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PREFACE

Ferndndez-Guerra’s edition of Moreto’s comedies, made for ;ﬁt

- Biblioteca de autores espafioles, is of date 1856, In it are inclui Q‘
thirty-three plays attributed to Moreto and fifty pages of prel n:a;

nary matter, Of these fifty, only cight are given over toa gt:nvcl A
discussion of his dramatic art, although one finds in what the critle
has designated as Catdlogo razonado a few words of comment clgn:
cerning each individual play and a résumé ?f the pl?t of_ those cor ;
dies of Moreto which he was not able to include in his collectmr’_;
As subsequent works of importance, one may note Sc'ha.et;fdelt
brief study of Moreto in his Geschichte des s.pm.uschen N ationa rl e
mas (1890); Mr. S. Griswold Morley’s Stud1fs in Spanish Dra’m; ’::
Versification of the ““Siglo de Oro” (1918); Miss Matycl Harlan's ’
Relation of Moreto’s “El desdén con el dcsdén"'lo.éuggesled Sourt:id
(1924); and Sefior Cotarclo y Mori's La bzb{zograﬂa de M farcu
(1927). Important as these are in matters of blbl'xography, o &;. g;
thenticity of text, or of source study, they have, W.llh the exc;pt 0 '
of Mr. Morley’s monograph, added virtually nothing to the know:

f Moreto’s dramatic art. ) . .
Iedg;:t this dramatist was one of the {Q_ig‘:,great playwrights 'of t%:%
seventeenth century, one who “stood ncarcs? to Calderén in tté
favor of the theatrical public,” and as such h.xs agt would seem 3
deserve careful analysis. In making my investlgatl?n I have limite \
myself to a consideration of his longer comedies; Mr. RObe:,t
Carner, at one time a colleague and now a graduate student "

" Harvard, is working with his entremeses and plans to edit some
mcr’;lf::itzl()l’ér will find in a brlef Introductory chapter those hl?;
torlcal probloms which ure Inovitably linked with any nuli;(:’rm
lterary art: (1) the dramatist’s life and personality; (2) the a}:nl ;‘ o
tlelty of the varlous plays attributed to him, together with ¢ M
classification; (3) the chronology of his theatre and his drama 1;
development, This materlal represents lnrgely a relnterpretation v
Fernfndez-Guerra’s Introductory pages, together with the lnfom;ﬁ;
tion that has appeared since the publication of that work. At tl
distance from Madrld, it is impossible to clear up the myfstcr c?
that surround Moreto's life, to disentangle all of the questions &

vii

viii Prerace

authenticity of text involved, or to bring to light further informa-
tion on the chronology of his plays,

The reader will find also in this chapter a summary of Moreto’s
indcbtedness to his sources, Accurate knowledge as to the changes
Moreto has wrought in his materials has seemed indispensable in
reaching any conclusions as to his dramatic art. As he revised the
often formless plays of the carlier epoch, we see Moreto in his work-
shop; we are able to note his peculiar characteristics as a play-
wright and, at the same time, gain a clear idea of the change
that was taking place in the dramatic public’s demands since
Lope’s day. These comparative studies, supplemented by analyses
of those plays for which no source has been found, make two facts
stand out: (1) the consciousness of Moreto's art; (2) the modernity
of his dramatic conception, '

In the bricf chapter on the dramatist’s place in literary history,
I have made no attempt to trace his influence, though I have, for

. the convenience of the reader, listed those works which have

been said to show a relation to his theatre. For the validity of these
assertions, I cannot vouch. '

Investigations have been conducted along laboratory lines, but
it is my hope that I have done more than present a mass of dis-
integrated information, that, in my effort to see Moreto, the man
and the dramatist, I have synthesized my findings into a rounded
whole. Those technical studies which deal with the authenticity of
various plays and with the indebtedness of Moreto to his sources
have been placed in the Appendix; these must serve as so much
documentary evidence for statements made in the text proper.

I take pleasure here in acknowledging my deep gratitude to the
Graduate Department of Spanish at the University of Pennsylva-
nia: in particular, to Professor J. P. Wickersham Crawford, whose
keen appreciation of my difficulties and whose readiness to help
when need arose, were equalled only by his intellectual generosity
in leaving me free to work out my own ideas where I felt equal to the
occasion; and to Sefior M, Romera- Navarro, my friend and teacher,
to whom I am indebted not only for many illuminating suggestions
on Moreto but also for a richly documented course on literary criti-
cism of the Golden Age, which was invaluable as background for
any study of the drama of that epoch,

My debt to my former professors of California, Mr, 8. Griswold
Morley and Mr, Rudolph Schevill, is patent. I have had occasion to

A
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PREFACE ia

refer to the former’s studies of Moreto’s versification at each més
ment; from the latter's Dramatic Art df Lope de Vega, I have bops
rowed both title and general method of approach to my subject:
I am, too, most grateful to my colleagues, Mr, Elliott M. Grant,
Mr, Cortlandt van Winkle, and Miss Caroline B. Bourland, whe
were 80 kind as to read this study in manuscript and to offer matiy
- valuable suggestions, To Miss Bourland I am indebted, in addition,
for the personal interest she has taken in the matter of its publiche

tion. Finally, my sincere thanks are due to another colleague—ie

Miss Elizabeth Foster, who has taken time out of a busy existencd
to read proof for me,




CHAPTER I

THE LIFE OF MORETO AND HIS DRAMATIC
PRODUCTION

1. MoreT0’s Lirr AND PERSONALITY

Fernédndez-Guerra’s study of Moreto! appeared in 1856.dPrevaﬁ:
ous to that date, the cloak of mystery vs;hich surrorir;digr;h: f r;r;xnd
iti oman
tist’s name had- encouraged critics ofar i of mind
i Guillén y Buzardn,? claiming
to novelesque flights. Don Juan e
ts yellowed with ag
have found at Salamanca some documen ‘ : b og
i ife that was harricd with strife a
sketches for the playwright a life t : o and
' i lencian actress, and in |
i ointment. He was the son of a Va . i
:illiﬁ)il:ected cffort to free his mother frorfn thv:*1 Mll}m;{lzfraglei:it;og:
i i i i alta D
ersistent suitor, killed his good frien '
;/fleaéiﬁilla. There was éeadly enmity between hx'r?hanc‘l) Itnheenhﬁgg:?;
i his relations with w
Conde-Duque de Olivares, In : : e
ing fallen in love with a certain
equally unfortunate. Havmg : n ain Dol
tention by sending a n
Elena, who first attracted his at : o o
i ' i he mercy of a vain and cap A
carriage, he found himself at t ) yain and capricious
hi im to take part in another due
o ety of thy o life, he eventually took orders,
ball, Weary of the fray of secular life, all ok ordars
i death of Medinilla, tha
But, so penitent was he over the la, | o
deat,h at};ast came to release him, he asked to be burx;d ;:1 :ﬁrl;rn .
dillo del Carmen with those criminals who had suffered the
alty of the law. )
penThz story is a pretty one but appu;on}:ly wigxou:x (t)tllx::sftmw}?:n
; the critic,
than the fertile imagination o
‘ g::ndndcz-Gucrm sought tho document less than la ycurldt:t:::
these dlsclosures were brought to llghtﬁ;e &o;;}: fvt’x;; rl:?llz:,l lenct
ever having existed, Morcover, Medin
?\i(f::to was only two years of age, and the dramatist hud. ar::kgfdhtit;
be burfed with the poor to whom he had devoted many yen .
- life, not with criminals,
lotsce de aulores
de D, Agustin Morelo v Cabafa, Bili
a.r[m:1(5:;:'3;?.:Xc;;¥1,g(a,18u2050rcs (‘10 Hernnndo, Madrld, 1922, (Reprint of editlon

3 L)
: rso proliminar dated 1856, Seo p, xxv
thgll::::llr;f: ;a g‘:ﬁ::l:a,pl.luralura y Arlos, Rovilla, 1855, Vol, 1, pp. 396, 445, 509,

877, 656,
i

" Barrionuevo from which to d
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Yet, after all, Moreto’s life and personalit
in part because of the paucity of data at hand, in part because
the little wo have {s contradictory, From the dramatist’s own cen.

tury, we have six refercnces, Gracidn characterizes him in his &t
‘criticon? (1651-1653-1657) as the “Spanish

¥ remain a mystery,

hoso gracejo,” In the life of Don Baltasar
he is described ag follows: “hombre bien conocido en el mundo por
su festiva agudeza; que renunciados los aplausos que le daban
merecidamente Jos teatros, consagré sy pluma a las alabanzas
divinas, convertido el entusiasmo o fyuror poftico en esplritu de
devocién,” Nicolds Antonio, who, as a contemporary of Moreto,
must not only have been acquuinted with the countless editions
of his plays that had been printed but must nlso have witnessed
the performances of many of them, devotes g scant fifty wordg

the story
ations of
Taw our conclusions as to the drama.
tist's personality, As we shall see later, no one of the three is com-
plimentary to the playwright. Dramatists of the day, loud in their
praise of Calder6n, make no mention of Moreto, though in the
decade of the fifties he must have held the place next to that play-
wright in the favor of the great dramatic public,
The well-attested facts of Moreto's life are these,
parentage in Madrid, April, 1618 he grew up

from Suppico’s apothegms, and the enigmatic obsery.

Born of Italian
with his seven

3 Edition of Cejador y Frauca, Madrid, 1913, Vol, 11, Parte ii, crisi 8, p. 271,

4 See Gallardo, Ensayo de una bidlioteca espailola, Madrld, 1863-89, Vol, 11,
columns 900-915, for this book, published in Madrid in 1680, Juan Pasano, who
supplies the facts for this volume, was sccretary to the Cardinal Moscoso,

8 Bibliothecn Hispana nova auctore D, Nicolfs Antonio Hispalensi, Tomus
primus, Matrid, MDCCLXXXIIT » D177, ¥Don Augustinus Moreto scripsit ante
aliquot annos tam cum aliis quam solys comocding quae in theatrls nostrls cditas
laudem el pepererunt, Abstinult tamen hoc scribendi gencre ex quo sacrls fuit {nftf.
atus, quod Instituto vitne omninu debebatyr, Prodierunt quldem aliquot uno voly.
mine: Comedians dg M, oreto, primera parls, Matritl, in 42,

¥ Ferndndez-Guorra (Op. cit., Discurso preliminar, p, vili) prints the baptismal
notlce taken from the records of San Ginés

Sefior Cotarclo y Mori

bas published In the Boletn do s Reql Academig (1914,
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brothers and sisters in & comfortable, perhaps almost luxurious,
home.” At sixteen he entered Alcald where, according to the official
University record, he studied “stimulas, 10gica y ffsica,”, studies
that were certalnly more likely to develop his sense of order than
to stir into flame any latent imaginative fires,? Although it is defie
nitely certain that our dramatist successfully completed the last of
the three mentioned on May 3, 1637, for reasons unknown he did

Vol, I, pp. 67-68) the will of Moreto's slster, Marfa Angeln, In which It Is expressly
stated that her parents were Milanese, Ferndnide-Guerea declares {Don Juan Ruls
de Alorcon y Mendosa, Madrid, 1871, p. 340) that the father was from the Mon-
ferrato, the mother from Mantua, and that our dramatlst was the sixth child of
this union, Joaquin de Entraiithasaguas y Pena (Doca documentos intditos relaclos
nados con Morelo y dos possias diyas desconocidas, Revista de lg Bibloteca, Archivo y
Museo, Oct. 1930, pp: d41-356) doubts that both parents were from Milan, Ie
thinks It probable that the father's people were from Florence and were related to
the sculptors Juan de Moreto and Pedro da Moreto who came to Aragon In the gixe
teenth century, '

In the baptismal records of San Ginés, Sefior Entrambaseguas has found mons
tlon of the following names: 1610—Ana Motcto ¥ Cavafia, hijo (slc) de Augustine
Moreto, Italianos (slc) y de Blolanta Moreto, su muger; 1616—~Tomasa Moreto y
Cavafia; 1619 (10 de enero)—Agustin Moreto, hijo de¢ Blas (Urns) Moreto y de Ess
truenga Moreto (a cousin of the dramatist in the opinion of the eritic); 1619
Gregorlo y Ana Moreto, hijos de Augustin Moreto ¥ Blolante Cabafia, su mujer;
1622—Juan Franclsco Moreto y Cavefia, hijo de Agus (sic) Moreto y de Violante
Moreto; 1624~—Antonlo Moreto y Cavafia—hijo de Aguatino Moreto y de Blolante
Cabafin; 1628—Angela Manuela Moreto ¥ Cavania, hija de Agusttn Moreto y de
Blolante Cavafin. Is Angela Manuela the exme as Marla Angela?

¥ There are documents to prove that Moreto's father was the possessor of sev-
eral rent houscs. (See Ferndndez-Guerra, B.4 L., Vol XXXIX, Discurso preliminar,
p. vill) It has also been stated that his father traded in grains with the laboring

-classes and in rich tapestries, costumes, and furniture with the nobles, (Sce Fer-
néndez-Guerra, Ruis de Alarcon, Madrid, 1871, p. 340 and Cayetano Alberto de la
-Barrera y Leirado, Catdlogo del teatro antiguo espafiol, Madrid, 1860, p. 275.)
‘Sefior Entrambasaguas (0. cit., p: 342) has not found any basls for this supposition}
nor have I Moreto's profound contempt for money, however, (Sce pp, 108~109 of
this study) ia hardly the characteristic attitude of one who has felt its nced,

¢ If Moreto felt any great loyalty to his university, there ls no evidence of it In
his work. There I a hint In B/ valiente fustictero (B.A.E., 1, 8, pp. 334-335) that fot
Moreto, the city was a place of refuge for law breakers: :

Ryt No hay justicla on Alenld?
Ings: Pues dngora duddls ezo?
s luger estudianting
¥ 8} alguno hace un mal hecho,
e pariindme 3 Aleald,
BT TN IR B T Toweeses,
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not take his degree of licentiate until December 11, 1639, Such 8
delay could find its explanation in an indifference born-either of
financial independence or of the rosy hopes which Moreto enter-
tained at that time for a literary future,

The year 1642 finds him a cleric of minor orders in Toledo with
a henefice under Archbishop Moscoso that wag not obtalned with-
ou.t legal difficulties.? In January, 1643, his father died. Concerning
‘this period of his life we have two anccdotes, neither of which is
very well attested, The one, which paints him as g talented but
vain young fop, is from Lesage’s Gil Blas (VII, 13) and must be
discredited both because of a glaring discrepancy in date'® and be.
cause of the difliculty of reconciling it with the Moreto reflected in

~ his theatre.!! Not improbably literary tradition has confused the

author with his brain-child, the dapper Don Dicgo, thereby con-
firming the eternal truth of Campoamor’s well-known poem,

The second anccdote, which occurs in the A potegmas of Pedro
José Suppico’ some three score years after Moreto's death, is even
‘more at variance with the character of the man as revealed in his
life and works. According to the story, he and other dramatists of
the day, among them Calder6n and Luis Vélez de Guevara (dead in
1644), were enacting an impromptu “Creation of the World” for
the pleasure of the king. Moreto is shown as impetuous and quicka
witted, but so irreverent and obscenc of tongue that Ferndndez-
Guc;muhus declined the responsibility of disseminating his author's
words,

. Aside from a few literary notices which I shall reserve for later
discussion, we have no further mention of the dramatist until
1652 when a certain Bartolomé de Lara rented g room in behalf
of'Don Agustin Moreto y Cabafia, “vecino de Madrid,”1 From
this date until 1654, he was probably at court, An enigmatic notice
of May 5, 1654, which is taken from £} averiguador (Vol. I, 1870
P- 201) reads as follows: “He visto lo que Vuestra Merced me avisa:
en su carta de lo que ha sucedido con los ugieres por la comedia de

? See Pérez Pastor, Bibliografia madrilefla, Madrid, 1907, Vol. 111, p. 433,

19 He is placed in the time of Don Rodrigo Calderén.

1 Nevertheless, Schaeffer (Geschichte des spanishehen Nationaldramas, Leipzig
'1899, II, p. 186) accepts it at its full valye and, what is more, interprets Morcto’;
entire theatre in the light of it, See Ferndndez-Guerra, B.A B, Vol, XXXIX, P x

12 Lisboa, 1733, Vo, II1, p. 95. o

Y 0p. cit., p. x.

1 See Pérez Pastor, O0p. cit,, Vol. III, p. 434,
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Don Agustin Moreto, de que di cuenta a S, M, y me manda diga a that Moret %0 there is nothing to indicate
~ Vmd. dé cuenta al Bureo.” It is not probable, then, that Moreto , follow egm 0 Was not an exemplary cleric, or that §

was out of Madrid in the following month when his volume of plays though it is evi s )
went to press: this in answer to Ferndndez-Guerra's suggestion that hcartg oflthl: ge:;g(;)nrtelt:tzt 3}: f::glitslt;tgelts Mgald clo:e to the
» . same excerpts from the

tHe slovenliness (“desalifio”) and lack of artistic consclence which e, . s

characterlze the Primera parte (1654), muy find a posslble explana- :;fzc;i:l:,;i?;simag §ahendo & pasear en el coche, llevaba en ¢
tion in Moreto’s absence from Madrid at that time." Furthermore, le vestfa” (N olczo :0 € Difios;en encontrandoa algy
f it confirms the idea that Moreto was associated in some capacity uine love of Lioscgs'o’l;];ir;izr;:::l egtg ﬁat;;ns

; with the court.!? : - OtUll others picture him as djs. -
% In the Avisos of Don Jer6nimo de Barrionuevo, under date of ;ﬁi:f:l;i:ft;:; e:;triayagantf dress of t}}e day (No, 1333); of
February 21, 1657, there appears an even more perplexing notice youths whe ¢ bart In profane entertainments (No, 1418); of
than those already quoted: “Dfcese se metié cartujo o capuchino en © “teniendo memoria para novelas

Sevilla D. Agustin Moreto, por huir de los vizcafnos, que le busca- . " nte para la doctrina cristiana
ban para matarle, Habré escogido lo mejor, si lo ha hecho, 8i no ::: lguttllenelf (Nf’-_ 1302). How can we explain that a man with sych
es que volviendo a Madrid, cuelga ¢l hdbito, Todo puede ser.” anecd t°° f(‘.)}nl life should appoint the dapper Don Diego of the
This notice is, as Cotarelo observes, further confirmed by two mas t S ean { l B}as or the brilliantly irreverent actor of the 4 poteg-
others. The first, found in the EI teatro de Sevilla'® of Don José at i 0 c;lre or h‘S.hOSPltal? And how can we belicve that he would
Sénchez Arjona, shows that Moreto was a resident of Sevilla on pur ln charge of his beloved poor a man who was using the church
June 8, 1656, that he had written the “loas” and “sainetes” for the II:avf: ylas  cloak to cover his cowardice? Would he not, rather,
feast of Corpus Christi, and that he received 900 “reales de vell6n” In- th'c 1osen one who shared his sympathy for life’s unfortunates?
for these compositions, The sccond, taken from the life of Don Bal- Enri x's connection, I may quote from La misma conciencia acusa,
tasar de Moscoso y Sandoval states that in 1657 Cardinal Moscoso ' alalq i¢ at the command of the king, is showing the riches of the
put Moreto, “capelldn suyo” In charge of the “Hermandad del patace to Carlos in order that he may excite his cupidity:
Refuglo” in the city of Toledo and that he gave him lodging there EnrIQUE: ... querfa
“in order that his presence might be continuous,t? Preguntaros jqué os parece
: aquesa tapicerfa?
1 Fernéndez-Guerra denies (0p. cil., p. vif) that Moreto was an actor. Hig Carros: A'un mejor me pareciera,
friend Cncer, at least, did take part In theatrical representations before the king, 81, cuando entrando venfa,
~ forin a romance he asks the king for an “ayuda de costa en méritos de haber repre- o encontrara algunos hombres
sentado con los criados de S.M. una comedia en palacio delante del mismo rey, don E rotos y en miseria esquiva,
Felipe IV."” See La Barrera, Op.cit., p.62. Did Moreto take part in these court per- NRIQUE: Pues Jqué tiene que ver eso
formances? . CARLOS: con lo que os pregunto?
% 0p, cit., p, xxviil, : : : Es hija
¥ Ferndndez-Guerra (Ruiz de Alarcon, p. 340) states that Moreto received his deste afecto Ia razén
"“"T?}’ introduction to court through his uncle, Andrés Moreto de Cabrera “asiduo esclavo bues me parece injusticia .
de la Divina Majestad desde 1610 y por éllo camarada y amigo de Lope.” Casual que estén los hombres desnudos
search has not enabled me to find anything of this Andrés Moreto de Cabll;era. It iz; y las parcdes vestidas2t
more probable, however, as we shall see, that the Cardinal (and Archbishop o : 89 Bap ]
Toled:) Don B’nltasnr de'Moscoso y Snnd;val, stood sponsor fo(r the young manat . dcgmdmo:ﬁu;;‘:o&:weﬂl: :l sﬁff, g:c: ;:fif{;;};,di ;‘:ﬁi‘zlt::yub:z th?] mtoloml
. . - arisin . reflection
o Madrld, 1887, pp. 229-230, . : know!gcg;:n;? mﬁzﬁﬂm toward humanity in general rather than from any specifc
: 1¢ Gallardo, Op. ¢it., No., 2132, The detalls of Moscoso’s life are entered sepas - ; % La misma conclencia acuss, I, 14, p. 106.
; rately and numbered. ,
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. That Moreto was sincere in the motives which prompted his
entrance into the church and that he continued to be interested in
the poor with whom he worked are also evidenced by the remaining
notices we have of his life. In the Libro de rondas y entradas de
pobres2 it appears that Don Agustin Moreto and Sefior de Coba-
rrubias made “semana” together beginning the nineteenth of De-
cember, 1660; and in the Libro de cuentas® of the year 1664, there is
mention of certain sums of money which Moreto received “para la
obra de la sala de las enfermas” . . .

