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"Ll titulo de Amar por arte mayor parece que significa 'amar

escribiéndose caftas en versos divididos en dos partes & imitacion
de los de arte mayor.' ...iCueria Tellez tambien que este

titulo abrazara dos sentidos, y significase ademas ‘amar
correspondiéndose cqn.gran arte, con arte superior, con un

cecreto cumamente ingenioso?' No es |imposible, y en cualquicra .

cde las dos acepciones es propio." (Teatro escogido de Fray

‘Gabriel Téllez, XI, liadrid, 1841, p.216.)

All references to Amar por arte mayor are by Act, scene and

page to Tirso de Molina. Cbras dramiticas completas, III, ed,

B. de los Rios (Madrid, 1958).
Lee, e.g., He Thomas's introduction to his translation of the

play (Ihe Star of Seville, Oxford, 1950, pp.ix-x), and the

introduction by Hill to la ilstrella de Sevilla, eds. Reed, Dixon

and Hill, (Boston, 1939) pp.xxx=xxxiv.
i certain amount of confusion attends the story of Philip's
designs on the Duchess of Alburquerque. Mme. D'Aulnoy, in her

Kelation du voyage d'lisparne, tells us that the lady in question

was th: above Duchess. Bertaut, in his Journal d'un vovarze,

names the lady as the Duquesa de Veragua (who was the sister of
the Duquesa de Alburquerque). It is possible that both references
are to the same incident, though there is some difference in
details. (For details, see J. Deleito y Pifiuela: sl rey se
divierte, 2nd ed., Madrid, 1955, pp.21ff.) Marafidn agrees that

there may be some truth ithe rumour (k1 Conde=Duque de Qlivarcs,

Srd ed., Hadrid, 1952, p.39J. The only concrete evidenca we have
of a similar incident is reported iqh letter of 14th January, 1056,
written by Sor Maria de Agreda, in which she says that she has

received news "que el Rey estd con sus mocedades antiguas y cue
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le habian herido" (quoted by Marafién). The date is, of course,
very late, although it is not impossible, as Sor Maria suggests,
that the King had been involved in similar incidents before.

C. K. Anibal: 'Observations on La Estrella de Sevilla', HR, II

(1934), 1=-38. According to Morley and Bruerton (The Chronolosyv

of Lope de Vepa's 'Comedias', New York, 1940, pp.241=42), the

play may have been written between 1604 and 1608, probably betwcen
1604 and 1606,

S. ke Leavitt: The 'Ustrella de Sevilla' and Claramonte, (Harvard,

1931), pp.19£f.

Yor an account of this trip, see J. Deleito y Piﬁuela,.gg. cit.,
section LXXXI ("Ll Key en levilla"),

Marafiébn has pointed out (pp.37-4C) that Clivares was not Fhilip's
alcahuctes There is ample evidence, however, as Marafién admits,.

that popular opinion regarded him as wsuch.

Cee the introduction to the play in Don Pedro Calderdn de la Forca,

Cbras completas, II, ed. A. Valbuena Briones, (Madrid, 195G), pp.

51=56. The dating of this play and also of Saber del mal y dcl

bien, to which I refer later, is supported in N. D. Shergold aud
J. . Varey: 'Some Larly Calderdn Dates'; BH3, XXXVIII (1961),
274"'86-

The date of Saber del mal y del bien is 1628. I am indebted to

Profs A. A. Farker for having drawn my attention to its thematic
connexion with La Lstrella and other related plays, and also to
the chronological proximity of these plays.

Act I, pe115b. All references are to the ed. of A. Valbuena

Eribnes: Calderdn, Obrar completas, I, (Madrid, 1959).

This play is included in the 2nd vol. of Valbuena Briones' ed.

of Calderdn (already referred to), pp. 1204=43. References arc
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de la Parca, (Madrid, 1924), p.235n.

S¢3

by Act and page. The accusation levelled at Alvaro is curious.
He is the King's privado and we know that Olivares, Philip's

privado, was popularly supposed to be his alcahucte.