On the twenty-eighth of October, 1669, Moreto died, leaving
orders that he should be buried in the Pradillo del Carmen® with
those humble people to whose care he had dedicated thirteen ycars
of his life. He further ordered that his executors (his brother Juliin
and the licentiate Francisco Carrasco, Sccretary of the Hermandad
del Refugio) should, after paying all debts, divide what might re-
main (“y si sobrase algo”) among the poor, Moreover, such distribu-
tion was to be made “a su voluntad sin que ningin juez eclesidstico
ni secular les pueda pedir ni pida cuenta de ello,” He left no masses
to be said for his soul.? The order concetning his last resting place
was for some reason disregarded, and today Moreto lies buried in
the vault of the Escuela de Cristo in the parish of San Juan, Toledo,

2. TEXTUAL DIFFICULTIES AND PROBLEMS OF AUTHENTICITY; A
CLASSIFICATION OF MORETO’S THEATRE

We are scarcely more fortunate with reference to the facts’
of Moreto’s literary history. In the first place, the knowledge which
we possess concerning his literary output is in a nebulous state.
As Mr. Morley has pointed out:? “It is certain that Moreto’s title
to many of the plays usually regarded as his can be shaken by
those who desire to poke a finger into the card house of siglo de
oro distributions,” On this same page he has remarked: “If one were
to take the list of authentic comedies by Moreto, as printed by

Fernindez-Guerra (Bibl. aut. esp., Vol. XXXIX, p. xlvii), and .

82 See Gallardo, Op. cil., Vol III, col. 901,
# See Gallardo, 0p. cit., Vol. 111, col. 902,

# See Fernindez-Guerra (B. 4. E., XXXIX, p. xvii) for the confusion of locality

which led critics to state that Moreto had desired to be buried with criminals,
. % See Ferndndez-Guerra, Op. ¢il., p. xix for the copy of the will,
% Morley, S. G, Studies in Spanish Dramatic Versification of the “Siglode oro,!
Alarcén y Morelo, University of California Press, Oct. 8, 1918, p. 172,
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excise all but those which h

exe : ave no shadow of doub

par;: xo;;idc;emzl.n, apparently, only those printed ix: :;1};0;':'?:!11,

o o i o 7;:: 15 de Don Agusity M orelo, 1654 (the onl co]l‘m
rks that the author lived to see); those wvhich)l;ear li‘i:;

scripts.”

wou’ir:? l:;fitter is even more complicated than Mr
o thosm {cate. Sefior Cotarelo,?” who adds sevena

er
all as apoecjlf: te(}t;}’ i‘eméndez.que"a’ has classified fifteen plays
tionable op t}hp + The authenticity of twenty-two others i s,
internal indj € grounds of external evidence. On the str . q:es-
In Justif tl'ca.txons,.Schaeﬂ'cr28 doubts Moreto’s title to f ength of
plays w:::: ;)oélpzlfa};li anctl;:sio?s, this critic proves thatolsizzgéss: |

n erclore, of :

scllers; P, ; of pecuniary v

i then he adds: “Es jst deshalb kein Wunde); ;;:: gtec:.v? oo

; ) ssen-

“lose Leute dje
ser Art auch aus dem D
toren unter dem Namen Moreto’s ol tleke e Au-

Morley’s words
plays to the list

Sefimdea barle® it may be pointed
and La fingi ] i
dsewmrf lz)gcxea:]aa.;itrc.ﬁdza, here printed as by Moreto alone hav
the authorne & Zz uted to Moreto and collaborators, Mor,eove ;
which foorsh }11) ; Cabal'lcro del Sacramento (E! Eneas de Di, 5
Ful, T ; enth play in this volume, is, in my opinion doul‘)’?
Cid Zamohe 1 ;rccra Parle of Antonio de Zafra® Las traves,uras d ;
" engada, and El secretp entye dos amigos have alreadfy
) otarclo y Mori, Emil; ioli
vista de Archivos, Bil), ;" Mus:z; I;«;Zb;blwgraﬂa 9 Horee VHadiG Tip. de s Re.
B Opocit, 11, pp. 155-187,
:: Op. cit., 11, p. 156,
: ;;cr:;t:] Mlo.GC;, Valencia, 1676, 502 pp
) adrid, 1681, Listed by C 08, i
third ( ;ed by Cotarelo (0p, ¢it,, pp, 9-
rd part. It is “authentjc” only in that j¢ wfs prin‘tep; asgorig)cot:ptl};:;;t‘ll:henﬁc;
me an

C datc given on th(! tltlc page O erc cctloﬂs Of Mol eto's p]ﬂys llaUe a ‘ﬂlse
at th 3 th 0"
hue page nnd are ‘-O"’POSCd Of Sucltas, 5epumtely pag"‘ated
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been removed to the respective theatres of Céncer, Lope de \;;:ga,
and Mira de Amescua; La cautela en la amistad has elsewhere e::in
ascribed to Felipe Godfnez; Los hermanos encoglﬁdos,ttoaf?;l a«:
to Céncer and Moreto
Vega; Nuestra Seftora del Aurora, fnc well as
] i shows the handiwor
to Moreto alone; La confusion de un jar AR
i dndez-Guerra’s opinion®; finally,
of a collaborator according to Fern nall
f El desdén con el desdén in
haeffer finds no traces of the autho‘r of E .
Z(; eiclavo de su hijo, Hacer del contrario amigo, and La fortuna mere
“daf%r is the so-called Verdadera tercera parte® mucil n;o;'e é?liie‘lzt;.
i i drén and El marqués del Cig s
It contains La ocasién hace al la Cgarrah
i f Moreto by Cotarelo; Nu
both excised from the theatre o . o; Nuesht
' i61 de un jardin, each of w
Seflora del Aurore and Le confusi : o Which
i i ; ] mayor imposible, nadi
ives evidence of a collaborating pen; En ¢ .
ii‘::;a la esperanza and Sin honra no hay valentfa, which must be
idered plays of doubtful authenticity. _
con%nfortuiat};ly, we cannot depend even ‘““on thos? plays vyhl;l:.l:
bear his name in the final verses.” As Mr. £M0r1e¥ I:ﬁmt;* m:,té 1;1(1e ;
ification, only four of the Fer -
study of Moreto’s versification, ' ernindes
i i in this way: En el mayor imp A
Guerra collection are signed in t ; A
ie pi ! Parecido en la corte, both signe
nadie pierda la esperanza and E : ped >
buted to Matos, Moreto, a
Moreto alone; Caer para levaniar, attri i and
1, given under the name o ir
Céncer; and La fuerza del natural, s 1 Pomes (ot
and Moreto. In addition to these, we may add: g o
i ion); ] doce (Matos y Moreto); No
tive version); E! mejor par de los o hay
; ] i ibuted to Moreto and collabo
reino como el de Dios (variously attri : . -
i ti them Dejar un reino p
under this title and others, among J
2?::) ; and Lo mejor luna africana (signed by nine authors, one r(:f
then; Moreto). Yet of these seven, there are, for ait least ffn:;,o ;a;)h
iti i i 1 En el mayor in .
ditions which do #nof contain the names .
j‘\:lot lezay‘ reino como el de Dios, La fuerza del natural, and La mejor
africana.®® .
Iun;’lz{ys of the first volume (1654), which bears Mc)reto’;s1 ow::
dedication, can, of course, have little doubt attached tothem.

it., Catdlogo razonado, p. xxxi. ) .
z %’;l: ’\ft;lfr:w, thich is ma:ie up of suellas, was publn.shed unger the falsified
title page of Benito Macé, Valencia, 1676. See Cotarelo, Bibl., p. 15.
# 0p, cit.,, p. 172, note, 132133, 134
8 dies of these plays, pp. 126~128, 125, 132-133, 134, )
i %:vitr‘ihlet;:ss, Menéndez }" Pelayo printed Los fueces de Castilla in his editiont

- dela Bibliotecq Nucional, Madrid, 1899,

i0 Tne Daamaric ART or Monzro

And the autograph of £/ poder de la amistad i Indisputable, More-
over, the manuscript of z principe perseguido in the Biblioteca
Nacional (No, 2735), though the play is attributed in printed
sueltas to Pérez de Montalbin, {s, according to Paz y Mella,*” an
autograph copy of Belmonte Bermidez, Moreto, and.Marttnez de
Mencses. La Barrera states (Catdiogo, pp. 276-27 7) that those of £}
Parecido en la corte andOponcerse a las estrellas “have the appearance i
of autographs,” u
~ Such is a very general statement of the textual difficulties
that confront the student of Moreto, There are other problems of
authenticity, however, The dramatist followed the practice of his
day in the matter of collaboration, and the intervention of one to .,
eight other pens makes it virtually impossible at times to say which V™
portion should be ascribed to him, On occasions, the playwrights of
the century scem to have made a mechanical division of their 13-
bors, each taking a half, o third, a sixth, or a ninth, according to the
number at work, In EJ mejor par de Jos doce, each author indicates
within the verse of the play itself just which portion he composed,
As we have scen, there is a manuscript of E] principe perseguido in
which the three acts are signed respectively by Belmonte, Moreto,
and Martfnez de Meneses,
" But there is no assurance that such wag always their practice.
It requires no stretch of the imagination to hear Matos Fragoso
say “Here, Agustin, you write these blessed quintillas,” and even
less to picture Agustfn with his “instinct for perfection” setting
himself to the task of revising some of those miserable concoctions
which he and his friends had so hastily thrown together for the

de Dios® or of the churacteristically Moretean atmosphere that

pervades each act of a collaboration such as Cger para levantar or
Hacer remedio el dolor,

W %
In attempting to solve these problems of authenticity, it has
been necessary (1) to study the individual comedies from the pd

of Lope de Vega's works, fecling that it must be very close to the |
which was mentioned in the second list of £} peregrine,

¥ Caldlogodelas piesas de fealro que se conservan en el depariamento de manuscrilos

ost play of Lops

# Sce Appendix, p. 144,

P T
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‘ ¥ dlalogue, blo,
f plot, characterization, veralfu:at{on, y ¢
:;??g)ofgl?nkpth;se facts with every avallabhle acratp :{f hi::ﬁ;'l?g
textual and chronologlcal.®® These studies :
::f::? ?r:l:?x’e Appendix divided into three sc;;arate gt;oug:;:;(g
Is open to question on the
those plays whose authorship i o
: hich are, to judge by intetn
external evidence; (2) those works w e, t
i him; (3) those comedics
evidence only, doubtfully attributed to ;o ber of th peoues
i llaboration which do not fall in either o g
;Zxrsltt t;nexix‘tli::c;. However, for the casual’s reader’s convcnicnccf
lusions will be given here,
gfur.'lg;;:;ig:tograup Includes 22 plays, and in my oplnion 11 of them

‘ : La cautela en la amisled
d be excised from Moreto’s theatre: ;

:}(lggng?); Dejar un reino por olro y mdrt-.:res de Madrid (Monroz
Silva?); En el mayor imposible, nadis picrda la \csperanza (Jua
ge Lemus'?) ; Escarramdn (San Martin? Ct’mcer?)); LE(; for[hm; n;:::-

inferi ight 's day); El principe pros
j e inferior playwright'of Morecto’s ; : -
fiii‘;gas (zrl?/lontalbdn?) 3 Los hermanos encontrados (So:ge x;uno; ;1;&;’
; ] leccién de San

ist of the Lopean school); La mtlagrosa' e ' '
znl\zrxi:a(l)bﬁn? Goginez?); El rosario perseguido (Dramtftxst wrx}in'g
around the year 1600); San Luis Beltrdn (Ga.spar :Agulflalrg é ;))nmx..

tist o .

i ion of Travesuras son valor (Some drama. :
nve’l“;f: s:i)ne“’ which follow give evidence of heilvmg been written
in collaboration with one or more aut ors: '
by I;{o;,eat?zzlaltcra penitente: The first act is probably by Calderén ;
 the s::cond by Céncer or Matos; the third b.y More‘to.' bt T am
2. La fingida Arcadia: The evidence is conﬂxctu}g, ub o

‘ inclir.led to think the three acts were written respectively by Ca
“ N. N.,” and Moreto. o

dergn,Lcll) ;::rza de; natural: Attributed ordmanlltrlI to ?'Io;:]t(;) I‘\‘/I*:zd
er, it | he work of Céncer, Moreto, -
Céncer, it is more probably E‘ : beps by Cinent, the
f Moreto and Matos, The first act is per I °
;:zo(::do by Morcto, the third by Matos, If there were three col

% A table of versification for tlmay;l)nyﬁlw{)hi;:hul;:lv:nn;; léelc-x; g);:\;l&\:s::'u(ai;
«Morley (Op. ¢it., pp. 152-173) will be (o . § '
aly“‘? géﬁ;ﬁﬁf:ﬁ: fhls s'tudy for chronologlical tuble; pp, 23-28 for Moreto's
Hterary development. tally armansed
» 123-152, Each group la alphabet cally arranged.
:: iief:e?orlf:na africana and El rey Don Em;l:quo‘,l :I E”ftz':‘;i?l?g'ts:‘lxolgi g:’ :f;il:
. hotostats of these plays, which were ordered from
g:ie?::tir:h?ed In timo for me to muke an examination of them,

¥ 6. La galg dey nadar es sqbe

belongs to the late Lopean school,

i2 Tue Dramaric ARrT OF Morgro

Iaborators; ifo
last by Matos,

4 4. Hacer remedio el dolgy, This could

nly two, then the first two acts are by Moreto; the

. concl desdey,

< 1. Oponerse g las estrellas: This Play shows traces of Moreto's
pen in all three acts, though it is the second which seems peculiarly

.. 8 E brincipe perseguido. Though
" talbdn’s work, this is correctl
and Martfnez de Meneses,

» Lravesuras son yaloy (later version): I doybt that the play is
" by Moreto alone because the second act isnot characteristic,
Those Plays whose authenticity hag been questioned on the
strength of interng) evidence.are nine in number, In my opinjon,
#o L Laconfusion e un jardin gives some evidence of collaborat.
ing hand, though it is far from conclysive,
‘ 2. El Cristo de los A tlagros (L] Santo Cristo de Cabrilla) is
* probably not Moreto’s; if it be his, it must be classified under the
juvenilia,
3. Ll Eneas de Dios y Caballey, del Sacra
tic of Moreto, 1f he wrote it, it s surcly a youthfy] production,
4. Los engapos do un engafio y confusisy de un papel is probably
one of Moreto’s early plays of intrigue,

S. El esclavo de su hijo ig wrongly attributed to Moreto, It js
quite in the manner of the Lopean school,

* guardar la yopa coyld possibly be
years, though there is much in its
n that is not fepresentative, In jtg structure, it

brinted in a sueltq as Mon-
Y attributed ¢o Belmonte, Moreto,

mento is not characteris-

7. Hacer de} contrario amigo is not Moreto’s, Tt is probable the
work of an imitator of Calderép,

Py
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8. La negra por el honor could not be the product of Motetd’s

pen.
9. Sin honra no hay valenito shows no trace of Moreto’s hatidi-

" work,
The plays that Moreto wrote in collaboration which have tiot

been previously analyzed are five in number:

1, El bruto de Babilonia: The three acts were, in my oplnlon,
written respectively by Matos, Moreto, and Céncer,

7 2. Caer para levantar: Though attributed to Matos, Céncer, and
Moreto in the closing verses, this play scems to show traces of
Moreto’s workmanship in every act; the first and third appear pat-

ticularly characteristic of him.
¢ 8 Elmejor par de los doce: The first half was written by Matos,

* the last half by Moreto.
signed to Villaviciosa, Matos, and Moreto in the order named, but
it is difficult to sce the hand of Matos or Moreto in this deadly dull

_comedy, _
" 5. Santa Rosa del Perd: The first two acts are probably More-

to’s; the last Lanini’s.
~. 6. La vida y muerte de San Cayetano: I shall not attempt to say
which sixth of this play was written by Moreto.
L

It will be convenient at this poiht'to reclassify*® Moreto’s cotme-
dies. For my purpose I shall divide his theatre into (I) religlous

 Ferndndez-Guerrs, (0. cft., p. xlvli) has arranged the longer comedles of
Moreto under the two genoral headngs: (1) sagradas y dovotas” and (2) "pro-
fanas.” The secular plays he has subdivided {nto (s} “histéricas y tradiclonnles, (h)
doctrinales y de caracteres, (c) de enredo ¥ puro entretenimlento, (d) burlesens,'”
The sub-grouping, for my purpose, Is unsatls{nctory: (1) becauso thero Is nid renl
difference between the dramatic art of the alieged historical and the non-histotical
plays; (2) because the division is often arbitrary, Such a play as La fuerza de b ley,
while dealing with historical characters, differs very little In general tone and in
method of development from Primero es la honra or I} mefor amigo el rey, Moreover,
one finds the ebsurd comedy, E# ¢! mayor imposible, nadis pierds lu esperanza, classl-
fied under the same hending oa Los Jucces do Castilla, apparently because the gracloso
assures the audience in the lnst lines that the history Is a “truc” one, On the other
hand, E} principe perseguido, which has to do with the historic fact of Demetrius’
usurpation of the throne of Russia (See Brilannica), was placed under “comedias
de enredo y puro entretenimiento.” F; inally, I cannot explain on what ground Fet.
néndez-Guerra classified as historical or traditional such plays as Hasla el fint Hadde

es dichoso and El defensor de su agravio,

4. Nuestra Sefiora del Pilar: The three acts are ordinarily as-
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and (II) secular, subdividing the latter into ¢))

(2) plays of character and idea, Those of plot wplays o plot and

ill on occasjon be
novelesque
44T have marked with an

1. RELIGIoUs COMEDIES, Historicar og Trapz
1. *Addltera peniténte (La): Act 111 ®
2. Antes morir que pecar
2. :1C3ruto de Babilonia (ED:Act II ®
- “Laerpara levantar:
g, ggm dpcl o Baltt:st;lrf\(itag (?) and last half of ITI (?)
. €jar un reino po i i

o hgor(%ti;o ¥ mdrtires de Madrid
8. Mi4s dichosos hermanos (Los)
9. Mis ilustre francés (EI)

10. tMilagrosa eleccién de San Py V (La)

11, :No hay reino como e] de Dios: Act ITT )

12, *Nuestra Sefiora dela Aurora: 1st half of lay (?)