Rl

2. Cotarelo: Znsayo sobre la vida y obras de D. P’adro Calderdn

See E, Cotarelo: Tirso de Molina: InvLstigaciones bio=-biblic~

grificas (Madrid, 1893), p.168. Also, A. Valbuena Briones, in
his introduction to the play, loc. cit., p.1203.

I. M. Yilson: 'Seven Aprobaciones by Don Pedro Calderdn de la

-

Barca', in Homonaje a Dimaso Alonso, III, (Madrid, 1963), 6C5-518,

Act III, p.1237a. Tirso's l8eytar aprovechandc was published in

iadrid in 1635, in the same year, that is, as his Cuinta parte.

See b. Cotarelo: Comedims de Tirso de Molina, I, (Madrid, 1908),

PDe xlviii-1iii.
5ee pe3 of the introduction to C. A, Jones' ed. of this play
(Oxford, 1966).

In her introduction to the play in Tirso de Molina. Cbras

dramdticas completas, III (Madrid, 1958), pp. 1163=66.

G. L. Wade: 'Notes on Tirso de lolina', HR, VII (1539), 69-72.

A. Ko G. Paterson: Tirso de Molina. /in idition of 'la venranza

de Tamar' with %iblicsraphical, textual and Literary Criticism.

Ph.D. thesis, Cambridge, 1965. I am grateful to Dr. Paterson for
having allowed me to consult his copy of his thesis.

loticias de Madrid, 1621-1627, ed.. A. Gonzdlez Palencia, (Madrid,

1942), ppe. 161-162.
G. Marafion, note 22, pp.175~6. %The letter in the Bibliotecca
Nacional is given as Hss. 954, f.l.430.

Deleito y Fifiuela, p.19. 4s will be realised, Deleito has errcd
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with respect to the name of the parent, which should, in fact,
be the "Marquesa de Charela'". According to an editor's nota to

one of the letters of the Jesuits (Memorial histdrico espafiol,

XIV, Macrid, 1862, p.&, note 1): "D, Antonio Manrique estuvo
cacada con una sefiora siciliana, que fué marquesa de Ciarella',

The deatl: of the King's bastard son is recorded in these Cartus

de los jesuitas (M.H.B., XIII, Madrid, 1861). Diego Diaz de

lleneses, writing from Madrid on 28th March, 1634, states: "De
Guiplzcoa escriben que murid alli, en la villa de Heybar, donde
residia, D. Fernando Francisco de Austria, por otro nombre el
Charelo, hijo del.rey". (pe30). On p.51 of the same volume,

Francisco Vikhes, in a letter dated 21st Muy, 1634, mentions the

suject also: "El nifio, hijo del Rey extra matrimonium, murid en
Vizcaya, docnde. se criaba: vacd la encduicnda de gran Priocr, que
era, por su muerte; & su madre hard fqlta: alld estd en Nipolcs,!
bee Deleito y Pifiuela, op. cit., in which a section is devoted tc
"Los bastardos reales'".

Ae G. de Amezla: 'Unas notas sobre la Calderona' in istudios

hispinicos. Homenaie a Archer M. Huntington,  (Wellesley, Mass.;

1952), ppa15=37.

Deleito y Pinuela, pp. 27ff.

Deleito, p«19. There would ceem to be a contradiction here with
Farafién's account and a possible inaccuracy on Deleito's part if
the "mercedes" the Marquesa pleads for in her letter are the
"galeras".,

Cn the other hand, one wonders exactly what part lledina de las
Torres played in the affair of lLa Calderona. According to

Yarafidn (p.280), Maria died in July, 1626, and Philip's affair

S ¢



with the actress seems to have begun in the summer of 1627. For
Medina de las Torres, who, in larafion's words, was a 'gran

amigo de comediantas" and "un personaje galante y afortunado
donjuin" (p.279), a year's mourning at the lively court of
Philip IV would strike us as excessive. In any case, as Amezia
mentions, it was D, Ramiro who made a house available to la
Calderona during her pregnancy, &nd Marafidn informs us th=t the
Duke was an intimate friend of the King's. In fact, "Tan grance
fué esta intimidad con el Rey; que éste le confid el cuidado de
Don Juan de Austria, el hijo bastardo que hubo de la Calderona,

que fué educado en Lebn, patria de Don Ramiro, donde era a la

545

sazbn corregidor el poeta Ulloa, protegidL suyo" (p.279, note 7).

To this one may add the rumour, current at the time, that Medina
de las Torres was, in fact, the father of La Calderona's son.

This rumour may have been quite unfounded, but it is clear thot

the ke was considerably involved in the Calderona affair,

Deleito gives us & curious bit of information: "pero si es cosa
cierta que el destierro sufrido entonces por el duque de iedina
de las Torres se atribuyd entre el vulgo a celos del monarca"
(pe27)s 5o far, I have been unable to discover more information
concerning this supposed exile of the Duke's. This is unlikely
to be a reference to his eppointment as viceroy of Naples, con-
sequent upon his marriage, in 1638, to the Princess of 3tiglicno
(cf. Marafién, p.283). If D. Ramiro was, in fact, exiled in 1627
or thereabouts, the parallel ﬁetween him and the Lope of Iirsc's
pley becomes even closer.

(n p.1166 of her introduction to the play.

%+ L. Kennedys 'A Reappraisal of Tirso's Relations to Lope and

his Theatre', B, XVII (1965), no.2, 23=3k and XVIII (1966), no.1,
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1-53. This article also contains a valuable‘summary of earlier
work on this topic by liiss Kennedy.

For details, see Deleito, p.40.

Re L..Kenncdyz 'Studies for the Chronology of Tirso's Theatr:z!,

HR, XI (1943), 17-46.

1. L. Kennedy: 'A Reappraical ...'s See also R. L. Kennedy:

'Literary and Political Satire in Tirso's La fingida Arcadia'

S¢b

in The Renaissance Reconsidered, Smith College fitudies in History,

XLIV, (1964), Northampton, Mass., pp.91=110.

-y
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{OTES TO CHAPTER ELEVEN,

Te

This play was first published in Tirso's Primera parte
(“eville and Madrid, 1627). Da. Blanca de los Rios assigns it

to 1610 or 1611 in her introduction in Tirso de lMolina. Obras

dramidticas completas, vol. II (2nd ed., Madrid, 1962), pp.53=-6i.

Her two main reasons for this are as follows. &Lhe suggests that
Tirso visited Galicia twice, in 1607-1612 and 1619-1620. she
(rightyly, I think) states that the description of the Galiciwmn
countryside and the atmosphere of the play lead ocne to conclude
that they are the reflection of ﬁirso's personal ekperience.

what makes her assign the play to the period of the first supposed
visit is the fact that she sees in the anti-semitic passages in
the play a reference to the expulsion of the moriscos by Felipe

III in 1608-1614. (See also J. H. Elljott: Imperial tpain, Louden,

1963, pp.299-303, for a brief account of this expulsion). Da,

Blanca also points out some resemblances between this play and

La pefia de Francia and La villana de la Sacra. These arguments
ceem plausible to me. On the other hand, I would tentatively
draw attontion to some other points which suggest a much later

date of composition. Mari-lierndndez and Antona Garcia (a late

play) have a number of features in common. The action of both
plays takes place in roughly the same historical period: Antona

Garcia in the reign of Afonso, Mari-Hernéndez in the reign of

his successor, Juan II., The Castilian=-Portuguese hostility is
the essential framework in which both plays are set. Both have
long opening speeches, giving a résumé of the historical situation
which is largely accurate factually. One wonders whether Tirso

may have been reading up on the history of this period, which would



suggest that Antona Carcia and Mari-Hernédndez may have been

written at about the same time. In Mari-Herndndez, as in Antona

Garcia, the Portuguese are identified, dramatically, with the
enemy, although Tirso normally tends to present them in a
favourable .light. In both plays there is a Maria who is a

mujer varonil, In both, also, there is a contest between: a

L]

peasant woman and a woman of the upper classes: Maria vs. Antona

in Antona Garcia, Mar{a vs. Beatriz in Mari-Herndndez. - There is

an opposition between nobles and peasants, and some members of
the upper classes show a rore just appreciation of the peasants =

the Queen and Penamacor in Antona Garcia, and Monterrey and the

King in Mari-Hernéndez. Apart from these common factors (which

may be mere coincidences) it islclear that mont of the plays which
Da. Blanca includes in the so-called "ciclo galaico-portugués"
belong to the period 1619-1622, i.e., they are late plays. &
glance at those she lists on p.54b is enocugh to indicate that.