13, *Nuestra Sefiora del Pilar: Act ITI (?) i

14, fRosario berseguido (E1)

15, San Franco de Sena

16. }SanLuis Beltrdn

17, *Santa Rosa del Perti: Acts T and I1

18. 1Santo Cristo de Cabrilla (ED

19. Vida de San Alejo (La)

20. *Vida y muerte de San Cayetano (La): (?)

b
2 burlesque on the capa y c:pfzda play of this time, Inmy opinion, the work {s not

i;;t;u;;;gcﬁ sz-.? di:!:ussi?r/nz of Morcto's comedies under these hcndingg‘:)se?;trltlgh
. thication of Antes moriy ne pe { % ' been
bn.sc:l‘ (Imhu knowledge of their gencralq co: t:s’t' and La e b afvicana hes becn
ave placed in the Appendix ' i
s ce 1 PP, 201206, full biblio raphi
concerning the editions of Moreto used jn this stud;r. Ineach cisepI ;?J:Hgfi?;?g o
1 100,

the facts concerning the first py iti
vided gy onccrn st printed edition, Only the plays of the B.ALE. are di.

e
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11, SECULAR THEATRE

4. Plays of plok
8. Plays of novelesque interest
1, Amory obligacién
2. tEneas de Dios (ED
3. *Fingida Arcadia (La): Act IIT (? |
4, Fingir y amar N
s TGEI& ge nadar es saber guardarla ropa (La): (Not kité¥n
to Schaeffer, apparently)
6. Hasta el fin nadie es dichoso
7. *Mejor par de los doce (EI): last half of play.
8. INegra por el honor (La)
9. *Principe perseguido (EI): Act IIT
10. t*Principe prodigioso (ED:last half (?)
11. 1Sin honra no hay valentfs
12, Travesuras de Pantoja (Las)
13. }Travesuras son valor (primitive version)
14, *Travesuras son valor (later version): (?)

b. Plays of intrigue

1. Caballero (EI)
2. tCautela enla amistad (La) -
3. *Confusién de un jardin (La): (Collaboration questionabie)
4. tEnel mayor imposible, nadie pierda la esperanza '
5. tEngafios de un engafio (Los)
6, fFortuna merecida (La)
7. tHacer del contrario amigo
8. tHermanos encontrados (Los)
. 9. §Ocasi6bn hace al ladr6n (La)

10. Parecido (EI)

11, Parecido en la corte (ED _
12, iSecreto entre dos amigos (EI)

13, 1Todo es enredos amor

14. Trampa adelante

B. Plays of character and {dea

1. Antfoco y Seleuco

2. Cémo se vengan los nobles
3. Defensor de su agravio (EI)
4. De fuera vendrs

16 TrE DRAMATIC ART or MoreTo

Desdén con el desdén (ED
- Fuerza dela ley (La)
- *Fuerza del natura] (La): Act II (?)
« *Hacer remedio el dolor: )]
9. Jueces de Castilla (Los)

10. Industrias contra finezas
-11. Licenciado Vidriera (ED

12, Lindo Don Dicgo (El)

13. Lo que puede Ia aprchensién

14, Mejor amigo el rey (El)

15. *Mejor luna africana (La): (?)

16, Misma conciencia (La)

17. No puede ser

18. *Oponerse a las estrellas: Act II (?)

19. Primero esla honra

20, *Rey Don Enrique, el Enfermo (ED: (?)
.21, Valiente justiciero (ED

22. Yo por vos y vos por otro*

[= .

0o~

. 3. THE CuronoLogy oF MORETO’S PLAYS AND THE Lir-
ERARY DEVELOPMENT OF THE Dramarist

The few chronological facts which I have been able to collect in
regard to Moreto’s theatre will be found tabulated in the pages
that follow. Much remains to be done in this regard, Only a dozen
plays can be dated with certainty.

% The following plays have also been linked with Moreto’s name but were ex”
cluded by Ferndndez-Guerra (08. cit,, p. xlvii): Le condesa de Belfior (Lope’s E!
perrodel kortelano); La discretq vengansa (Lope); I} kijode Marco Aurelio (Zobaleta);
Ll sargués del Cigarral (Castillo Sol6rzano); E! mejor representante, San Gindg
(Céncer, Martfnez. de Meneses y Roscte Nifio); La mds verdadera copic del mejor
original (Juan Sanz Morcno); El premio en lg misma pena (Lope); Quitar ¢! Jeudo o
st palria (Alonso de Alfaro). Cotarelo adds to this list seven others: (1) Fingir lo
que puede ser (Montero de Espinosa); (2) No puede menlir ¢l cielo (Don Rodrigo
Entiquez); (3) La ocasion hace al ladrén (Matos Fragoso); (4) E! secreto entye dos
amigos (I3 galdn secrels of Don Antonio Mira de Amescua); (5) E! segundo Moisds:
San Froildn (Matos Fragoso); (6) Todo es enredos amor (Don Diego de Figueroa y
Cordoba); (7) La Iraicion vengada (the Tanto hagas cuanto pagas of Lope de Vega),
Cotarelo (0p, cil., pp. 40-43) docs not list El mejor representante, San Ginds, men-
tioned by Fernéndez-Guerra (0p. cit., p. xlvii) as incorrectly attributed to Moreto,
Several of those classified as apochryphal by Sefior Cotarelo bad previously been

listed as doubtfy] by Fernindez-Guerra, &/ hijo obediente, classed as doubtful by
chﬁndcz—Gucrra, is probably Beneito’s,
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AN
] Year of
Written | Written| g, Reasons for datéd
in before publi- assigned
Year year | cation ,
;  "Adtltera penitente | 1651(?) | 1655 1657 See p. 123 of this study for
X (La) date of 1651(?). Céncet dled
1655,
; Amor y obligacién 1658 -
Antes morir que pecar | 1656(?) Ms. Sce p. 27 of this study for
e date given.
i;{ Antfoco y Seleuco 1654
* Bruto de Babilonia 1655 1668 Probably written ulter
(L) 1652, date of publication of
Guillén de Castro’s Las ma-
ravilles de Babilonid, Bom
which Moreto’s play was
drawn,
A Caballero (EI) /1652 Published in Parte segunda
e de varios, Madrid, 1653 ac-
) cording to La Barrerd (0p.
cit.,, p. 704) who had not seen
volume but who gives Fa-
jardo’s analysis of it, "This
volume not mentioned by Co-
tarelo or Ferndndez-Guetta,
~  * Caer para levantar 1655 1662
+ 1 Cautela en 1a amis- 1635 1650 See p. 124 of this study for
.~ tad (La) date assigned,
Cena de Baltasar (La) 1648(?) lundated| Mentioned in Entremés del
; suella | doctor Carline, writteti be-
; ‘ tween March, 1642 and Jutte,
1648. Sce Restord, Piezds e
#inlos de comedias, p. §39,
C6émo se vengan los 1668
i nobles
* Confusién de un 1681 Probably written abler
Jardin (La) Castillo Sol6rzano’s death
(1649?). ’
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Written | Written | Year of
in before first Reasons for dates
year year pul')ll- assigned
cation.
Dcfenso_r desuagravio 1671 N
(ED
De fuera vendrd 1633 1634 The slege of Gerona (1683)
Is mentioned as a plece of
news, )
1 Dejar un reino por 1678
otro y mirtires de
Madrid
Desdén con el desdén 1654
(ED) .
t Encas de Dios (EI) 1651 | 1661 | Scep. 144 of this study for
date given,
t Enel miuyor Imposi- undated
ble, nndie plerda In suella
esperanza
1 Engafios de un en- 16407 undated| The rebellion in Portugal
gafio y confusion de suelte | (Nov. 1640) is mentioned as
un papel (Los) a bit of news,
{ Escarramén 1671
$ Esclavo de su hijo 1670
(ED
* Finglda Arcadla 16647 1666 Sce p. 131 of this study for
(La) date glven,
Fingir y amar 1659 1664 Sce Pérez Pastor: Docu.
mentor pars ls blografls de
Calderdn, p. 266,
t Fortuna merecida 1637 1678 Sce p. 132 of this study for
(La); Merecer para date given,
alcanzar

|
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R
s Year of ‘
Written | Written first Reasons for dated
in before publi . asslgned
year | year cation
Fuerza de Ia ley (La) | 1651 1654 Schastifn de Pradd Wwak to
; | represent 1t as & évimedis.
>, i tueva in Toledo In 1681, Bee
Cotarelo, Sebastidn d¢ Prado,
p. 78, )
+ * Fuerza del m;tuml 1661
< (La)
4 t Gala del nadar (La) 1672
t Hacer del contrarlo 1637 1671 Sco p. 147 of this study for
s amigo; Empezar a fo date glven,
v ger amigos 1638
% Hacer remedio ¢l 1649 § 16587 | Scep, 220 of this sttty for
s dolor 1659 | dote glven,
7 Hosta el fin nadie es 1654
e dichoso
1 Hermanos encon. 1653
trados (Los)
Industrias contra 1676
=~ finczas
Jueces de Castilla 1650 | 1654 | Played in Madsld before
~ (Los) the end of the theatelea! year
of 1650 by companies of Prado
and Osorlo. See Cotatelo,
Sebastidn de Prado, p. 14,
+ Licenclndo Vidrlora 1648 1633 Mentloned in  Enlremés
o~ (ED dol doclor Curlino {1642~
1648), See Restorl, Op, elt,,
p. 129,
" Linde Don Diege (3 | et |
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————_w
Year of
Written | Written|  first Rensons for dates
in before | publis assigned
year yeatr | catlon
F)
~__ Lo que puede Is apre- 1653 1654 Imitated by Thomas Cor-
hension neille In Ls charme ds la volz
(1653), Probably written
after 1648, dnte of Tirso’s
death,
1 Més dichosos here 1662
»{ " manos (Los)
Mds llustre francds, 1657(?) i659 There was & comedy,
; , San Bernardo (E1) Bernardo, given by Frane
i clsco Garefa's company In
Madrid between Sept. 10 and
Nov, 26, 1657, See Pérez
Pastor Nuevos datos, Bul-
letin Hispanique, Vol. XV, p.
41,
G,{Mejor amigo el rey 1654 Probably written after
(ED) 1648, date of Tirso’s death,
-* Mejor luna africana 16437 Jundated] Attributed in one edition
s( suellas | to El maestro Alfonso Alfaro,
7 who dicd in 1643, and others,
* Mejor par de los 1673
doce (El)
t Milagrosa eleccisn 1622- 1673 See p. 135 of this study for
de San Pfo V (La) | 16237 date given,
Misma conciencia 1654
J\ acusa (La)
N $ Negra por el honor 1668
- (La)
7/ * No hay reino com.o 1670
i‘/ el de Dios
No pucde ser 1659 1661 Played as a new comedy
B4 in Nov.,, 1659, Cotarelo's
’ Sebastidn de Prado, p. 121,
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‘—Mm
Year of
erl;ten ‘Z::mn firag Rmonsl for dates
publl. asslgned
year yeor cotlon
- * Nuestra Sefiora de | 1648 1670 | Seop, 136 of this study for
¢ ™ laAurors date given.
Nucatra Sefiora del 1653
. Pliag
~ ¥ Oponerso a lng es- 1649 1683 Seo p, 220 of this study for
~7 0 teellng date glven,
/ Parecldo (EI) 1652 | 1665 | Probably wrltten after
¥ 1648, dute of Tirso's death,
«_ Parecldo en ls corte | 1652 undated |  Autograph(?) ms. of 1652;
(ED) suelta | see Fernindez-Guerra, B.4, -
E., Vol. XXXIX, p. %, See
also La Barrera, p. 276,
5& Poder de la amistad | 1652 1654 Autograph ma. carries the
(ED : notation: “Acabéla en Ma-
drid, 8 25 de abril de 1652
para Dicgo do Osotio,”
X Primero es la honra - 1662
;¥ Principe perseguido | 1650 1651 Sce p, 138 of this study for
* (El) date given.
, 1* Principe prodigioso 1651
s (EY)
b ReyDonEnrique, el | 1655 1657 | * Scep. 140 of this stutly,
Y4 Enfermo (El) .
;1 Rosario perseguido 1745
J_‘vj" (ED -
<~ San Franco de Sena 1652
{ San Luis Beltrén | 1608 1616 See p. 141 of this study bue
dates,
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Written | Written | Year of
In befors | first Rensons for dates
year year publi- assigned
cation
X * Santa Rosa del Perg 1669 1671 See p. 151 of this study for
‘ date,
1 Santo Cristo de 1670
»/\ Cabrilla (EI)
., 18in honra no hay 16427 1666 See p. 149 of this study for
b valentfa date,
Trampa adelante 1681 1654 Among the “new com.
; edies” which Schustin de
N Prado and his wite con.
tracted to play In Toledo [n
the yenr 1651, Seo Cotarelo,
Sebastldn de Prado, p, 78,
Travesuras de Pap- 1662
"< toja (Las)
¢ Travesurasson valor 1657
\ (early version)
* Travesuras son valor 1747
(later version) ’
anignte Justicicro 1657(?) 1657 See p. 27 of this study for
El date given,
R 1 Vida de San Alejo 1657 1658 Played by Osorio, Feb. 10,
/s (La) 1657, Sce Pérez Pastor, Do,
\ AN para la bio, de Caldersn, p.
245,
¥ * Vida y mucrte de 1655 1672 See Barrionuevo's Avisos
San Cayetano (La) under date Nov. 3, 1635,
, Yo por vos y vos por 1676
\il otro

/\QA \’;\a h ‘(‘*l

G T
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While considering matters of authenticity and chronology,
the student of Moreto must also ask: do the few chronological facts

.
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-which we possess, when taken in connection with a careful anﬁiyilu

of his individual comedies, indicate that Moreto’s work falls fnto
certain periods? If so, what growth was there in his dramatic toch-
nique? Are the different epochs sufficiently marked to enable s to
place his undated plays? The critic nfust even make the problett a
more specific one: how explain such wide divergences in cotitent
and development as exist between the early plays—plays ot in-
trigue such as tLa cautela en la amistad (before 1635) and 7 acer del
contrario'amigo(before 1637-38)—and his later well-known comedles
such as De fuera vendrd (1653) and No puede ser (1659)? Are those
early comedies which are so far removed from Morcto's usual #iah-
ner (and others of the same ilk for which we have no datc) to be ex-
plained by haste? Or should they be considered products of o perlod
of immuturity,—of years when Moreto was blindly imitating Lope
de Vegn and his lnte schoolp Or finally, Is It that the plays tro
wrongly attributed to himpt? '

By my classification given above, I have already Indicated
my preference for the third Interpretation, Haste can never explain
to me differences that are so basic as those which exist betweett the
two groups. For the same reason I must reject the hypothesis vt a
Lopean apprenticeship, Yet, one must grant that the latter possl-
bility has all the charm of the logical, and out of fairness to the sug-
gestion, I shall sketch here the arguments in its favor. Moteto
throughout his lifetime continued to use Lope’s theatre as a ware-
house from which to draw his plots. Such a late play as No puede ser
is taken from Lope’s E! mayor imposible, and Cémo se vengah {us
nobles, which probably belongs to the middle or late sixtics, is 4 re-
vision of Lope’s Ll testimonio vengado. Again, the proponent of such
a theory might urge that the fact that Morcto finished his course at
Alcald in May, 1637, but did not take his degree until Decentber,
1639, could find explanation in a literary success which left out au-
thor indifferent to the possession of the title of licentiate. He might
point out further that already in Scptember, 1639, Moreto is niihi-
bered among the pancgyrists of Montalbdn*® and that this Lopean

7 In this connection one wonders if the cousin of Moreto, also named Agustin
Morcto (Sce p. 3, #. 6 of this study), was inclined to things literary, If so, there lg the
possibility that some of the plays which are so far removed from the manner of the
dramatist of £! desdén con el desdén should be attributed to him.

& "This poem, the earliest product of Morcto’s pen which cannot be qucsthhed.
Is a sonnct printed in the Ldgrimas panegiricas (Madrld, Imprenta del Relno, 1039),
which was published on the occasion of Montalbdn's death,
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apprenticeship probably lasted until 1642 when, as one of the mem-
bers of the houschold of the Archbishop Moscoso, he came under
the influence of Calderén,

This youthful period, he would say, is marked by the follow-
ing tendencies: novelesque and episodic plots; inconsistent and, not
infrequently, repugnant characterizations; a style that is at times
gongoristic, at times prosaic; a vocabulary that has little in com-
mon with that which Moreto was to employ in his later dramas,
In his versification the proponent of this theory might note that in

this period there is an avoidance of pareados and a tendency to use

silvas in which the percentages of seven-syllable lines mount higher
than they were to in later plays.®® He might note, too, that there
is the lira of thyme scheme aBaBcC, which was to disappear later
from his theatre, and that, in general, percentages of redondillas
run somewhat higher (those of romasnces somewhat lower) than was
to be true in the days of his maturity. In this period he would have
to place such secular plays as tHacer del contrario amigo, 1Sin honra
no hay valentfa, tLa cautela en lg amistad, *1 El principe prodigioso,
TEn el mayor imposible, $La negra por el honor, tEl Eneas de Dios,
and tLa fortuna merecida,

TFor mysclf, however, T miust after due deliberation reject
the idea of a Lopean apprenticeship (simply because the contrast
between the two groups of plays is too great) and suggest that of a
Calderonian one, which may have begun in 1642 when Moreto
went to Toledo or which may have started earlier, To this period
would belong those poorer plays of intrigue’® which are found in
Moreto’s theatre, as well as some of the novelesque extravaganzas
that reflect little credit upon him. Such comedies as *La confusién
de un jardtn, tLos engafios de un engadlo y confusion de un papel, and
Las travesuras de Pantgja could be easily explained by such an ap-
prenticeship. It might even enable the critic to include in Moreto’s
theatre *1E7 principe prodigioso, tLa fortuna merecida, 1El Eneas
de Dios, and tLa gala de naday. On the other hand, I should stjl]
insist that the secular plays {La negra por el honor, 1Sin honra no
hay valentta, tLa cautela en Ig amistad, tEn el mayor imposible,

¥ Type No. I of silva, that is the regular aAbBcC type preferred by Lope, which
is found but rarely in well-attested plays of Moreto, is frequent here, See Morley,
0p. cit., p. 166. For the application of the term lira to the six-line strophe, sce
Morley, 0p. cit., p. 165,

 All of Moreto’s well-known pl-ys of intrigue may be placed before 1652,

4
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of Céncer, which we shall have occasion to quote in connection with
our comparative studies, shows that Moreto was already well ]
known as a horrower of carlier plots,® :

There is abundant evidence that from 1650 to 1654 Moreto was
Certain it s that there Is little in the way of chronology to sl writing steadily® and that by the latter date he had reached his

port the theory of the influence of Calderén, for we know littleof 4 literary stride. The collection of 1654 includes such works of art as
Moreto’s literary activity between 1642 and 1648.% On or belory : Ll desdén con el desdén, De fuera vendrd, Trampa adelante, and El
the latter date he had written La cena de Baltasar* and El Lt‘ceﬂn‘ poder de la amistad, Yet when the weak play, Hasta e fin nadie
ciado Vidriera and had collaborated with Céncer on *Nuestra es dichoso, is included, and the masterpiece, LI Parecido en g corte,
Seflora del Aurora. Just how many other comedies came from his omitted, one must wonder on what basis the selection was made,
pen during these years, we are unable to say. Neither Purle ‘ From 1654 to 1657, Moreto published nothing with the ex-
XXXVII de doce comedias (Juan Sonsoni, Valencia, 1646_) Hot . ception of the mojiganga, i rey Don Rodrigo yla Cava. This break,
the Doce comedias de las mds Jamosas que hasta ahora han salido de which at first glance occasions interest in the light of the curious
los mejores y mds insignes poetas (Tercera parte, Antonio Alvates, notice of 1654 and of the Avisos of Barrionﬁevo(1657),“ apparently
Lisboa, 1649) contains a play by Moreto, Yet the famous anccdote means nothing. No volumeof the 2 Escogidus collection was published

nadie plerda lo ésperanse, 1Hacer del contrario amigo, tLos here
manos enconlrados, and }Travesuras son valor (primitive verslon)
are wrongly attributed to him.