Again, there is a Don igas in Mari-Hernindez, and, in las guinas

de Portugal, probably Tirso's last play, there is a Don isgas de

Mufiize To complete this circle of motifs, the phrase '"quinas

portuguesas" occurs twice in the opening scene of Antona Garcia.

(I.i. p.4s®9a, 409b of Da. Blanca's ed., vol.III). As regards the
anti~semitic references, Miss Kennedy has suggested that these are
not strong in Tirso's plays before 1620. [See her article: 'la’

prudencia en la mujer and the Ambient that Brought It Forth',

PHLA, LXIII (1948), 1131-90.) In view of the historical accuracy

of some of the details in lMari-Hernindez, I see no objection to

regarding the anti-semitic references o= a reflection of historical
fact, As is wel%known, when the Jews were expclled from sSpain by

the Reyes Catblicos, many of them went to Portugal, where John II
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extended his protection to thems Murthermore, it secms to me that
Tirso ridicules this anti-semitism somewhat in the play. Linked
to this is the fact that almout a%l the political motives in the
play turn out to be mistaken: can one extend this to the policy
regarding the Jews? Hoﬁevar, it must ﬁe admitted th=t it is

largely the Portuguese policies which 4re criticised, not the

Castiliane This brings me to another point. lMari-Hernindez
also contains an unfavourable portrait of the King. He listens
to flatterers, he acts precipitately and ﬁhjustly. At the end,
he discovers his errors. #As will be clear, this treatment of

the King suggests Tirso's later plays = cf. La prudencia en la

mujer, and my remarks concerning Amar por arte mayor. (I shall
develop this point in note 2). There is also an amusing speech by
Caldeira in III.xxii. p.107a (in vol.II of Da. Blanca's ed. already
mentioned) :

i otra vez la hablare mds,

si diere causa a tu ofensa,
plegue a Dios que siendo calvo,
traiga postizas guedejas;

en humo tome el tabacoj
silbeme, ciendo poeta;

en comedias de tramoyas,

salgan mal las apariencias.

The image of the wig is, of course, familiar to us from Pedro

Crespo's speech in the first act of Ll alcalle de Zalamea. bBut

I should not be surprised if it also contains a topical allusion
in Tirso's play. What I am primarily interested iﬁ, however, is
the satirical reference to "comedias de tramoyas'" (one wonders
who the poet silbado was: Alarcdn?). This may be a reference to
Vélez de Guevara, In that case, this play seems to anticipate
the attack on him (and through him on Clivares) in la finrida

ircedia (1622). See R L. Kennedy: 'Literary and Political tatire



in Tirso's La fingida Arcadia', in The Renaissance Reconsidered,

Snith College Studies in History, XLIV (1964), Northampton, liass.,

pp+91=110. Finally, a word on style. There is Beatriz's sarcastic
use of medical imagery in II.xiii. p.89b:

(uien tan bien penas divierte,

vy con tanta prevencidn

a enfermedades de ausencia

tan presto antidoto halld

si no es que le dais el pulso
- vos enfermo, ella dotor.

There seem to be echoes here of Tirso's preoccupation with doctors

(which also occur in lLa prudencia en la mujer and L1 _amor médico,

boﬁh late plays). Next, there is the serious use of the culto
style: cf. Alvaro's lyrical speech in II.xi. This more serious
use of an artificial, culto style seems typical of the late Tirsc.
There may be a case for arguing that Tirso's satire of the culto
style comes to a climax in la celosa. After that, he moves on to
cther things, and is less hostile to it. (To prove this poiut
would require a close study of Tirso's style.) There are also in

Mari-Hernindez scattered hints of the confusidon theme, which is

standard in Calderdn. Cf. Alvaro's words: "¢Hay confusiones como
éstas?" (III.xix p.106a); and again, his solilogquy in III.xxi
p.1C6b, and again, his soliloquy in III.xxi. p.106b, beginning:

iHombre con amor y celos

por mi! Confusas quimeras

en lugar de averiguaros,

mids mi dicha os enredd.
Finally, there is the marvellous lyrical scene in II.x, to which
I ghall return later, and which begins with the fomance: "ial

segura zagaleja'. L. M. Wilson and J. Sage refer to it in their

book: Poesias liricas en:las obras dramiticas de Calderdn (Londen,

1964), p.99. The authors point out that it has been attributed to



Villamediana (d.1622) and Antonio de lMendoza (3.1644), Montesinos
inclining tc favour the authorship of the latter. It scems to have

been first published in 1621 in the Primavera y flor de los meiores

romances gue han salido aorz nuecuamente en esta Corte o . .,

collected by P. Arias Pérez (Madrid, 1621), and edited by J. F.
Yontesinos, 1954 Only the first four lines occur in Tirso's
play:

Mal seyura zagaleja,

la de los lindos ojuelos,

grave honor de los azules,

dulce afrenta de los negros.
After this, Tirso goes his own way. Nevertheless, the version in
Primavera advises the "Zagala" to be more sparing of her favours.
B{ citing the opening lines, Tirso is probably hinting at the course
the courtship between Maria and ﬁlvaqo has been taking. However,
what is more interesting is the fact .that Arias dedicates his
anthoiogy to Tirso. Montesinos can only identify one of the ronances

as definitely belonging to Tirso ("Pero Gil amava a Menga'). XHe

points out that the one in Mari-Hernindez must have been popular.,

There are two possibilities here: either that Arias, on including
the romance, was aware of Tirso's use of it, or that Tirso, having
read the collection, was impressed by the lines and incorporated
them into his play. In the first case, the play would be prior to
Septe, 1621 (the earliest date is that of the aprobacidn of the
trimavera by Juan de Jauregui = 16th Sept., 1621); in the lattcr,
it would be some time after 10th Nov.; 1621, the date of the taca.
Eut, to return to th: romance itself, in Tirso's play, Maria's
eyes are still blue, which, if we consider Miss Kennedy's argu-
ments, would indiﬁatc that the play was written sometime before

the sumptuary laws which were in force from 11th Noveamber, 1622 to



22nd March, 1623. See R. L. Kennedy: 'Certain Phases of the

sSumptuary Decrees of 1623 and their Relation to Tirso's Theatre’,

R, X (1942), 91=115. In view of these pieces of evidence, none

]

conclusive by itself, there may be a case for suggesting that

Fari=Hernindez is a late play. If the points I have made have
any validity, they would indicate that the play was probably
composed around 1621. C. Bruerton also comments:"Con 47.4% de
romance y 5.236 de silva, esta comedia es tipica del periodo

1622=-25, al cual otros investigadores la han acignado. IFue

3

representada en palacio antes de abril de 1625", in his review cf

Da. Blanca's ed. of the first vol. of Tirso's plays (Madrid, 194%),

AL, III (1949), 189-96. Sece also noteIZ.

The play is set in the aftermath of the "Guerra de la Beltraneja',
Feace has not been established completely: tﬁere are still border
ckirmishes., An attempt islheing made to ensure lasting peacc by
& marriage between the Pértuguese ¥Frince #nd the Infanta of
Castile. This is what the Conde alludes to in III.xxive. p.167b.'

John sought to bring about the revocation of the tredy of loura

(which stipulated that the heir to the Fortuguese throne should

marry the eldest daughter of Fernundo and Isabell. A new agrec-
ment waslsuggested which would provide for a marriage between the
Portuguese heir and the second daughter of the Reyes Catoélicos.
“he main reason for John's move was hic wish to remove his
children from under the tutelage of the Duchess of Viseu, D,
Seatriz, in Houra, where, under the terms of the original freat;,
they had been lodged as pledges.J John was informed that Lrazanga
had other plans of his own, viz., & marriage between a bastard
diughter of erdinand and a boy of his line., ‘“herefore John