- e . A Q
# To what extent the theatre of Moreto was affected in these years by the dis. f?f’?’? 1654 to 1657,'and Moreto probably did not have the material !

turbed political conditions or by various decrecs against the theatre is likewise bhly f or a second volume of plays. But that he was writing is evident, for

8 subject for conjecture. As Rennert polnts out, there was an “aviso” dated Match, one remembers in this connection that he was in Sevilla with the

1644, which provided that “hcnccforth' no .camedia which is t'he u}:thor’s owh IH. loas and entremeses which he composed for the feast of Corpus

vention may be represented, but only kistorias or lves of the sumtu.' (S?e l.ien‘ﬂert, Christi. It scems probable, too, that Moreto was chicfly concerned

The Spanisk Stags, p. 246, who takes this citatlon from Pellicers Histrionismo, ith relici d d ent 5 in the v 1 hi

Vol. 1, p. 220.) But that this was not taken too serlously Is proved by the recottte with religious dramas and en ""f”f“s In the y car.s aroun‘( Is en-

mendations of & body of clerics (made on the death of the Prince Baltasar, Oct, ¥, trance into the church: two religious plays, La vida de San Alejo

1646) that the comedies to be represented “relate to some moral subject or contettt and Il mds ilustre Jrancés, San Bernardo® (both comedics in which

the life or death of some ex&f:mplaliy persgn or 80';‘3;:0:’1‘3 dce‘(jli a“td tht‘;t thet’l; f‘h::gi the protagonist renounces his carthy love for that of the church),

be without intermixture of any love affair, and that, in order to attain this ' . g . . . . ~

nearly all the comedies that hag been reprc;cnted down to that time should be pto- were published respectively in the __stgldas of 1658 and 1639,

hibited, especially those of Lope de Vega which had worked such harm in the cus. , . .

toms of the people.” (Quoted from Rennert, The Spanish Stage, p, 247.) Nor {s 5 See pp. 28-29 i:or this ancedote. '

known how soon the public theatre opened again after the death of Prince Baltasar, ) : b S?e the quotation from Lq Juerza de la ley, quoted on p. 104. of this study.

though in February, 1651, the King gave Valencia a decree permitting “comedius ds ! 86 hcs.c pln)‘ls were apparently gathered together to send to his “Maccenas,”

historius as they are represented in Madrid, to be performed in Valencia also,” - Don ancxsc? Ferndndez d.c la Cueva, Duque de Albuquerque and Marqués de

Would Moreto’s historical plays belong around this date? At least Los jueces Jt“n F Cuéllar, who m_l(»SJ was Viceroy and Captain General of the Provinces of New .

Castilla,*El principe perseguido, Lo fuerza de la ley were written in or before 1631, . Spain. It is possible that his taste may in some measure have determined the con- /-

It is not conceivable, however, that the theatre-loving Philip IV was limited to lives tents, See Cotarclo (Bibl.,p. 4) fora copy of the dedication of Morcto. »

of saints or historical plays from 1646~1651, nor that his young bride, Marians of . % Sce pp. 4-5 of this study. Iy

Austria, should not have demanded dramatic entertainment, And indeed we find 87 Il alealde de Alcoresn was given in the palace celebrations on Nov, 28, 1657,

in El averiguador, (1, 1870, p. 170) that in{1648vAntonio de Prado had performed and Las fiestas de palacio was acted on the “dfa de Reyes,” 1658, See Cotarclo y )
i eight comedies before the King, Such plays a?Efiicmciada Vidriera, *Hgcer remgdfﬂ Mori, Coleccion de entremeses, N.B..1LI., Vol, XVII, p. xciii,
d dolor, and *Oponerse a las estrellas, which were irapproximately these - 8 Sun Alejo was presented Feb, 10, 1657 by Osorio. Sce Pérez Pastor, Doc, pars i
; yéurs, are entirely suited to court enjoyment. o labio.de . ., Calderdn de 1 Burca, p. 245, Doc, num. 146; and a comedia, entitled ‘

8 There was a Cena de Ballasar represented by Pedro Ortegén in Sevilla, 1644 Bernardo, was ;;is;\cn by Francisco Garefa’s company in Madrid between Sept, 10
(Sce Sanchez Arjona, 0. cil, p. 283), but this i3 hardly Moretos. Perhaps it 18 and Nov, 26, 1657,/Sce Pérez Pastor's Nuevos dalos, Bul, Hisp., Vol, XV, p. 441,

Calder6n’s auto of similar neme, which did not, apparently, appear in print untl)
1664, Navidad y Corpus Christi festejudo bor los mejores ingenios de Espania, Madtid,

e ————————————
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though carrying approbations of July, 1657, and May, 16585 it
Antes morir que pecar, San Casimiro was inspired by the miracle
mentioned in Barrionuevo’s Avisos under date of April 8, 1656,
wherein San Casimiro appears to aid Poland against the Mustys
vites, then we have a thitd,

That Moreto continuéd to write secular plays to the end of his
life seems fairly certain in spite of the statements of Nicolds Afls
tonio and Juan Pasano to the contrary. As we have seen, No puiede
ser can be definitely placed in 1659, (See p. 20 of this study.) THeke
is reason to think that *Lg Jingida Arcadia, published in the Escge
gidas of 1666, was represented before the King in 1664. After 1662
and before Moreto’s death, there were printed in the Escogidas such
worthy plays as Primero es Iz honra, Industrias conira Sfinezds,
and Cémo se vengan los nobles. In 1671, El defensor de su agravie
was first printed; Perhaps he wrote secular plays only for the coutt
and not for the public theatres.® _

Do the later plays of Moreto (those published after 1654) show
any changes if compared with those that preceded? It is perhaps
worthy of note that there is, in the four dramas last mentioned, 4

¢ seriousness of tone, a broad sympathy, a tolerance for human weak-
i ness not found in the comedias of the early fifties. In the last met.

tioned of these four, there is more sttess on the lyrical than in the
earlier plays,

As regards the versification, thete seems reason to think that

the redondilla was gradually decreasing in popularity, the romaitce

s

# One cannot, of course, conclude that all plays published after 1654 were whlts
ten after that date, for *Ifacer remedio el dolor, known to be written before 1649
(Sece p. 220 of this study), was not published in the Escogidas until 1659, And tepe
tainly Las travesuras de Pantoja (published in 1663) must be a youthful effort, Yet,
that in general Moreto's popularity was sufficient after his successes of the carly
fiftics to justify book dealers in carly publication, is indicated still further by the fact
that No puede ser,played as a “new comedy” in 1659, was published in the Escogl'gfns
of the following year, I £J valiente justiciero was written in honor of the scpulthre
which Philip 1V was having built in 1657 for the remains of Peter the Cruel, then it
was published immediately. (See Barrionuevo’s Avisos under date July 18, 1657.,)
If this play was prepated for a special occasion and on short notice, this might eg.
plain the plagiarism of the third act.

€ Certainly, the entremeses written in 1657 and 1658 were for royal eniets

tainment. See p. 26, . 87 of this study,

28 Tun DrAvatic ART O Morere

incrensing. Taking fifteen representative plays wrltten before 1654
and ten published between that date and the end of the play.
wright's life (1669),%2 one has for the first group 54 per cent ro-
mances as against 63 per cent in the second and in redondillas 29
ber cent against 21 per cent. Moreover, a growing fondness for
pareados and décimas with a corresponding decrense of octava vima
andd guintillas may he noted,

Briefly summarized, the few facts which we possess In regard
to the chronology of Moreto's plays polnt to the following conclu.
sions:

Moreto, in all probability, began his literary career with plays
of novelesque interest such as Las travesuras de Pantoja and with
works of intriguc such as TLos engafios de un engafio or £l Caballero,
Allof the latter type were written by 1652. His romantic comedies,
such as Oponerse a las estrellas, scem to have been “pot-boilers”
that for the most part belong to the decade of the fortics, However,
there is evidence that in the Jute fiftics and carly sixtics he returned
to this type,

His historical dramas should perhaps be ascribed to the years
immediately preceding and following 1650, though X! valiente
Justiciero was scemingly finished in 1656 and Cémo se vengan los
nobles about 1667,

His religious plays were apparently written throughout his
whole life. Those of hagiographical nature belong largely to the
fiftics and those in which the hero renounces the world for the
church, to the years 1655 to 1660,

His comedices of character apparently extend from the late
fortics to his death, Some of his masterpleces were written {n the

last years of his life,

4, MoreTo AND His Sources
It was September of 1649% and the Academia Castellana was in

# Il Caballero, Trampa adelante, Il Licenclado Vidriera, La ceng dg Ballusar,
Lafuersadely ley, San Franco de Sena, Il poder de ly amistad, Fl Parectdo en la corle,
Lo gue puede la oprehension, De fuera vendrd, Il mefor amigo el rey, E| desden con el
desdén, La misma conciencia acusa, Husla el fin nadie es dickoso, Anttoco y Selenco,

@ 1 valiente Justiciero, Amor y obligacién, La vida de San Alejo, El mds ilustre
Jraicés, No puede ser, Fingir y amar, El lindo Don Diego, Primero s la honra, Ins .

dusirias contra f; nezas, and Como se vengan los nobles,
“ Various dates are assigned to the Vejamen of Céncer; La Barrera (0, cit,,
. 62) and Hurtado y Palencin 0p. cit., p. 735) give 1640 (?); Bonilla y San Martin




Lire or Mongto 29

uéss!on. Every member was in place, for Don Jerénimo Céncer, \;r::
enjoyed no mean reputation as a wit, was to ftatl;le his ZZ?: na;: :chad
that day and all knew that in honor of the occ
g:};;ared 8 birlesque on his co-workers, It was even hoped tht;tt::
might succeed in plercing the not casily ruffled composur;:1 ohush
young Moreto, Don Jer6nimo rose to his fect, thero was the
ectancy, he begans
o e"fi’ ‘lﬁld '3 ('rr'cnm In which I saw Parnnssus besleged by thl:: Lz:h;;
and the Italians, In great alarm, Apcl:llo ;al(l}c;l up::xd;h:d 3:; p ot
Castile to come to his rescue. They all rushe orwI tand the i
began. But in the midst of all the danger, I 8 R
2§usi§n Moreto had kept his scat and that he was examining s:l)lmsc
yellowed papers which apparently were old,’ fgrgottc.nhcto:x tlfiz;
8 saying to himself: “This is worthless.” ‘One mig
Ib{yec‘;:nginyg ifa bit: it would fit in right her;.' Ihgrc(;v ?ni);:th?ri:
inhishand, I a
unconcern: every onc clse had a weapon “
' his he responded: '! am

hy he didn’t go fight like the rest, To ¢ | '
Xghytlng harder here than any of you, for I am “mining” th}e cnc:::rc.n
‘But sir,’ I replied, ‘it looks to me as If you are scarc}:l‘ng ors e
thing tl'mt you can take from these old com?’dics. Just 5&, .
answered, ‘that {s why Isay that I am “mining” the enemy. Lis ‘
to this copla: N

Remember that I'm mining
When you complain of me,

For in these comedies of 01(’1”
I've found a mine, you sec,

The investigations of literary critics since Moreto's élnic\:;::};l
Indleats that Chncer's ldv,rltl lwffu lmlml);x‘:la:' r:i}:::’??nat?x ! éomcdics
almed, that our dramatist did find a _ y e

ssors, particularly in thoso of Lope de Vega,
g::&:::l‘ﬁty ol' gpin!on as to the Interpretation of l‘lh‘g ,an:it;};
however, Schacfler™ states that the more dramas of the ou(l ‘ﬁ‘ud "
stage that one comes to know, the more sources gnfe w o
the comedies of Morcto; furthermore, if we 'ha'd ¢ o:;eon o
lost plays of the Siglo de Oro, we could trace his inspira

Atenco, Madtld,

++» por ¢l Bachiller Mantuano, Biblioteca

E;,Oegdg;mlgfil’;;a;:z:pta Fxc)mﬁndez-Guerra's date of 1649 as logical. The latet date
, PD.

seems probable to me.
% 0p, ¢it., 11, p, 188,
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and every play, Schack,® while readily granting Moreto's Indebted.
Ress to his forerunners, feels inclined to pardon him in the light of
the happy results that he ordinarily attained. Gassier,% on the

Fernfindez-
Guerra® denies the charge that Morcto had no creative talent. In

explanation of his many borrowed plots, he quotes the aviso of 1644
which forbade the representation of “original comedies” (‘de in-
ventiva propia de los que las hacen’) except of historias or “lives of
saints' and points out the effect such an edict must have had on
Morcto, who was at that time just starting his literary career.
" Moreover, why should the mantle of charity which has been ac-
corded most willingly to other borrowers of the day be denied our
dramatist alone? Fitzmzmrice-Kelly58 sces in Moreto a genius of
excellent taste who was too lazy to fashion his own plots whereas
Sefiores Hurtado and Palencia® feel with Menéndez y Pelayo that
is plagiaristic policy in an “jn-
stinct for perfection which was only too rare among Spanish drama.

LI

It has not been my primary purpose to study the sources of
Moreto’s theatre. N evertheless, in order to arrive at a clear compre-
hension of his virtues and limitations as a dramatist through the
contrasts which such comparisons must afford, it has been neces-
sary to weigh the ac'curacy of the many analogics that have been
pointed out between his comedies and those of his predecessors and
contemporaries and thus to reach a fairly precise estimate as to the
extent, nature, and cause of his indebtedness, I shall summarize
here my opinion as to the extent of this debt; but all discussion of
its nature and cause will be embodied in the chapter on the play-

~wright's dramatic arg,70

L. *La adillerq penitente has the same general situation ag
Rojas’ Lg Moagdalena de Ndpoles as well as the triangle of charac.

8 Lit. 3 arle dramdtico en Lspana, Madrid, 1887, Vol, V, pp. 97-98,
% Le Thédire Lspagnol, Paris, Payl Ollendorff, 1898, pp. 383-390,

& 0p. cil., pp. xii-xifi,

98 Itist. de la i1, esp., Madrid, 1914, p. 360,

© Iist. de la i1, esp., Madrid, 1921, p. 736,

™ The individua] studies on which al] conclusions rest have been placed in the
Appendix, pp. 152-201,
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ters essentlal to {ts development, There are in the first act Beshes
which resemble roughly those of the source, but there are no verbal
parallels, The evidenee Is not sufficient to convince me that Moreto
and his collaborators knew Rojas’ play. I have not been able to
make any comparisons with Claramonte's Pasoseme f soly Dipe
mante's Negro mds prodigioso, and the anonymous Negrd mds
alevoso y pirata del honor, Cotarclo (Bibl,, P« 19) declares that there
is no relationship,

2, *Iil bruto de Babilonda is, its first and third acts, a flagrant
plaglarism of Guillén de Castro’s Las maravillas de Babilonia, The
second act, which I ascribe to Moreto, has borrowed from its source
the general outline of the plot, but is independent in mattets of
characterization, dialogue, and versification.

3. *Caer para levantar is heavily indebted to Mira de Ames-
cua's El esclavo del demonio for (1) the main plot, (2) the chicf char-
acters, and (3) a considerable number of lines, Light scencs of
Moreto's forty-two are virtually paraphrases of the source; ahd
sixteen others have partial equivalents in the earlior play.

4, Como se vengan los nobles is taken from Lope's LI testimonio
vengado, Morcto has used the story and the layout of characters
Involved, He has changed the thesis and metamorphosed the char-

acterization. The dialogue and versification show no influctice of

Lope's comedia,

5. *La confusion de un Jardtn has taken the outlines of its plot

and the characters essentin] to develop it from Castillo Sol6rzato’s
La confusion de una noche, In one scene the dialogue virtually
amounts to a paraphrase, The characterization is Moreto's.

6. De fuera vendrd quien de casa nos echard has the same thesis
and the same plot (in its broad outlines) as Lope's De cuandy ged
#0s vino. There i3 no evidence of the influence of versification but
one finds now and then paraphrases of Lope's lines,

7. Eldesdén con el desdén, for all the cighteen sources that have
been suggested, must be considered an original work—so perfectly
has the author fused his materials, The gracioso is nearer in type
to Hernando of Lope’s Los milagros del desprecio than to any other
character to be found outside the theatre of Moreto, The femlnine
protagonist has characteristics in common with the heroines of four
different plays of Lope (La vengadora de las mujeres, Los milagros
del desprecio, La hermosa Jea, and De cosario ¢ cosario), of one vf
Tirso (Celos con celos se curan), and of one of Juan Vélez de
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Guevara (Encontrdronse dos orroyuelos). I have found no source for
the male protagonist of £ desdén con el desdén except in another
Play associated with Moreto's name, *Hacer remedio e} dolor, which
may be considered an embryonic study of the playwright’s master-
piece. The other cssential clements of Moreto's comedy may be
found in Lope's three plays: Los milagros del desprecio, La hermosa

© Jea, and La vengadora de las mujeres. The greatest debt is to the first

and third,

8. *El Eneas de Dios y ¢l Caballero del Sacramento takes its.

situation and at least fifty lines from Lope’s El Caballero del Sacra.
tenlo, The changes made are not, for the most part, characteristic
of Moreto's usual methods,

9. *La fingida Arcadia has borrowed from Lope's play, La
Arcadia, the names which the characters assume while playing a
pastoral réle and has vaguely paralleled the Arcadian story in the
love tangles of the characters. The dénouement has been changed.
If the comedy associated with Moreto’s name owes anything to
Tirso’s play of the same name, it is for a mere detail of motivation,
There are no verbal borrowings from either of the suggested sources,

10. *La fuerza del natural has the same general situation ag
Leyva Ramfrez de Arellano’s Cuando no se aguarda y principe
tonlo. There are, also, three scenes in Moreto’s play which have cor-
responding ones in Leyva’s comedy, though without verbal paral-
lels. The historical facts are such as to lead me to believe that
Leyva was the borrower, not Moreto.