feared for the safety of Prince Afonso., The Castilians were



suspicious and for some time were reluctant to negotiate. The
situation is reflected in Tirso's play. As will be obviocus, the
historical allusions in the play conform fairly closely to

historical fact. See H. V. Livermofe: A Hlistory of Iortural

(Cambridge Univ. Press, 1947), pp.211=-221, Chap. XIV: 'The

' Renascence lMonarchy'!. dJuan's harsh treatment of the nobles

(mo-t being members of the Braganga family) was intended pri=-
marily to curb their authority, Afonso having conferred exceccive
favours on them. (The same process was, of course, in progress in
Castil ¢ under the Reyes Catdlicos.) Apparently, John's harshness
was to some extent justifiéd, although he seems to have been un=-
necescarily cruel. The griély detail of tbe executicn of

Montemor in effigy is accurate. Alvaro de Ataide was Braganga's
brother. (Tirso makes him his cousin: "Yo que como primo suyo"
I.i p.66a). He was given permission to leave Portugal. Penzuacor,

whom we shall meet in Antona Garcia, fled fo London. It is clear

that Tirso paints the King in an unfavourable light: the only

nitigating circumstance is the fact tha[ he is too prone to

listen to traitors. The reason for thi

is not entirely clear,.

I am inclined to suspect that therg is some criticism of the
policies of Fhilip IV here. If this is so, the play would
definitely have been written after 31st March, 1621, the date qf
Fhilip's accession. The same sort of criticism is to be found in

ILa prudencia en la mujer. See R. L. Kennedy: 'lLa prudencia en la

rujer and the Ambient that Brought It Forth', PHMLA, LXIII (1948),
1131=90. (In note 9, p.1135, she refers to a theory of Millé y
Giménez's that a number of plays whose concluding lines bear
Tirso's name may have been written in 1621-1622. Among these is

lari-Hernindez.) If there is a connexion between Tirso's play and




e

the political events of 1621, is one to see a reference to
Rodrigo Calderdn's execution in that of lMontemor? The fact
that, in the play, the King's actions turn ocut in the end to

be misguided could be seen as a clear warning to FPhilip and
Ulivares. At the same time, the close historical rzferences to
the events of John II's reign may have been Tirso's own way of
vrotecting himself. Yet the implications are ambiguous at the
very least. .For example, in the play, the King visits Beatriz at
night: he is in love with her and is jealous because he suspectis
he has a rival. This action is hardly decorous, which is clearl
imﬁliad in the play. The King seems to be abusing his power.

But it has a basis in fact. John maée the nobles swear a new

oath of allegiance, ''comprising a déplanation of vassalage couched
in the humblest style, a promise to receive the King 'at the

top and at the bottom, by night and by day, and at any hour and
time' o o oM. (Livermore, p.211). John's order to Alvaro to
marry Maria is, of course, consonant with his policy of supporting
the charges of the peasants against the nobility.

Their meeting is, of course, the traditional encounter of a noble=-

man with a serrana, a situation burlesqued in the Libro de lucn

Amor. There is a burlesque element in the portrayal of Haria

and also, as we shall sece, in that of Antona Garcia. At the bottom

of the situation in Mari-Hernindez, there is a clash betwéen an

idealistic and a realistic convention, the artificial, courtly
pastoral convention and the realistic, rustic one. Idealistic
literature was, of course, ccnsidered irresponsible because
escapist and immoral. To carry an idealistic, literary attitude
into'"real life" would be doubly irresponsible, For a discusscion

of these views on idealistic literature and the rise of a
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realistic literature in the 17th century, see A. A. Parker:

Literature and the Delinquent, (Edinburgh University Fress,

1967) .

It will be qbvious by now that such scenes as this abound in
Tirso's plays and are; in fact, mock formal debates, whose aim
is to prove a point. Dr. Paterson has drawn attention to the
fact that Tirso's characters are often arguing a case (in his

Ph.D. thesis: Tirso de Kolina, An Edition of 'La venzanza de

Tamar', with bibliographical, textual and litcrary criticism,

Cambridge, 1565).

Cf, the situations in Den Cuijote and La vida es sueﬁd. In

this interpretation of Don Guijote, I follow that put forward by
Profe As A, Parker in his article: 'sl concepto de la verdad en
el Quijote', RFE, XXXII (19548).

fartzenbusch observes that in her lie to the King, '"Miente
demasiado bien Maria, porque el espectador la cree" (on p.227

of his oxamen of this play in Teatro escogido de Fray Gabriel

Téllez, vol. IV, Madrid, 1839). This, I think, is deliberately
intended by Tirso. Alvaro has confused the burlas and veras

of life, The resclution of the ensuing confusion is achieved by
Haria's doing the same.

Thie episode is moct likely a deliberate reminiscence of the ducl
between Bradamante and lMarfisa in Canto XXXVI of Ariosto's

Crlando lurioso. In Ariosto's account, the two women begin by

fighting with lances on horseback, then on foot with swords,
which they abandon for daggers, which in turn give way to fists
end fecet. Just as Ruggero parts them here, Alvaro parts Maria

and Beatriz in Mari-Hernindez. As we shall see, Penamacor also

intervenes in fights between Antona and Maria in Antona Carcia .
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The close and systematic parody of the main plot in the sub-

plot of this play has been noted by L. Gijon in her book: Ll

humor en Tirso de Molina, (Madrid, 1959), pp.128=32,
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liiss R. L. Kennedy has argued that the play was written or
revised in February or early March, 1623, in her article: 'On
the Date of Five Playes by Tirso de Molina', HR, X (1942),
183=214. Miss M. Wilson, on p.ix of the introduction to her

eds of the play (Manchester Univ. Press, 1957), suggests that
revision may have taken place as late as 1625. lNiss Wilson has
given a summary of the historical background to the play on ppe
x=-xiii. She draws attenticn to the fact that Tirso does not
follow historical fact closely: "... it is pointless to look here
or elsewhere for Tirso's source, since his version is so remote
from historical facts as to make it plain that he did not know
them, and was drawing on the bare tradition linked with the nane
of Antona, plentifully cked out by his own inventiveness"

(ppe xii=xiii). Da. Blanca de los Rios assigns the play to the

year 1622, sceing in it reflections of Tirso's quarrel with Lope.

See her introduction to the play in Tirso de lolina,., Cbras

dramiticas completas, III (Hadrid, 1958). Da. Blanca did not

live to complete the intro., so her commentary is not as extensive
as is usual with her. Iliy quotations, by Act, scene, and line,

refer to this ed.

%o L. McClelland: Tirso de Molina; Studies in Dramatic Realisn,

(Liverpool, 1948), Chap.III, pp.69=70.
C. As Soons: '"Two Historical Comedias and the (Question of
lanierismo®, RF, LXXIII (1961), 339-346. This article, trans—

lated into Spanish, is reprinted in his book: Ficeidn v comedia

en_el siglo de oro, (ladrid, 1967).

It does not, howeﬁer, appear to be whclly valid. Consider the
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implications for the social structure of Lope's Ll villano en su

rincoén and Ll perro del hortelano.

D. Worcester: The Art of Satire, (Cambridge, Mass., 1940),

Chager III, section V: "Grotesque Satire",
This has been discussed by Frof. A. A. Parker in his book:

Iiterature and the Delincuent (idinburgh Univ. Press, 1967).

Perhops a brief word on Bartolo's portrayal may be added. As
I have stated, his grotesque courting of Gila in I.iii fore~
shadows Penamacor's courting of Antona in I,v=vi, (There is a

parallel situation in 5l melancdlico, as will be remembered.)

ilore interesting is his love of money. In I.ii, he asks the
(ueen for "media cadena". His love of money is seen again in
II.,ve In this scene, his principal function is to eriticise the

barbarous actions of the Portuguese. One of their worst actions

was to deprive him of his burra. His grief at her loss and hics

description of her qualities make it difficult not to suspect
that Tirso is wickedly hinting at an unnatural love here = to be
compared, of course, with the other "unnatural" (but right) love
between Antona and Penamacor. However, Bartolo is promised
enough noney to buy two more burras = which prevents him from
comunitting suicide.