11, Hasta el fin nadic es dichoso is an unsatisfactory reworking
of Guillén de Castro’s Los hermanos enemigos, Twelve of Moreto's
forty-two scenes find virtual parallels in the play of the Valencian,
but there is no borrowing of dialogue,

12, I'ndustrias contra Jinezas is reminiscent of Tirso's Palabras
¥ plumas, but the evidence for indebtedness is too shadowy to war-

rant one in assuming it, The play of Moreto’s in question is nearer °

to his own EI mejor amzigo el rey than to Tirso's comedy,

13. El Licenciado Vidriera owes virtually nothing to Cervantes’
novel of the same title except the name, the conception of a “pro-
tagonist of glass,” and the general theme of human ingratitude,

There is no question of indebtedness on Moreto’s part to either
Lope’s La necedad dej discreto or Matos® El yerro del entendido.

14. El lindo Don Diego is a happy revision of Guillén de Cas-
tro’s El Narciso en sy opinidn with which it has five scenes in com-
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mon. Moreto has borrowed the main outlines of the plot afid the
characterization of the protagonist.

15. Lo gque puede la aprehension is a mosaic which has derlved jts
subplot from Lope’s Mirad o quien alabdis; its title and the geheral
conception of a romantic protagonist who falls in love with 4 lady

whose face he has never scen, from Tirso’s La celosa de st mlima;
one of the songs and the suggestion for a slight modification 6f the -

general situation from Calderén’s La desdicha de la voz. }

16. El mds ilustre francés has one humorous scene that feedlls
Belmonte's El diablo predicador, but in my estimation, the chhr.
acter of the gracioso is nearer in typo to Cervantes’ Sancho titflh to
Belmonte's Fray Antolin, _

17, El mefor amigo o rey owes its theme, its plot and ordet of
events, its characterization, and one or two conceits and phraacs
to Tirso’s Cautela contra cautela,

18. *El mejor par de los ‘doce is an unsuccessful reworking of
Lope’s Las pobrezas de Reinaldos, in which Moreto and Matos have
not only followed the plot, and at times, the sequence of events,
but have also paraphrased the dialogue and, now and ther; bor-
rowed consecutive lines, '

19. La misma conciencia acusa has taken the situationt ftom
Lope’s Despertar o quien duerme while changing the theme atid the
dénouement of the story. Thirteen of Moreto’s 53 scenes havé toin-
Plete or partial parallels in Lope’s play, but there is only one where
the dialogue shows any resemblance to the original,

20. *No hay reino como el de Dios has borrowed the ou'tﬁhe of
the plot from {Dejar un reino por olro y mdrtires de Madrid, 1t is
Independent in matters of dlalogue and characterization: -

21, No puede ser looks to Lope's El mayor imposible ds lts
source. The later dramatist has taken the theme, the plot, and the
essential characters, On occasion, he has paraphrased the dialogue.

22, El Parecido has the same initial situation as Tirsp’§ Kl
castigo del penseque, but Moreto changed the dénouement, elimlhat-
ing the subplot and transforming the characterization, In one cehe
the dialogue of EI Parecido is reminiscent of its source,

El Parecido en la ¢orte, which is ordinarily considered a revl;ibn
of Moreto’s EI Parecido, differs in its first half from its source bnly
in minor details; in the second half, a new character has been {iitro-
duced, the order of scenes shifted, and the dialogue changed at
times. Neither version shows the influence of Cervantes’ Ls ex-

. B0 “}i'ﬁg
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Irelenida, nor of Playtys’ The Menaechmi, nor of Alarcén’s Quiss
engafia mds ¢ quisn.

23. *El principe perseguido is indebted to Lope’s El gran Dugue
de Moscovia y emperador perseguido for the Plot, the layout of chap.
acters, and three fragments of dialogue,

24, *tL) principe prodigioso is g shortened version of Lope's
Principe prodigioso transilyano, The latter half of the play, which
is attributed to Morcto, owes virtually nothing to its source,

25, San Franco de Sena shows a certain analogy with Tirso's

tionship between Saz Franco de Sena and Lope’s La mal casada,
The play is much nearer to Moreto's *Caer baralevantar (and there-
fore indircctly to Mirg de Amescua’s £I esclapo del demonio) than
to either Tirso’s or Lope’s work,

26. *Travesuras son valoy (revised version) is a reworking of an

tent; seven have borrowed the dialogue (a total of some 100 lines)
and its assonance, Act II i indebted only for the general outline of
the story; Act I for this and, in addition, some 50 lines of dialogue,

I sce no reason for relating one of the scenes of Moreto’s play
to Lope’s Los novios de Hornachuelos,

28. Los jueces de Castilla, La fuerza de Ig ley, and Primero ¢s 1g
honra give evidence of being taken from Sources now lost to us,
Schacfier suggests that J ndustrias contra Jinezas be included in the
same list, but his proof is not convincing to me,

L
We may sum up briefly the extent of Moreto’s indebtedness to

his predecessors and contemporaries by saying:

1. *La adultera penitente *La fingida Arcadia, Industrias contra
Jinezas, El Licenciado Vidriera, El mds ilystye Jrancés, and Sen
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Franco de Sena owe 86 little to their indicated sources as 48 Make
censure impossible, : : ‘

2, On eleven occasions, the dtamatist has borrowed the general
situation and the dramatis personae essential to its develdpiient,
In the tase of Como se vengan los nobles, De fuera vendrd, i desden
con el desdén, El lindo Don Diego, La misma conciencia aciisey, No
puede ser, and El parecido en lg corte, the results are happy etiough
to make Moreto’s action a meritorious one; the revisions 6f *Lo

confusibn de un jardtn, Lo que Puede la aprehension, and Husta of 3

Jin nadie es dichoso are so weak, by comparison with their soudtves,
as to be self-condemnatory. Coe "

3. The plays wherein the author has appropriated the ditlogue
as well as the situation (and sometimes even the sequence of events)
are eight in number, The percentage of lines borrowed in *E} Eneas
de Dios, *El mejor par de los doce, *El principe perseguidv, and
*Travesuras son valor (second version) is so small as not tg bting
censure on Moreto; the results, however, do not justify the author
in the effort expended. '

*El bruto de Babilonia, *Caer para levantar, and El vullente
Justiciero have retained so many lines of their sources as to take
it impossible to defend the dramatist against the charge of plagi-
arism,

El mejor amigo el rey, though the actual number of lines ap-
propriated is negligible, is so near the original in its sequetite of
events as to be open to the same indictment,

4. There are two other plays, La fuerza de la ley and Los fueces
de Castilla, for which the sources have been lost, It is not impos-

-sible, too, that Primero es la honta borrowed its plot from & lost

comedia of Lope’s.

Thus out of the six religious plays which are attributed to
Moreto alone, two only have slight parallels. Eight otherd were
written in collaboration and three of these are revisions.

Of the five novelesque comedies ascribed to our dramatist aldhe,
sources have been found for two; all three of those written i tol-
laboration are reworkings of older plays.

Two of his four plays of intrigue have detived the geheral
situation from earlier works.

Of the 17 comedies of character or idea attributed to Moteto

4
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alone, ten have definite sources, and there is reason to believe that
in the case of three others, the model has been lost. Five others
were written in collaboration, and at least one is derived in part
from an earlier play,

Thus of the 32 plays which Moreto wrote by himself, definite
sources are known for 15; analogles have been pointed out in the
case of 6 others. Of the 16 written in collaboration, 8 have known
models. There are three plays, tLaocasion hace al tadrén, $El esclavo
de sy hijo, and tE! Encas de Dios which are reworkings of known
plays, but these three do not in my opinion belong in Moreto’s
theatre, *La fuerza del natural is probably the source of Leyva
Ramfrez’ Cuando no se aguarda, not a revision of it,

Such facts do much to justify Schacfler in his assertion that if
we had all of the comedics of the Golden Age, we should have a
source for each and every comedy of Moreto, But, had our drama-
tist always worked alone and had he invariably limited himself to
comedics of character, one should only regret that he did not revise
more of the formless comedics of the Lopean period,
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- CHAPTER I1

THE THEATRE OF MORETO

i, His ReLI0I0US THEATRE

Before discussing Moreto's secular plays, I shall first disptisé bf
his religlous theatre, To the modern reader this offers no inter#st
other than the indirect light it sheds on the dramatist’s tempetf.-
ment or the contrast it affords his sccular comedies, It consists of
(1) hagiographical material, drawn for the most part from the Flos
sanctorum; (2) of episodes taken from Holy Writ, at times through
the medium of an earlier play; and (3) of comedics written in konor
of some particular shrine. In the first group one may mention *Lg
adillera penitente, Antes moriy que pecar, *Caer parg levantar; Los
mds dichosos hermanos, El mds {lustre francés, San Franco de Sena,
*Santa Rosa de! Pertty La vide de San Alejo, and *La yida y.muerle de
San Cayetano; in the sccond, * il bruto de Babilonia and La cena del
rey Ballasar; in the third, $Dejar un reino por olro, *No hay retno
como el de Dios,* Nuestra Sefiora de la A urora, and *Nuestra Seflora
del Pilar,

In developing the materials of his sources, Moreto has not glven
evidence of the taste that he ordinarily displayed in reworkling

-secular plays, For his failure in this regard, one must seck an exe

planation that is fourfold: (1) the haste with which they were 80
obviously written; (2) the dramatic ideals of the day; (3) the play-
wright's deep respect for religious tradition; (4) the limitations of
his own character, He has not used the poet’s prerogative of sclecs
tlon, and as a result the unpoctic and the ludicrous are indiscritfe
nately patched together Into a wearlsome chroniele: San Casiniles
(Antes morlr que pecar) dics rather than yleld to incontinence; San
Alejo (La vide de San Alejo), returning to his home In disgulse,
takes humble lodging in a corner beneath the stairs; Nebuchad-
nezzar (*Ii} bruto de Babilonia) appears on the stage as a beast of
the ficlds accompanied by his keeper Alcdeer.

If from his sources Moreto subtracted little, he often added
much. To relieve monotony, he elaborated the love story, or if not
present in his source, he invented one. This subplot ordinarily takes
one of two forms, In such plays as Antes moriy que pecar, El mds
flustre francés, and La vida de San Alejo, the devil tempts the
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saintly protagonist with the love of & beautiful but unscrupulous
woman, One hardly nced add that Satan I8 never successful In his
plans, for all of the cohorts of Heaven rally to the aid of the saint.
The other situation common to Morcto's religious plays is that of
& young rebel who, following first the primrose path of pleasure
and love in defiance of God's wishes, is later dirccted by the Divine
Will into the road that leads to Salvation,—usually through the
prayers and offices of some saintly character that affords effectlve
contrast in characterization, *Lg adillera penitente, *Caer parae

levantar, *Nuestra Sefora de la Aurora, San Franco de Sena, *Santa -

Rosa del Perst, 1FL Santo Cristo de Cabrilla, * La vida y muerte de San
Cayctano, all present this situation, Its recurrence Is Interesting
primarily because in his secular plays Moreto studlously avolded
as protagonists the philandering hero and the Indecorous herolne
incldent to o theme of this nature,

In reworking his rellglous sources, Moreto -l not fall to de-
velop all hints of the supernatural, though he made little or no use
of it in his sccular theatre,! Practical craftsman that he was, our
dramatist inevitably paid tribute to the taste of & public which de-
manded elaborate stage machinery? in its religious plays. One reads
in *Nucstra Sefora del Pilar (Act II1, p. 33): “de arriba bajard
Santiago en un caballo hasta alcanzarlo a refiir con la espada y asf
pasard hasta el otro lado. Hase de obscurecer?® el teatro y caer rayos
con estruendo de truenos.” In La vida de Sax Alejo (Act 11, p. 19),
the devil would tempt the protagonist by bringing before him a
picture of home and of the cvents that were taking place within:
but, “al decir Jestis, desaparcce todo (the vision of Rome and his
fireside) y los que estén en ¢l, unos volando y otros hundiéndose,
¥y quédase el teatro como de antes,” With the protagonist of *Santq
Rosa del Perit (Act III, p. 20), which is of date 1669, the very trees
sing hymns of praise to God: “Jos drboles han de estar puestos en

! e has climinated it completely in *£J mefor par de los doce and L Licencludo
Vidriera, and in LI valiente Justiciero he has reduced it to & minimum,

# For the enormous sums which were expended in the production of ailos, sce
Pérez Pastor, Documentos para la biografia de Culderon, Vol 1, pp. 166-167, Madrid,
1908, For u deserlption of thelr production, sce the extract wilch Rennert (The
Spanish Stage, pp. 325-328) has taken from the English verson of Fruncis van Aers.
sen's Journal of date 1654-55,

? Would this not indicate that pluys were sometimes glven nt night? See Rene
nert (The Spunish Stage, po 111): “Dramatie performances n the public theatres
always took place in the afternoon,”




THE THEATRE OF MoRgTto 39

forma que se puedan mover & compds.” The stage directions for
the representation of the fiery furnace (*LI bruto de Babilonta,
Act II, p, 23) are 88 followss “Abress el horno ardiendo por abajo,
¥ por arriba ser4 todo fardfn, ¥ en una elevacién de glorln van
sublendo los tres mancebos y en cllos (sic) el Angel.” In this stress
on stage mechanics for his religious plays, Moreto followed 8
method quite in accord with that of other writers of the day, .but
one which Is contrary to what we might expect from his secular
comedies, ) '
The third and most Important change which Moreto has made
In the use of his sources is in the addition of the comic clement,
The gracloso's rdlo 1s an Indispensablo (and at times {Inharmonlous)
one in his religlous plays, The author has, however, succc'cflcd In
making the comic charncter an Integral part of his drama, This he
accomplished clther by having him take direct part In the actlon
of the play (as In his La cena de Ballasar), or by making him, ma»
terlallst that he s, stand (n conatant contrast to his {deallstic mage
ter (as In La vida de San Alejo). In this latter role the master
hungers for spiritual grace; the servant for the unattainable flesh-
pots. The master is humble, hardly daring to believe the spiritual
favors which a life of service has merited; the scrvant is comically
sclf-satisfied with his virtue, laboring not infrequently under the
illusion that he is a saint, and therefore capable of miracles, The
master is an example of moral and physical courage, fearless in the
pursuit of good; the servant is a coward, a hypocirmcal one at’ times,
willing at every moment to renounce his spiritual asp.lrauons in
order to save his skin.! He is, in this role, almost invarm!'le 8 lay
brother (lego or donado), and it is this fact, no doubt, which leads
Guillén y Buzarfn to make the statement that he serves as
Moreto’s mouthpiece in satirizing those who are in the chutch

: ¢ Bodigo (*Sunts Rosa def
¢ Hungry servants-in Moreto's religious plays are: Bod
Perst), Pablo (*Nuestra Sefora de la Aurora), Pasquin (La vida de San Alejo), Gonela
(*La vida y muerts de San Cayelano), Coltn (LI mds {lustre Jrancds), Dato {Sdn
Franco de Sena),

Workers of miracles are Bodlgo (*Santa Rosa del Perdt), Pablo (*Nuestra Sehors” -

de la Aurora), Morondo (*La adsltera penllente), Pasquin (L vids ds Son Alejo),
Golondro (*Cuer para bevantar),

Cowards are Mastuerzo (*No hayrsino como ol de Digs), Pablo (*Nuestra Senore
de la Aurors), Morondo (*La adultera penlitente), Coltn (EI mds Hustrs Jrancds),
&nd Alcbeer (“E! bruto ds Babilonis),
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without any real vocation for religious life,s It isan interesting in.
terpretation of the facts, but I am personally inclined to think that
this relationship of master and servant, as well ag the contrasts
afforded, grew out of the exigencies of dramatic realism and tech-
nique rather than oyt of any desire on Moreto’s part to satirize
certain elements of the church,

del rey Ballasar) with his rustic Pronunciation, his mixups in vo-
cabulary and titles, his airs of ambassador, can find a close paral-
lel in Tirso of g misma conciencig acusa, Dato (San IFranco de
Sena) In his advocucy of cave-man methods toward women and in
his predilection for puns, is related to the many clever servants of
Moreto's secular theatre,

While the additions that Moreto made to his sources explain
the popularity of his DPlays in their own day, they must likewise
explain in part the gma]] admiration that modern readers feel for
his religious comedies, Taken in themselves, his graciosos are de-
lightful, Indced, at times they offer the only relief from the utter
boredom of the religious chronicle, but jt must be granted that
their jokes and puns are frequently oyt of Dlace, robhing the situy.
ation of what little passion and dignity it might otherwise posscas,
The cape and sword episodes, ncedless to say, tend in the same
direction,

However, for the complete explanation of Moreto’s failure in
his religious comedies, one must look decper: neither haste, nor re-
spect for religious tradition, nor his concessions to the public in the
matters of the comic and the romantic can in my opinion suffice to
explain the dissatisfaction which the modern reader feels on perys.
ing Moreto’s religious plays, For the answer, I fecl that we must
look to the dramatist’s own character, His work shows clearly that

life which cnabled his great contemporary to transform pictures of
the commonplace into scenes of moving beauty and grandeur, One
has only to read Calderén’s La ceng de Baltasar and compare it
with Moreto’s La cenq del rey Baltasay 1o realize the chasm that

¥ Guillén y Buzardn, Revisty de Ciencias, Sevilla, 1855, Vol, 1, p. 670,
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separates the temperaments of the two men. In general, ot play-
wright has exalted the virtues of charity, humility, tempetatce in
food and drink, of penance, of submission to the Higher Will—,
above all of chastity and repentance, but there is little evidence of
any mystical fervor in his makeup, San Bernardo (El mds $ustre
Jrancés) and Don Diego (*Nuestra Seflora de la A urora), to be sure,
use the vocabulary of the mystics, but they arc not convitelng.

If one may judge by his plays, Moreto was a loyal sott of the
Church, on the whole uncritical of its doctrines, its conduct, or its
ministers. Monastic lifc finds its defense on more than one octasion.
To one who would win renown on the ficld of battle, Moretd would
say that “to conquer self s the greatest of victorles,”” T'o those who
would gain carthly riches, he would urge the undenfable faet that
they cannot curry them to the grave and that life Is so brief that it
often seems as f “tomorrow’s door stands on the threshold of to-
night.” In fact, Demetrlo nsks;

¢Hay vida de tanta suerte
como €sta? En que a ln partida
vuelva el rostro ¢l vardn fuerte
¥ 8¢ encuentre con la muerte
sin que le asuste ln vida

e . . . ] . . . . ]

Nadic se compare, pues,

& quien vive en este estado
pucs, aunque pobres los ves,
estin mirando a sus pies
todo lo que han desprecindo.?

There are two passages in Moreto's theatre which are sttltlcal
at the expense of the clerical profession. One, which is found It the
second act of *La adiillera penitente, satirizes (in the chardited of
the gracioso) the hypocrisy and false devotion of certain metbers
of the Church. To me, it is doubtful that this part of the pln}' is
Moreto’s handiwork, though Ferndndez-Guerra® felt othetivlse,
The other passage, which is likewise to be found in a work wiltten
in collaboration, * s principe perseguido, satirizes the glutioty of
certain friars, Pepino remarks: ' ’

8 Ll mds flustre Srancts, Act 1, p, 141b,
T Bl principe perseguido, Act 11, p, 18,
8 0p. cit., p. xxix, under heading *La adullera Denitente,
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Va andando Ia tablg llena;
pone cada varén
a3 manos en su porcién
¥ los ojos en Ia ajena,
ucgo empiezan los cuchillos
en los platos Ia armonfa,
y en la fuerte ferrerfa
de.mascar a dos carrillos
chiquichaques de quijadas;
que hay runfla de dentelladag
que parecen caldereros,
Y entre el sonoro ejercicio
que al bajar y subir crecen
tantas manos, que parecen
dos cazos del artificio,
prorumpe un fraile: “a obediencla
nos obliga este instituto”;
K al son de aquel estatuto
acen todos penitencia, ete,?