For a discussion of the division of styles, see L. Auerbach's

timesis (New York, Anchor Books, 1957. 1st ed., 1946). <See alco

L. C. Riley: Cervantes's Theory of the Novel (O.U.P., 1964,

1st published, 1962), and in particular, Chap. IV, section 2:
"5tyle and Decorum'", Tirso's handling of the three stfles is to
be noticed. Wwhile the separation of styres is not a constent
feature of his plays, it would seen thatiat times he deliberately

exploits its possibilities., The clash of styles is evident in
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\ntona Garcia, perhaps nowhere more prominently than in the

initial interview between Antona and the (ueen, bBut the
existence of a symbolic counter-current which asserts a certain
equality between Antona and I:zabel éeems_to be significant. Io
this, perhaps, Tiso's way of saying that the literary division of
styles is absurd, since noble qualities are to be found in the
lower classes too? It may be séid, at least, that, at times,

a deliberate stylistic tension seems to point to a factual onc.
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A+. K. G. Paterson: '"Tirso de liolina: Two Bibliographical Studics.!
IR, XXXV (1967), 43=68.

'Catélogo razonado <«o' in Comedias escogidas de I'ray Gabriel

78llez, eds. J. 5. Hartzenbusch, B.A.E. vol. V (Madrid, 1848)

4+ Cotarelo y lVori: Tirso de lolina. Investipacicnes bio=

bibliograficas (Madrid, 1893)

li, Menéndez y Pelayo: 'Tirso de lolina' in istudios y discursos

de critica histdrica y literaria, III (Madrid, 1941), ppe74=5e.

In her introduction to the play in Tirso de lolina., (bras

dramiticas completas, I (Madrid, 1946), pp. 499-5C4. Cuotations,

by ict, scene,and page, are taken from this edition.
In his article: 'Una comedia de Tirso que no es de Tirsc'

Archivo hispalense, 2a época, VII (1946), 99=107, Santiago

lontoto shows that La reina de los reyes is by Hipdlita de

Vergara.
In his study: 'Un motivo delle commedie '"de enredo'': l'elaborazione

de 11 melancédlico'. In Studi tirsiani (Milan, 1958), pe95.

5e 'Go Morley: 'Ll uso de las combinaciones métricas en las

comedias de Tirso de Molina,.' BH, XVI (1914), 177=-208. The
danger of basing any firm conclusions on this (a danger stressed

by Morley) is evident when we consider that La reina de loc reyes

also has a normal verse-pattern, while :l1 condenado presents so-

called anocmalies.

I am grateful to Prof. A. A. Parker for having drawn my attention
to this aspect of the play.

It will be clear that an analagous situation is central to

Alarcdon's la verdad sospechosa and Las paredes OYCne




1.

124

=
.

e

“
S
T

This term was first used by B. Halinowski. See B, Malinowski:

The lenpuapge of Magic and Gardening. (Coral Cardens and Their

Incice Vols II). (2nd ed., London, 1966). Malinowski used the term

in a rather restricted, concrete sensej it was broadened by Firth
and his disciples. Jee the introduction to the vol. mentioned.
This statement occurs in Halinowscki's appendix to Ogden and

¥t

Richards': The Meaning cf leaning and is quoted on pe.xi of the

introduction to The lLansuame of Mamic and Gardeninge.

Thie would be an example of what ©E. Berne calls a "crossed
transaction". Florela's "Adult" speaks to the Conde's "Child':
"I want you to reassure me of your love for me". The Conde's
"Child" replies to Florela's "larent': '"You are always accusing
me of flirting with other women'". At the same timé, it can also
be seen as an '"ulterior trangaction“, i.e., one which takes place,
in addition, between the "Adults" of both Federico and Florecla.
Florela: "Show me Fineaj 1'd like to see her'', Federico: "I
can't, because I don't have her with me.'" The plot of the comedy
depends on the interpretation of thedr words on this, the "social
level". GSee L. Berne's elementary but fascinating study: Games

lcopge Play (P-nguin Books 1968).

-~ , -
Calderon, of course, uses the same cituation in Casa con dos puertas.
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