It is.in answer to thig criticism that Demetrio makes the de.
fense given above, Although the versification of this act {g not en-
tirely characteristic of Moreto, I.am inclined to think that this
passage is the product of his pen. Both the aesthete and the
churchman in Moreto must have protested against gluttony. As we
have scen, many of his lay members hever see spiritual values be-
cause of their interest jn food. Our dramatist would probably have
altered Emerson’s words on Montaigne to read: “Would you be
tender and scrupulous,—you must eat less mince pie.”

In his secular theatre Morcto was, as we shall see, ahead of his

A. THE MECIIANICS OF HIS PLAYS

a. Plot Structure
Opening scenes of Moreto’s theatre ordinarily fulfill all the
technical requirements of models. As a rule they give the setting,
present the chief characters, and outline the situation in clear,
straightforward fashion, Not infrequently they declare the thesis

Y Bl principe perseguido, 11, p, 18,




THr THEATRE oF Mozrero

and foreshadow the action that is to follow, Let La fuerza b b ley
serve as an example. Seleuco, presented with a petition in which a
certain Cintio (charged with edultery) asks for remission of the law
which would put out his eyes, angrily refuses the request, B4ying:

que la ley de una ciudad
es basa de sus murallas, 10

Scenes follow immediately wherein we are apprised of the klhg’s
intention of marrying his niece Aurora to Alejandra, victotious
commander of his squadrons, even though the former js adoted by
his son Demetrio and the latter by his daughter Nise, The dmma
proper is the tragic result of this arbitrary marriage: the motdrch
Is forced into the position of condemning his own son Demetrlo by
the law which he had enforced against Cintio. In similar fashion

the opening lines of La ceng del rey Baltasar and of Hasta el filk wadie

es dichoso outline the story that is to follow,

Yet, Moreto’s exposition docs not offer the charm that Lope de -

Vega’s affords, The variety as well as the freshness which chatucter-
izes that of his predecessor are lacking. Nowhere is it more evident
than in the opening scenes that Moreto’s is a reflective theatre,

Lope’s one of plot. The earlier dramatist not infrequently begins-

his comedy with actjon ; the latter with explanatory dialogtie!! in
which long specches of two and three hundred lines are not un.
common. Such monologues more often than not follow the request
for news of one who has been absent, a request which frequently
takes the specific form of “Why s0 sad?” In these long relations of
expositorial nature, Moreto was but catering to the taste of the
day.” They have, in a measure, replaced the flights of lyrical fahcy
which the audiences of Lope enjoyed so greatly, 2

This tendency toward order and clarity may be scen, not otlly

in the opening scenes, but throughout the development of the play. '

10 La fuerza de la ley, 1,1, p. 81,

W No kay reino como el de Dios and San Franco de Sena, however, statt with
action. Moreover, in *L} mejor par de los doce and EJ valiente fusticiero, expository
speeches of the source have been expanded into scenes of action, conttdty to
Moreto’s usual custom.

12 This may be scen in the introduction of the long expositorial speech of For.
nando in the second version of £} Parecido en la corte (I,1,pp. 31 1-312), lincs which
were lacking in the primitive version. The discourse of Fenisa on love and its phe.
nomena in Lo que puede la aprehension (I, 1, pp. 167-168) is likewise so undrainalic
that one can but see in it a concession to the literary tastes of the day.
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Moreto's plots ordinarily fall into great blocks. EI Licenciads
Vidricra (written before 1648), wherein Carlos’ hopes of winning
the fair Laura are dependent on financia] preferment, may be
charted as follows: At the end of Act I, the protagonist has every
reason to hope for a rosy future, for has he not won for the Duke of
Urbana a battle which assures the latter his crown and his bride?
Those hopes not realized, he has by the end of Act II decided to
play the role of the Licentiate of Glass, By the close of Act IIT the
ruse has proved successful and Carlos wins both preferment and
love. Most of the comedies of Moreto could-be charted in the same
fashion, '
How have such order and economy been obtuined? In the first
place one sces jt repeatedly demonstrated in the comparative
studies® that the playwright has carefully eliminated every sub-
plot which he could not tie up closely with the main thread of in-
terest.! *Caer parg levantar, Cémo s¢ vengan los nobles, *La con-
fusisn de una noche, Hasta el fin nadie es dichoso, *No hay reino como
el de Dios, No puede ser, *L principe perseguido, *{El principe
prodigioso, and others illustrate conscious cffort to this effect. So
invarxfably was the dramatist’s method one of simplification that
the departure of ZI valiente Justiciero in this regard immediately
Suggests the possibility of a collaborating hand. Lope’s plays have
five, six, seven, even eight clearly defined plots. Moreto’s seldom
have more than two or three, and these are almost invariably
bound together with neat compactness, This is a statement that
holds true whether the relationship be that of Np puede ser, wherein
it is virtually that of g plny-within-a-p]ay; or that of Yo por vos
¥ vos por ofre, which, from the standpoint of technique, affords al.
most a perfect example of the double plot; or that of the great
mass of Moreto’s comedics in which the subplot scrves only to
cffect a contrast in characterization and to help, first, in the com-
plication, and later, in the resolution of the main story,

When the réle of the servants attains to the dignity of a third
subplot, the interlinking is accomplished in various ways. At times
it is brought ahout by a paraliclism which parodies the action of
the main characters, as in Amor Y obligacion, Fingiy ¥ emar, and

' Sce pp. 152-201 of this study.

% Asa result, Moreto's comedies usually are from 300 to 1000 lines shorter than
their sources of the Lopean school,

e by i < i
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El mejor amigo el rey. At other times, as in La misma conclencia -
acusa, the gracioso is the go-between for opposing forces atd as -

such is an essential part in the resolution of the main plot. Still
more frequently, as in Trempa adelante, No puede ser, or El desdin
con el desdén, he is the stage director who in part or in whole ditects
the destinies of the protagonists. And no matter which of the three
rbles may be his, he usually serves as an ironic commentatot on
the romantic tendencies of his master, He frequently marries the
maid of the heroine, but this “pairing-off,” it seems to me, 13 not
so inevitable as in Calderén’s plays of intrigue.

Moreto has given genuine care to climactic effects. Seldom ate
they forced. Chance, of course, plays an important part in his
comedies of intrigue, but in his plays of character, it is rare that
action is more than justly dependent on fortuitous circumstahees,
El Licenciado Vidriera is the notable exception. Morcovet; the
technical climax of the play (that is, the point where the fate of the
protagonist begins to change) will often be found to coincide with
the exact middle of the play. Such is the case in Ll desdén con el
desdén, Il lindo Don Diego, No puede ser, Trampa adelante and vth-
ers. Still again, hasty, unforeseen endings, are rare in Moteto’s
theatre, the exceptions being *Travesuras son valor, El valiente
Justiciero, and Hasta el fin nadie es dichoso 18

Nor has the dramatist been content to work for a forceful
climax of interest at the end of the play: he has, as well, sought
climactic effect within each act.® Each of the great blocks Into
which his comedy falls must close with a “‘big scene” which is otdl-
narily followed by a few words that foreshadow the events of the
next. El poder de la amistad (1652) will serve as an example.

Act I: Alejandro, his fortune wasted in vain endeavots to
please the Princess Margarita, can, in competition with other sult.
ors, offer nothing more than the loyal friendships of Luciano; the
scholar, and Tebandro, the warrior. This offering scorned, the
friends set to work to reduce the fair Margarita to terms ahd
thereby to demonstrate the power of friendship.

18 The dénouement of +E! Eneas da Dios, tLa gala de nadar, tEn e Mdyop
imposible, nadie pierdala esperansa, tLa fortuna merecida, tSin honra no hay valenild,
and tLa negra por el honor, is so utterly ridiculous as to afford one of the strongest
arguments against Morcto’s authorship,

¥ The consclousness of this effort is revealed in the changes Moreto madi ln
reworking Act 1I of El Purecido,
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Acrt II: Luclano, by making Margarita jealous of her cousin
Matilde and by having Alejandro thrust in prison, forces the ca-
pricious heroine to admit to herself her love for Alejandro, It {s
?i.ntcdd that Tebandro from without will come to the rescue of his
riend. '

Act I1I: The fortunes of war force the beautiful heroine to ace
knowledge to the world her love for Alejandro and thus to confess
the powers of friendship,

_ It may be noted, in conclusion, that in this play also the tech-
nical climax (effect on Margarita of Alejandro’s pretended court-
ship of Matilde) may be found by opening the comedy at its mid-
dle page.

Of those technical detajls which make for realism of effect and
unity of tone, I shall have Space to say but little. His use of
parallelism and contrast, both In characterization and episode, has
already been noted, Not Infrequently symbolism has been used ef-
fectively, Baltasar(La cena del rey Baltasar) drops his crown at the
feet of Ciro and thus forctells the loss of his crown to the latter,
Ramiro (Cémo se vengan los nobles) is, in the game with his rustic
companions, crowned king; by this method the dramatist fore.
shadows his rule as king of Aragon, *}1 principe prodigioso, *
mejor par de los doce, La fuerza de la Je y *La adillera penilente, and
tLa negra por el honor also contain interesting examples of the use
of symbolism, Again, one may point out as one of the factors which
make for unity of effect the great care which Moreto takes to .
sure perfect comprehension In the mind of the spectator, However
much the poor churacters may struggle In the maze of clrcum.
slances which surround them, the audience s not at a loss as to
the true state of affalrs,! Thus docs the nuthor Induce In the
consciousness of his listeners (hat feeling of superlority which comes
from a discreetly flattered vanity,

Such perfect understanding is often accomplished, however, by
the abuse of asides or by the still more undramatic monologue,
Antloco y Selenco and Industrias contra Jinezas are cases in point,
In Ll defensor de su ¢gravio, in his anxlety to keep listencrs informed
of the true state of mind of his characters, Moreto has used no less
than thirteen monologues which range in length from ten to one
hundred lines, On the other hand, such a play 88 No puede ser (of -

W The secret of Hasta ¢l Sin nadie es dichoso is an exception,

e R
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date 1659) does not offer a single one. Rarely do such monoiogues
8crve as an excuse to inject the lyrical (as with Lope) or 48 mere
“fillers’ by which the author prevents the stage from belng sinps
tled.i8

b, Setting

As another technical detail which makes for realism of effect,
one may point out the careful motivation of the entrances and
exits of Moreto's characters. Unlike most of those of Lope o of
Guillén de Castro, they do not rush on or off the boards #t the

caprice of the author; and since their entrances seem inevitdble,

Moreto usually dispenses with those brief scenes wherein servants
announce the arrival of each new character,!? Any consideration of
this subject, however, involves the examination of his settings,
Inasmuch as it Is ovident that an empticd stage In Moreto's day

was the ordinary slgnal for o shift of scene; and if the snme chare.

acters were to occupy the stage after the change was effected,
the shift was Indicated by thelr departure through one door and
thelr entrance through another. Rennert®® considers La espafiola
de Florencia, which offers an example of this simple conventlon, as
of “especial interest” because it was written between the compara-
tively late dates of 1630-1635, Yet, in Trampa adelante (1650),
Casilda and Milldn are by this same expedient transferred from the
street to the Interfor of Dofin Ana's house,

Cagrttnal Fan es In casa,
MivLran 4Tan cercn?
Casitva: Y en aquesto cunrto bajo
(Entranse {)or una pucrta y salen por otra.}
MiLAN: Muy grando fnuln os aquésta,

And In *La finglda Arcadia which was, there I8 renson to belleve,
played before the king in 1664, the scene clearly shifts from the
scashore to the interfor of the palace, for Filiberto declares to
Federico (I, p, 541);

1 Beene 10 of Act 11 (p. $02) of £J defensor de su agravio ls, however, nothlng
but a “fler,”

9 L Tirso's(?) Cawtels contra cantels und Moreto's roviston of it, B! mefor
amigo el vay, Sce p, 182 of thia study.

9 The Spanish Stage, p. 88,

% Trampa adelunts, 1, 4, pp. 143-146,
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Este es
el sitio mds retirado
de palacio.

Yet, that shift was apparently accomplished without change of
scenery, for the stage dircctions are: “Vanse y salen Filiberto,
Federico y su crindo,”’®

As Rennert® has pointed out, this device was often avolded by
the usc of doors or curtains, With these aids, a portion of the stage,

in front of which another scene was arranged, could be disclosed

Lo the cyes of the audience at the broper moment, I defensor de su
agravio offers o setting (111, 8~11) which can hardly be explained
otherwise, The king, in his sitting room, enters first the room of the
tower in which his wife Is imprisoned and holds with her n lengthy
conversation; from there he goes Into that of his rival, Alcjandro,
The first change of loculity is accompanied by the following re-
marks (I11, 8, p. 506):

Llave tengo; esta pucrta al de mj esposa

pasa, por ella entro;

(Abre la puerta y dice al entrar:)

Mas yn abrf y ya estoy dentro,

As he leaves her room to enter Alcjundro’s, he declares (111, 10,
p. 507):

Cerrar quiero aquesta puertn

y abrir la de su prisién

que divide al otro cuarto

Esta la puerta ha de ser

¥ con miis seguridad

de poderme conocer,

podré saber la verdad

porque aquf luz no ha de haber,

(Entrase cerrando la bucrta y sale por otra,)

Yet that Moreto did not Jike (o overwork this conventlon may be
scen in his revision of Lope's /2 rey Don Pedro en Madrld, Here the
humiliation of Lope's protagonist -consists in his transfer from
room to room—a change of scene that must have been accom-

plished by departure and re-entrance. Moreto has reduced the
three shifts to one.

= Onc may find other examples of this convention in £l Caballero (I, 20, p.
303), No puede ser {1, 1, p. 188), etc.
3 The Spanish Stage, p. 90,
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There I8 good reason to think that the use of simultancous scen-
ery was still common in Moreto's day. How can one explain other.
wise the change from the picturesque mountain scenes of Anltoco
¥ Selenco (I, 1-5) to the elaborate court sctting that follows? Or
that of the wild hills of Las travesuras de Panloja (wherein steep
paths and lofty hills are specifically mentioned) to the interlot of a
pulace in which tables and chalrs arc Indispensable equipment?
(Sce 11, 12~13), And to effect this shift, the author says simply:
“Entran los dos por un lado y salen por otro.” It is difficult to By
to what degree the use of light affected such shifts,

One could cusily glve further examples Lo prove that stage coh-
ditions in Morcto's day had apparently changed lttle from those
of the duys of Lope de Vega, and that conseqquently one still finds
that same vaguencss of localizntion which charncterlzed the carller
days of the Spanish drama as well as the British stnge of that
time.2* And yet, those conditions were hardly to be expected In
view of the well-known predilection of Philip IV for the stage and
the enormous sums that were spent in the presentation of some of
the comedies,®

The simplicity of stagecraft which s indicated by Moreto's
stage directions would necessarily have o positive influence on his
exits and entrances and a negative one on his cholee of locality, if
an emptied stage meant a change of setting, then the careful tech-
nician would try to avold leaving his stage bare on other occaslons,
and such is the case in most of Morcto’s comedics, In his better
plays, I have noted only one instance (La Suerza de la ley, 11, 8-Y)
where the stage is apparently emptied though there is no change
of scene indicated. Here, the passing of an hour of time is filled in,
awkwardly enough, by the arrival of the scrvant Irene who begs
permission of the audience to soliloquize on the discomforts and

disndvantuges of “this code of honor which so preaccuples hee hel-
ters,”” 1t may he the care which Moreto had to exerelse In muklng
an emptied stage coincide with o change of scene that held hlin
down to the modest two or three shifts per act which ordinatily
characterize his comedics. A well-constructed drama such ds &I

# Sece William Archer’s article in Quarterly Review, April, 1908, p, 442,

% Sce Rennert, The Spanish Stuge, p. 243. Among other citations, one from
Barrionuevo's Avisos of Jan. 23, 1655 tells us: “Vendr4 cl rey . . . derecho al Palucto,
que no va al Retiro, como solfa, por estarle preparando una comedia en ¢l de
tramoya, que dicen costard mds de 50,000 ducados.”
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desdén con o] desdén has onl tw -
setting, {Lq negra por el /10:09’, cf:?;xf ‘;i;g:l;f: s o ot o
scenes and twenty-three shifts! None of the co
which are well-attested make more than ten ch
In a:nothcr respect this lack of siress on sta
dramatist singularly free, He could
Greece with the same casc as g
was in Madrid, It i now

ge scenery Joft the
represent a scene in Poland or
comedy of intrigue whose setting
onder, then, that of the forty-foyr secular
me, only nine take
her towns of Spain, Of the twenty-
ve their setting in Italy or Sicily;

ount, ¢ castern Mediterranean Greece
Crete, Antiochia, Cypress, Albania, etc.); three in Russ(i't Bo
ey b

gg:rsm}ort:‘urkcy; tw:o in France; one in Portugal; and one jn Flan.
& of'c:st cse [Ilezys ;;t Is useless to ask for realism of stage scenery
ume. Indeed, the general mea re f irections i
Moreron ool cral greness of stage directions in
' plays would indicate that he lef i
to tIhe director—if worries they were, el such wortie
n the matter of unit i i i
His plage o y of time, Moreto’s practice varies much,

intrigue cover from a few hours (*Lg ¢ sién de un

: ( niusion de 4

Jardin) to three days (1 Parecido en Ig corte), Other corﬁedics hm‘v
E R -

ever,such as LI Licenciq idri : i

2 historical drama of th(cjot;:(:r:)ir}z :7‘;‘;‘1’:' cesdo Cas ool oy
over eight years;
a life time,? Morcover, lapses of tim
t»'vcen acts, as suggested by Lope in h
dias,® and are clearly indicated at the
the dialogue that follows, Nevertheles
defensor de sy agravio and I'ndustriqs co
the act is not always consccutjve,

carliest possible moment in
8, in the excellent plays Fl
nira finezas, the time within

¢. Vocabulary and Dialogu.e
The vocabulary of Moreto, in general, re

:: La bibliografia de Morelo, pp. 19-40,
o He is, however, much more given to tcl
; :;x;;r:ss;i ;); {su:ra (;rcndrd, 14 confusion de uy Jardin, * I3 principe perseguido and
endency to conden i i i
and thes ent o den gL S¢ opening scenes into long expository speeches
n 1
Compare Moreto's Como se vengan los nobles with jts source, Lope's 2] fest;.

#onio vengado. It is perhaps superflyous i
. Lo point ! i
regard did not always agree with his prcccptl. 7t that Lape's practic s

flects the love of mod-

escoping time than is Lope. Such re.

u}:;
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eration and simplicity have already pointed out in connectidht #ith
his plots. On one occasion, at least, Moreto pokes fun at the &t
ficlal lexicon of the gongorists. Greguesco (La fuerza de la ey, 1,
10, p. 86) has written a plece of poetry, as he explains to tha klhg,

+ + « un epltalamlo

que le escribf en un andamlo,
or que no hay mds consonante,

I'iene eclipticas radiantes,

coluros, celajes, rumbos,

cerileos y otros retumbos

de poetas relumbrantes

que en vascuence poco a poco

trocar la lengua pretenden;

los que lo oyen no lo entienden

ni el que lo escribié tampoco.?®

Neither so broad nor so specific a vocabulary as that of Lope de
Vega, it makes, once the reader is acquainted with it, very few de-
mands on the dictionary.

Nevertheless, one who reads Moreto must be on the alert, bor
he was an inveterate punster and found such delight in juggling
words that he could not, even in moments of passion and dighnity,
forbear putting a quip into the mouth of his gracioso, No better
example of a trivial use could be found than that of “casi tilro”
" (Casimiro) in Antes morir que pecar, nor of a happy one thati that
of Comino (£! defensor de su agravio, 1, 1) who, having rectlved
orders from Alejandro that he ‘speak only of Nisea,” answers gvety
rhapsody of his master with “ni sea.”

This delight in juggling words leads him (as it did Tirso) to
coin verbs at will. From the proper names of his characters, Dlatia,
Casilda, Lidoro, Franco, Tarugo, Dantea, Fernando, Lisardo,
. Bato, Moclin, and Morondo, he has made the respective vetb
forms: dianar, casildé, lidorean, franquean, taruguedis, dantetiivs,
fernandear, lisardear, batear, moclincas, morondea. In sittlar
fashion, Mosquito assures Don Juan (E! linde Don Diego, 11, i, b.
357):

# 1t is impossible for me to believe that Moreto wrote the highly gongotlstic
tllacer del contrario amigo, much less that his pen is guilty of that literary attovity
which is put into the mouth of the “clever” child Dionysia in 1Sin honra 80 My
valentia (I, pp. 10-11). Sce also & lindo Don Diego (1, 12, p. 357) for Moretos
opinion of Géngora, o )
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que en esto hay medio y remed:
¥ tataramedijo ¥ todo ¥ remedio

and that Dop Diego (11, 1, p. 358)

I por encondecer
ho ha de querer emprimay,
In ITasta ¢} Jin nadie es dichoso

morously fashioned to mean ) e have el b

pérdida de un volante,”

Pues ¢no es ésa una injusticia
de la.)us.ucm mis fing
que sin justicia ajusticia
ala nocencia? jOh, justicia
de la justicia diving o
I cannot, however, persuade myself th
age of Seventeen, guilty of the lines w
of Carlos in tLa cautela enla amistad

at Moreto was, even at the

hich are put into the mouth
(111, p. 340):
No se si amaros o amarme
0 amar a un amante vuestro
pues solicito que og ame; ’
Y améis a quien og merece
es amarle, pues se parte
entre mf y ¢] Ja fortuna,
Y 08 pierdo, porque ¢l og gane
¢S amarme, porque en nada
cuanto mds fino me amaste,
pudiera yo amarme tanto
como cn amaros y amarle,

In dialogue, Moreto is at tin

In ) 1es thoroughly concise, The Mar-
gz(s,]x? Primera es Ia //onr'a (I, 1, p. 229) » tries to dissuade the kln;

m his courtship of Porcia, daughter of the Almirante:

+ +» N0 le estd bien g yn rey,

que ¢s custodia de Ia ley,
publicar un galanteo

de una hija de un almirante

2 quien Sicilia pregona

que dcb_e miés tu corona

que ¢l ciclo al nombre de Atlante,

5 Las travesuras de Lantgja, 11, 1 1 P. 396,
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Y este recato, sefior, Raumiro: Traicién, j 3’ :
que mil adver "encg" tt)e Tueve, gmomm ¢Hete ofendido yop P
més a la reina se debe AMIRO: Afrenta, !
e asl’.;!e]sdpoegc!)‘ ?asgu}ég:i%ﬁ gELO!RM {Quieres matarmep Dolog
ues si AMIRO: olor,
ge Népoles heredera,

por clla Sicilia espera )
destos dos reinos la unién,

Don Juan’s account of his encounter with Dofia Ana (Trahips ode-
lante, I, 1, p. 143) is another excellent example of econom¥,

porary. Such a fragment as ig

found in *Lg Jingida Arcadig® 1,2,
p. 538) is for me g strong ar

i i 1 ] , hand:
i to is clear., His references are not thture 1
Wh.at Is more, Moreto ‘ is his construction invelved. Cobréle y buscéme, (jay cielo))

(there is no vain show of learning), noris :
In {La gala de nadar (11, p. 176), Ramén complains of the iivetted :?:gj ;r:;idf?:& g ‘83 ::; ?)lance )
sentence order of the gongorists: e ladn § (?)e,m. 8mnd?,)

No has visto aquella figura i y déndome (jaccién valientel)

que poetas cultos llaman

transposicién, que con ellos
se transponen las palabras,
que para hallar el sentido

son menester dos semanas?

It will be remembered, too, that Mosquito advises Beattls, the

maid, to impress Don Diego by talking “critico” although he. at tht;‘
same’time specifically states that it has gone out of fashltn (£l

lindo Don Diego, 11, 7, p. 361):

Habla critico ahora, aungue no es uso,
porque si ti el lenguaje le revesas,
pensard que cs estilo de condesas;
que los tontos que traen imaginado
un gran sujeto, en viéndole ajustado
a hablar claro, aungue sea con concelo,
al instante le picrden el respeto,

Those antiphonal dialogues, so frequent in Calderén, octuit but

mi prenda (jatencién notable))
desta suerte (jhorror terrible])
sobre mis brazos se cae,

" If Moreto is but rarely declamatory® or gongoristic, he is all too
frequently conceptistic, and intentionally so as the lines quoted
above from E! lindo Doy Diego show. The nobleman should speak
with conceits, The modern reader grows weary indeed trying to
follow such fine reasoning over love and lovers as is to be found in
many of Moreto’s comedies, Let the argument between the two
brothers of Hasta ¢l Jin nadie es dichoso (I, p. 3) serve asan example:

Garcra: Quien calla amando, no intenta
obligar con el amar:
quien no ama para obligar
los méritos se acreclenta,
Yo, pues, si ahora callando,
merezco en lo que padezco,
ho por callarlo merezco,

gument in favor of g collaborating -

sino por callar amando,

rarely in Moreto’s theatre! Occasionally the reader finds ot ey 01 i on i, doondo. V
GELOIRA: Qué dices, Sefior? Agravi méritos no diferenclo !
Rawuiro: . gravios. Py
GELOIRA: 4 De qué los tienes? . ® Los Jusces do Castilla, 11, 14, p, 479, P
Rauiro: los hizo? Rigor. ¥ Sea discussion of this problem of authorship, p, 131, The only other similse a3

ELOIRA: JQuién te los hizo

gkumo: i Crueldades.

bit of conversation I have noted is found In *La adulterg bentlents (I3, p. 13), It {5

Interesting that these are the only two that have ever been attributed to Caldersn,

See pp. 123-124 of this study, '

" MScein Bl Licenciudo Vidriera (1, 5, p. 252) the passage beginning: “Pog Vo8, : |
mi patria dejé,” The gracioso straightway parodics it, !

GELoIrA: JEn qué las sientes?

‘i There is a satire on these “duos” in Bl Licenciado Vidriera, 1, 6, p. 884,
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cuanto merece el silencio
merezco en fe de mi amor,

. Consideration for the reader will not permit me to print Saheho’s
involved answer of twenty lines.

Moreto’s gallants ordinarily speak in character. While vhaserv-
ing that gravity and decorum which Lope® recommends #8 be-
fitting royal blood, they can at times attain to the realistt vf a
Veldzquez. I doubt if a more lifelike picture of court life could be
found in the drama of the Golden Age than the argument Which
takes place in Dofia Ana’s Academy as to whether or not it i pos-
sible to guard a woman against her will (Vo puede ser, 1, 3, pp.
188-189), From the standpoint of the modern reader, the tourtly
* ‘conversation of Moreto’s characters is often marred by the conceits
(at times hackneyed ones) which Mosquito would require of them,
These metaphors may be worked out with all detail, and In ex-
treme form, may give rise to those long analyses of which I have Just
spoken,”” or they may take the epigrammatic tone of one of Cam-
poamor's “humoradas’’:

Que quien por un vidrio mira,

que hace algtin color distinto,
. todo cuanto ve con ¢l

estd del color del vidrio®

.- His graciosos speak the language of the people.®® Ordlnarily

3 °0né'might ask If these were corly plays of Morcto, Certainly, El Parecido en
{a corle (ordinarily considered a revision of Moreto's earlfer play, El Parecide) {s
less glven to concelts than the earlier verslon.

¥ Arle ntiovo do hacor comedius, B.A. K., XXXVIII, p. 230,

¥ Schaeffer (Op. ¢it., 11, p. 170) points out a8 moro characterlstic of Lope than
of Moreto such lengthy and involved metaphors as that of Industrias contrd Snesas
* (111, 10, p. 285) whereln the protagonlst’d heart {s a “pulace with hangings of hope,
servants of courtesy,” etc. And while I agree with Schacffer that they are much more
common with Lopo than with Moreto, they are, nevertheless, to be found elsewhers
In our author's theutre, Sce, for example; that of “love as & storm at sea’ In Lo
Suorau do b ley (I, 13, p. 87) or that of the lover who 1tkens hlmsell to one ill with
the dropsy (Yo por vos 3 vos por alro, 1, 1, p.-374), There ate othors.

8 Defonsar do 2y agruvid, 11, 8, p, S01,

5 One comes to expoct certaln rocurrlng phrases In thelr dinlogue: Busnas
pascias nos dé Dlos; echar por esos Irigos; de contonto brlnco ¥ sallo; nl le bacdy nd
Yo fants; no, sino huevos; ofs aht, berganion; pese a mi linafo; pues yo, pajas} guedar
on albis; toca asos huesos, There are, too, severnl exclamations which are & arace
terlstic: Aldn (allons), arrogd (e the German Toppl according to Schaefer, O, eit,,
P 175), sus (also pus), envidur; mdmola, zapel

.
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thei'r figures take the shape of pertinent stories or of homely com-
parisons that are epigrammatic and aphoristic. To illustrate the

power of preconceived ideas, Laura quotes this story to her mis-
tress Fenisa:

Uno que a su dama hablaba
& cscuras, y no la vfa,
mirando por celosfa,

que ern tuerlo imaglnaba,
Del defecto hizo aprenslén,
y mirindola otro Jm

vidé que dos ojos tenfa

con hermosa perfeccitn,
Desagradale {u cosa

y dijo por el antojo:

“*Si usted sc sacara un ojo
fuera mucho mds hermosa.'’40

Concerning adornments of women, Polilla cautions his master:

Mira, éstas son como el cardo,
que el hortelano advertido

le deja las pencas malas,

que aunque no son de servicio,
abultan para venderle;

pero después de vendido

solo se come el cogollo;

pues las damas son lo mismo:
lo que se come es aquesto,
que ¢l mofio y el artificio

de las faldas son las pencas
que se echan a los borricos.#

And how shall we cxplain the many follics of the lovesick, asks this
same “Galenus of love” (I1, 6, p. 11), unless,

las locuras son
como un plato de cerezas
que en tirando de la una
las otras se van tras clla?

““Ihe hungry man always thinks that his neighbor’s plate Is better
served than his own,” says Tortugn (*Ilacer remedio el dolor, 11,
p. 52a). “Ile went more quickly than the son-in-law who goes in
search of a priest for his wifc’s mother” (Amor y obligacién, III, p.

9 Lo que puede la aprehension, 11, 3, p, 175,
Ll desdén con el desdén, 11,9, p. 12,
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22), Zancajo assures the Prince, “The heart of & disdainiul beauty
is like the apple which seems sound on the exterior but which withe
in Is worm-eaten” (by jealousy): such is Motril’s opiniot us ex-
pressed to Don Ifiigo (Vo por vos y vos por otro, 111, 7, p. 389} “The
kiss s the checse of the rats of love,” Polilla tells Diana It EJ des-
dén con el desdén (1, 8, p. 5).

Tho general trend of theso figures, which aro deawn from the
garden, the house, the glve-nnd-tuke of every-duy Hlo/ la dis

“tinctly sententlous In tone and didactie {n purpose. They reveal
that Moreto was at heart o teacher, and, In the moderatlioh which
they encourage, a practical teacher. In them may be scen the com-
mon scnse of & man of the people. It is this trait of Moreto which
often recalls Cervantes to hls reader, _

In conclusion, the dinlogue of Morcto is not lyrical, This is at
once evident in the transformation that he has wrought In the
plays of Lope. The revision is invariably less poetic than the source:
those long lyrics of love, those elaborate and colorful praises of fair
women,® which Lope’s gallants of the court utter with such grace-
ful jauntiness, are gone—their place taken in Moreto by concept-

istic analyses of love or by long speeches of expositorial nature; §

gone also those delicately embroidered pastorals* and those mag-
nificent panoramas of country life which Lope so often spread be-

fore the eyes of a jaded city audience, to make way for the comic

chatter of the omnipresent gracioso. If one would realize Just what

lyrical wealth was Lope’s to command and just how slendet wasthe 3
vein of Moreto when put by its side, let him compatre the glowing 3
description which the carlier poet paints of Don Tello’s posscasions 3
in Ll rey D. Pedro (I, 6, p. 595) with the corresponding pleture In i
El valiente justiciero (I, 10, p. 335). One comprehends, too, Just how
keenly alive to the beauties of nature was every sensc of Lope’s, i

how much a thing of the intcllect was Moreto’s appreciation.

With this, I would not say that the latter was completely lack- .'f
ing in the lyrical or that he had no apprecintion of nature, But na 3

4 Many are from the card-table; o few, from the chase,

@ This may be observed in almost any of the comparative studles, Lot the 3
fength of Carlos' specch In Mirad a guien alabdls (1, 4) and that of hls coutiterpartin ,‘

Lo gue puede la aprehension (I, 6) serve as o concrete example.

4 The changes effected in Lope's ZJ testimonio vengado or El gran Dugus do
Moscovia y smperador perseguldo {ilustrate the consclous cfforts of Moretd In this

regard,
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g;sgs jardfg las olorosas flores,

NGO a ml esposa en dulce

testigos 'f}xcron de la dicha mfgez tograbe,
3 Imitacién aquf de mis amores.

aves, plantas y flores, todo ama,ba,

todo era tierng unis
n
Aquelln fuente frig todo armonfa,

ulmtéx"_es mur]murulm,
¢l cthiro en las ho
el clavel se cncc]r?élfl: “spiraba,
ror la encarnada rosa;
cz; mc;sgucu} olorosa
n el jazmin g o] ;
lns blancas uzuccn‘l)ll;;cs we entendfa;
de amor estabap lenas;
Ia hicdra, al tierng ubrn'zo
enmarafiaba ¢f Jazo '
por las ramas del olmo:
y en ¢l copado colmo
ruiscno;cs suaves,
cantando dulces y gj
hufan de los ojos,yadt\i.'teirelrllggsgmves'
para dar mds amor g Jog ofdos;
todo este bien trocé mi ardiente fuego
;'c())dgelgqrﬁxrlotya como me miro, ’
de aquel ticrno a
ya imita mi crue] dc;z:x(.)sl?egp(?z Auebranto;
de aves, plantas y flores el retiro
}odo €8 ya scntimiento, todo es :mtO'
-2 fuente suena g llanto P '
y al fuego que respiro
¢l ethiro por quefn da susplro;
estd el cluvel sungriento '
la rosn vergonzonn, ' '
{(;lxoisqtlm}m olorosn
el al fnzmfn
s Dlanewy u'/,m'c;ﬂ&r hor sentimiento,
de desmayo estan Henas;
Yo no por shrazo '
& hledra apricta el lazo
sino por lucha, al olmo;'

’

!'is
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y en el frondoso colmo,

tristes los ruisefiores,

cantan endechas, quejas y dolores,
huyendo de los ojos ofendidos,
por tener a la queja més ofdos,

y aunque esto advierto y conozco,
no sé qué oculta violencia

a esta locura me arrastra,

en esta pasién me ciega.®

Moreto tried to remedy his deficiencies in the lyrical By fre-
quent use of songs and music, Yet, within those very #ohigs are

clearly scen his limitatlons as & lyric poct, They aro alfivst in- -

varlably made to serve a dramatic purpose, and as Mh Morley
has pointed out in his carcful study of Morcto's versificatlon, they
are usually limited to four lincs of romances or occasionally to a
redondilla, “In the thirty plays of Morcto, there are but three ex-
amples of songs of more than four lines in length.' Thesd are, I
suppose, La misma conciencla acusa, whose verslon of "Carpoe
Diem” {s made up of two quatrains of six-syllable assonated verses
scparated by a refrain of two lines; Cémo se vengan los noblesy which
has & rcaper’s song in popular form; and L} valiente Justiciero,
which contains a strophe composed of five lines of syllables 1,8,7,2,5.
Besldes these, I have noted in the plays not analysed by Professor
Morley: , »
*La adiltera penilente, 111: Latin songs of 6 and 11 verscs,
%} bruto de Babilonda, I and 11I: songs of 8 lines, 6 syllables,
tEl Cristo de los Milagros, 1: quintillas.
1 El esclavo de su hijo, 1: antiphonal song of 22 lines.
*Hacer remedio el dolor, I1: song of 8 lines.
Hasta el fin nadie es dichoso, 1: song of 8 lines,
tLos mds dichosos hermanos, I11: song of 8 lines,
Il mds lustre francés, 11: song of 8 lincs,
“Iil mefor par do los doco, 1t song of 12 lincs,

Yorao,

songs of 6 linos,
*Oponorse o lus eslrollas, 111 song of 6 lines; guintilla:

1¥1i Principe prodigloso, 13 song of 10 lines, 6 syllabless

& Jil defonsor ds aus agravie, 11, 7, p, 496,
& Morley, 8, G., Op, ¢it,, p. 164,

6 syllabilosy blank wed
. 3 ﬁurdi sla 071) fc/lensm'n ,(74%), *Hacer remedip o dolor (7
#Nuostra Sefora de la Aurora, 1t song of 7 lines; 11 #d 111, 4 doce (1 5(’7 (76%), 1Lt Encas de Dis (769%), and * 1y 7;r’( 5%, No
3 H ’ -

tion cxcc;))t); .LC:i this group, all are doubtfyl or written({:rc{)ﬁ;gc Jos

4 may be saig foqrucl_lbu;de la ap.rellcnsidn and No puede ser. The s: i

3 the exception of?L those which fall below 40% of romances wT}f
4 tilla (229), Th, @ cena de Baltasar (35%) and Los jueces o :

1 o) The latter, as Mr. Morley points out 0p cz'tesp elcé;;-

. ¢it,, p. ,

3 scems to ;
i fepresent a special effort on the part of the author. Othe
. I8
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* Santa Rosa del P
Lerd, 1: songs of ¢ i
ass;r;z‘zrr;z; IIT, songs of 10 lines, 7 syl]abI:;l 8l
Suras son valor (primiti fon).

: : ive ver : i
I Lavida Y mucrte de San Cayetano ;l'o:o)r’l y ? B e e

may be pointed out that Dlays fn this 1o
are either collaborations of
tributed to Moreto,

nes in 7-syllable

d. Versification

But this discussion brin
et : g3 one to the question of k i
sum)]cmclnnt ;}}i bbrixef Istu’dy which follows, I shal} dxx(:)r‘:rt:)rsevte;m.
on e phe 'thcolt cy’s figures and conclusions which were ba a:il
are ghvem 1 o e c.rInﬁndc'/uGucrra collection, Only final rcs:lct
v Morlcy:s) c];1 havc,'howcver, in arriving at these ﬁgure:
cact oo ko methg)d nf, making a detajled study of the metre of
I .have included songso ir(io::et l:z:nbccn t'hc “of percente Pt that
slight departure in method could maliclzztigzx;);fccli):{;: r:itx?fiis Th'is
ence in

have been of , n in col i
¢ been given fof cach act where they sccmcc;a:i(g):;gco: .tﬁgurcs
nt.

3198), & ;
oy Sy bareido (3246),tE1 Eucosde Dios (3471
cion, if for no)(;t: he last-mentioncd play would be open to suspi
mum of Lax o Cr reason, because of j(s length. Below the Spi-
063), 115 Ndm;‘s:‘;zas a’c/ Pantoja (2068), we have IEscarr::zl;:
- ! su hijo (1
( 19?1‘91), all doubtful or apociryfﬂ?jlsf))’la;ias Hermanos enconirados
10se which show mor. ;
I ; ¢ than 70%, of rom .
na merecida (71%)’ *Nuestra Seftora del P;zie.z7z;1;-) féa Sor-
0)y Lo que
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falling helow 40% which ma

¥ be classed as doubtful
phal, or ag collaborationg are

» 88 apochry.
 ¥San Luis Beltrdn (6%), 1E! esclayo
de st hijo (23%), 1z rosario

berseguido (29%), tLos hermanos gn.
contrados (339,), 14 confusion de yy Jardts (35%), the primitive
version of 1Travesuras sop valor (379), and tLe gala de nadar
(399,

As for those comedies wherein percentages of redondillas gre
above the maximum average of 359, quoted by Mr, Motley, we
have: fy valiente §

Justiciero (36%), *Nuestrq Seftora dg Iq Aurorg
(36%,), Trampa adelante (36%), *K

5l principe berseguido (399,
La gala de nadar (41%), tLos herm

anos encontrados (41%), +Sin
honra o hay valentsq (42%), San Franco de Senq (42%), the primi-
tive version of ITravesuras son valor (449), 1En ol mayor im-
bosible, nadie Dierda

la esperanzg (48%), *La confusion de yn Jar-
din (50%), t*£1 princi )s Los jueces de Castillg

pe prodigioso (529,
(679,). Al with the e ces de Castillg, Trampa

xception of Lgs Jue
San Franco de Sena, and E) valiente justiciery are either
lly attributed.

works written in collaboration or doubtfy
Below the minimum of 149, redondillas quoted by Mr, Morley
for &, puede ser, we note: *El mejor par de los doce, (79,), tEL
Encas de Digs (10%), La vidg de San A lejo (119), Amor ¥ obliga.
cidn (1 19), and *Ifacer remedio el doloy (12%). 1 consider only Lg
vida de Sa Alejo and Amor ¥ obligacién as exclusively his,
As havip

8 unusually large bercentages of quintillas, 1 may men.
! rey Baltasay (20%), tr esclavo de sy hijo (38%y),

the first mentioned is Moreto's, in

ix-syllable assonated
various plays. Aside from ¢

of seven-syllables in Primey
2-233), of six-syllables in *El bruto de By
1 PP- 40~41), and *1¢4 g
Y Primero es la honyg is, in my

short-line assonants 0 es la honra, 1,s,
Pp. 23 bilowia (111, p, 29).
dllera penitente (11,

PP. 20-21), Onl opinion, exclusively
his,
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Blank verse is found in tLos hermanos encontrados (II1, p, $06)
and }San Luis Belirdn, Neither play is, in Schaeffer's opinion {nor
in mine), Moreto’s, The same may be sald of the four which show
examples of the lira of form aBaBcC: LE! esclavo de su hijo (11,
pp. 53-54), YLa negra por ¢l honor (111, pp, 37-38), LE! rosaris per-
seguido (11, 6), and 1Sin honra #o hay valentts (I, 1), There are
three other examples of the lira in plays attributed to Morctos &I
mds dlustre francés (II, p. 145, of varying rhyme scheme), *E! mejor
par de los doce (I11, p. 22, ABABCC), tLos hermanos encontrados
(1, p. 282, abbacC), but only the first is, in my opinion, rightfully
attributed to Moreto.

In many of the silvas, liras have been incrusted. Those plays
which contain the strict aAbBcC type of silva (type I according to
Mr. Morley’s classification, Op. ¢if., pp. 141-143) are rare. I have
noted only fLa negra por el honor (I, p. 4), 1Sin honra no hay
valentfa (I, pp. 9-10), tEn el mayor imposible, nadie pierda la es-
peranza (111, 8, p. 635), *La confusién de un jardtn (I, 9, p. 514) and
Cdmo se vengan los nobles (11, 13, p. 437). The first three are, in all
probability, not Moreto’s; the fourth, in Ferndndez-Guerra’s opin-
fon, is a collaboration; and the last contains only ten lines. Types
IT, IIT, and IV occur with suflicient frequence to make them of no
intercst. There is in the silve, as Mr. Morley has pointed out, &
tendency toward the long lines Jolned in couplets and even to stilct
pareados de endecastlabas. One may point out that the sifvas of the
following doubtful plays show an appreciable number of scvens
syllable lincs: {E! Cristo de los Milagros (II, pp. 99-102), t1lucer
del contrario amigo (I, p. 112; 11, pp. 123-124; and III, pp. 136~
139), tLos hermanos encontrados (111, p. 312), {La negra por &l
honor (I, pp. 4-5), and tSin honra no hay valentta (I, p. 10; If, pp
21-22; 111, p. 27). ,

“All of his plays and nearly all of the acts of each, end I rd-
mance.” The exceptions to Mr. Morley’s statement (0. cit., p.163)
are as follows:

Caballero (El)—Acts I and II: redondilla

tCautela en la amistad (La)—1 and III: redondilla

*Confusitn de un jerdtn (La)—1I and II: redondilla

tEngafios de un engafio (Los)—II: silva .

tEscarramdn—1: strophe of 5 lines of 7 syllables each with
thyme aabbb

- delos doce (1), La vida de S,
3 - e San Algjo (IT), *;
W *No hay reino como el de Dios ((1)).’Alllol;'r:{1’1‘::iegnlig

- Morley,
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 $Esclavo de sy hi
jo (E)~I and II: quj ;
$Escla : ! quintilla; IT1:
1'I‘m‘gtda Arcadia (La)—I1: 8-syllable coupl’ets redondilla
Fuerza del natyral (La)—I: redondilla
?]:gala del nadar (Lp)—I; sonnet
crmanos enconlrados (Los)—1: quintill
:1\: tesira Seflora de Ig Aurora—I:qtcdont‘;ﬂla
r]}; uestfa Scﬂora_'dcl Pilar—I1II: Latin song
. osario perseguido (E))—1 : i
mgi&sy“ablc roeg (ED—TI and I1I: redondilla;
San Luis Beltrdp—] and I1: quintj
. ¢ quintilla; II1: b
i(')lfct(:;;s group, all except 2 Caballero are ci;.her dou!;)ntlf(u;’z?:vrltt
ool al ?ratxon.. So invariably did Moreto observe this practice e’;
E S acts in romances, that I feel that the closing of Acts I anod

ITin EI Caballero must b i
c .
by the shears of the ccnsore.xplamed by & collaborating hand or clse

Mr. Morley also finds that

II, free rhym.

“like Alarcs i
Mop | ' ke Alarcén and unlike Tirso
ever closes a laisse of romances with a couplet in Italian,

Jines” ]

andsuu(l?ﬁ.t}clzt.., p. 163) ; that our author js given to “incrustation”

st e”mtcrruptmg part is usually in décimas set in a matrix
1elas” (p. 164); that it is not the common usage of Moreto

ne and even more tarely in the

mid
st of a speech (p. 168); that none of Moreto’s acts is entirely

without redondillas (p. 169),

My further stud Morl

orley i
the last, The following plays have acts \:1}1’1;}?
edio ¢l dolor (1I0), * L mejor par
bilonia (1),
' : collabora-
San Alejo, T am hardly inclined to
he matter of incrustation as Mr,

lons, however, excepl La vida de
Uach a5 much importance 1o ¢

There is, on the other hand, another detail

out that should, it scems to me, e e Pl

. ; carry much weight, T ingi
IGQ;WZSIG‘:;J:S of romances together is churnct(ﬁ'izcd ?3:1':"1’8 ";)E
Marci I{x:)}:v]n in Lope, “rare in Tirso,” “not common‘in'
y Mam; F:l ight Y’more usual in Moreto,” and “common enough
™y Morlcy‘ i(;io" dI.havc carcfully examined all the places where
brought o cml 'm ]:fatcd that tw.o such scrics of romances are
b I[g er: trn o mayor wmposible, nadie bierda la es-
s+ +48 ocasidn hace qf ladron, Industrigs contra ﬁficzas, Lo
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que puede la aprehensitn, Primero es la honra, and Las iravesurdd de
Pantofa, The first two comedics are doubtfully attributed t6 him;
the next three have Jafsses scparated by o song; the last glves bvery
evidence of belng o youthful effort, Of those plays not examired by
Mr, Morley, the following show two or more lafsses coming to-’
gether: *El bruto de Babilonia (Act 1), *No hay reino como el de Dios
(I and II), *Nuestra Sefiora del Pilay (I), LEI rosario perseguido
(111), *Nuestra Sefiora de la Aurora (D, t El Eneas de Dios ( and
1), t El Santo Cristo de Cabrilla (I11), El Parecido (1), tLos her-
manos encontrados (1), and LI mds ilustre frances (111), In this lat,
Iil Parecido and El mds ilustre francts are, in my opinion, the otily
ones which should carry any weight, and in the later version of
the former, E! Parecido en la corte, Morcto made conscious effort
to break up this double laisse.
““There are plenty of . . ., evidences . . . that Moreto was hot a
finished versifier despite his small output and his lifting of other
men’s plots. Frequent faulty rimes indicate that he deserved the
epithet of paresseux which Fitzmaurice-Kelly bestowed upon
him.”#® This is a point which I do not feel that I can discuss with-
out having at hand the original manuscripts and without collating
them with the various printed editions.#? The little I have beett able
to do in this respect inclines me to believe that the faulty rimes ate
usually misprints, In this conncction one may remember Ferddhe
dez-Guerra’s remarks concerning the edition of 1654: “y cstd lin-
presa la coleccién por el maldito Dicgo Dfaz de la Carrerd, fue
tal sc le llamaba entonces & causa de su desalifio y felta de tohe
clencla artfstica.” The care which Moreto excrcised In other tat.
ters and the general ense with which he versified make it scert Im-
probable that he should be guilty of foulty rimes,

B, THE BPIRIT OF 118 THEATRE

a. Siluations

Moreto's love of decorum and his dislike of the bizarre aré vl
denced in the situations which he has chosen for stage-represeiits-
tion, and still more in those which he has avoided, The confilet uf

4 Morley, 5. G., 0. cit., pp. 165-166.
# I have ordered photostats of Moreto's sutograph manuscripts, but they have

not reached me before this study must go to print.
8 B.A.E., Vol. XXXIX, p. «iil,

70 : THE DraMatic Apy 0¥ Moxrero

‘szis plnys,lif we except that of Cémo e vengan los nobles, 1s ever that
tloi:l:;?’fh;;v&;iz ’i:s ‘331}1; for happh;css, but there are certain varia.
Heivare consplcuous by thefr ab
these {s that whereln the mothe ied sors
¥ occuples the undj nified pos
of rival to her own daughter, It is g situation whicg Lope lf;:;‘gg

gilzitger a;;ll Son occurs only in the historical play of Anttoco ¥
o }m, an er¢=i each wm{]d renounce his love that the other might
o vwgaljf);::si:,;bln rc;/;orkmg I:ope’s El testimonio vengado as Cémo
g 1o ¢, Moreto rejects the triangle of father, son, and
onl; (ix:ctehicnm;\:{ of the’ unfaithfy] wife, recurrent with Lope, is found
A oreto’s secular theatre, In /g Juerza de lg ley (a his-
dorxca play), Aurora has been forced by the king to marry Alejan-
h;(-),c slt}}oug}? she: has from c'hildhood loved (and been loved by)
e ‘:15‘1":1,{:1 of- I:}rln:;ecgeme}:no. It :is worthy of note that even here
. : T who stands in con

\Yxl]cd cousin, Nise, and furthermore that sh:rgiz :;::S ?I:r?:iel"
txlon -?nly. The situfztion occurs in *La adulterq penitente, byt th?;
gu:ﬁ'i ;Z ;1 .collli:bora-tlon and the poet was byt following th:e story as
hamne 1:1? t e Flos 'Sanctomm. In Moreto’s entire secular theatre,
Py f;:vtxse no Instance of betrayal through force, nor even a
Alareg 2t aclx;]pt. Yet Lf)pEe, Caldérén, Tirso, Rojas, and even
o A employed it.52 In. revising Lope’s £} rey Do Pedro

aarid—here the beasant girl, Elvira, succumbs to force—

han cIl’he wife who is unjustly accused of disloyalty is, on the other

b;nd ) 13\} :to;.) Iunc:omm;m theme,® nor is that of the faithless hys-
. able examples of this latter situation are t i

: o be found in

Primero es la honrg and El defensor de sy 8gravio where in the one

8 For i ;
. ;“zrr xtx;)aa'tax{ccs, sce Quien ama 5o haga fieros and De euando acd pos vino
and 10 f“c";s;:;;;’t‘:::, ;ﬁe L:)pz'ls. bEl Ipr!ncipc despeniado, Lg esirella de Sevilla,
3 » 21rs0’s Bl burjudoy dg Sevilla; Al Y ]
Calderén’s 51 alcalde de Zul, 3 honres R ar s
oy omea and E! pintor de s deshonya; Rojas’ Del ey abajo

8 Sce Cémo se yen
gan los nobles, 1J ] :
and *No hay reino comp el de Dips, P 5 dfensor de egrovioy 114 Eneas de Dios,
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case the essential finencss of the wife and in the other jealousy of
an imaginary rival brings the husband to his senses,

The plight of tho young glrl who must force a falthless lover to
mearry her occurs only In the historical drama Ll vallente fustlelero,
in the subplot of $La negra por el honor, and in *Hacer remedis el
dolor, It is extremely doubtful that }La negra por el honor is Mote.
to’s and in the case of *Hacer remedio el dolor, the heroine's reputa-
tion is in no way involved. In his religious theatre, it is found only
in tEl Cristo de los Milagros, which must be classed among his
doubtful plays. There are, on the other hand, several instances
where fate or misunderstandings have separated two lovers, among
others in £} Parecido en la corle (subplot), Trampa adelante, tLa
gala de nadar, and tLos hermanos encontrados.

The concomitant of the faithless-lover situation with Lope or
Tirso or Calderén is frequently that of the girl who trails her ettant
lover. She not infrequently takes service with the lady to whom he

has transferred his affections (or even with the faithless one him- -

self) in order thereby to keep him under surveillance. The geteral
situation is not unknown in Moreto’s theatre, witness *Iacer
remedio el dolor and El Parecido en la corte, but in neither situation
does the woman dress in man's clothing. Indeed, there are ohly
two™ of Moreto’s secular comedies in which his women don man’s
apparel. These are La misma conciencia acusa and *El mejor pur de
los doce, and in both instances the episode is a mere detail. it his
religious theatre, the disguise of man’s clothing is a fairly common
‘one, occurring in San Franco de Sena, *Caer para levantar, and *La
addltera penitente. The thought may occur to the readet that
Moreto’s avoidance of this situation finds explanation in the toyal
decree of 1646 which forbade actresses to appear in man’s tloth-
ing.%® There seems reason to believe, however, that the force of
‘this law lasted for a short time only® and that Moreto’s custom in
the matter sprang from personal disapproval. Certain it i3 that

Y In 1Sin honra no hay valentta, Eugenia dresses as a “letrado” and ih iLs
negra por el honor, Dofia Leonor takes the disguise of man's clothing to save hetself
from her pursuer, but it seems impossible that either play should be by Moreto. See
pp. 171, 148 of this study.,

& Rennert, The Spanish Stage, p. 248,

# Another law very similar to that of 1646 had to be enacted on Januaty i,
1653, Sce Rennert, Ths Spanisk Stage, p. 250.
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other dramatists of the da is disgui
¥ used this disguiset” for the
apparently without hesitancy. ¢ ' chisracters
' Equal.ly dls:tasteiul to Moreto, if one may judge by his theatre
v‘az thc Situation wherein the protagonist, torn between Jove and’
ambition, cc:)ur?s two ladies at the same time, 1t is true that Segis-
;nur}do of Fmgzr.y amar and Lisardo of De SJuera vendrd feign an af.
;ctlxo? for one girl while loving another, but it is with the consent
of their true loves, and the audience is never for g moment in doubt
::stt? t(l;el ;cal sentiments of the hero, Such a plot as Tirso’s EJ
[ J51Igo al penseque or Lope's El perro del J i i
in Mocetorh e ? ¢ horlelano is unthinkable
" W?lat are the situations which Moreto did favor? First of all
d.e;c'xsfthat of the lady (usually a princess and not infrequently a
isdainful onc)' who must choose between several suitors, In order

tests.“.While it is a theme which occurs in the old fairy tales, and
one which was probably utilized by every dramatist of the Gc,>lden
:‘\ge, Moreto has known how to give it unusual variety and charm
In the plays *Igcer remedio el dolor, El desdén con €l desdén
.El ﬁocf'c_r de la amistad, and Industrias contrg Jinezas, In othe;
comcd.xes such as Amor y obligacisn, Fingir y amar, *Lg JSingid
Arafdm, and *Oponerse g las estrellas, one finds the sa;ne situatgio y
}mt it cannot be claimed that the poct has attained marked succeg,
in flcvclopu?g it. Itis interesting that in such contests, the winm':x"!3
;1{5 in the fairy tale, is the poor, though faithful and I;lOdCSt hero,
; }(1: is, however,‘ alw?.ys of the same social station as the heroine:
Cre are no mésalliances in Moreto's theatre.®* Duchesses do not
con.tract marriages with their secretaries any more than lords with
‘thcxr servants, The duke of Lo que puede la aprehension, deceived
Into thinking that Fenisa is his servant, tells her (III 1§ 185)
';hat he can offer her the “crown of hjs heart” but not th’at o,fg\;ﬁlan
The rustic Elvira of Lope's LI rey Don Pedro en Madrid has in°
Moreto’s revision been transformed into Dofia Leonor of the house

&7 Sece Matos’ g ocasién hace al ladyéy
1 of date 1666; Cal ¢
10 ofenden, first published in the Escogidas of 1657, Celderdn's Manos Honcas

5 It is a situation which had f in Mi
wiliente e ound full flower in Mira de Amescua’s Galdn,

¥ {La cantela en g amistad could be br
| ought up in refutati
but it is extremely doubtful that the play is Morctg’s. on ofmy Hatement

(Y e Y
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of Guevara so that Don Tello, haughty descendant of Pelays, Wwill
not be forced to marry a peasant,

This same poor but unassuming hero is, not infrequently, tri-
umphant in another situation, which Moreto, likewise, shares with
all the dramatists of the Golden Age: that of the heroine who fuves
in one direction, but is pledged in another. The ogre of the tale is
always the father or brother who, as a devotee to the cult of the
pledged word,* cannot be persuaded to break his pledge to the un-
favored suitor, This tangle is best exemplified in Moreto's theatre
in his three plays of intrigue Trampa adelante, El Parecido en la
corte, and El Caballero, but it is found also in such comedies By El
tindo Don Diego, La misma conciencia acusa, La fuerza de la ley, and
others, 5

Mistaken identity is a never failing dramatic motif in Moteto’s

theatre. There are comedies in which the protagonist bears such a
remarkable resemblance to an absentee that he can usurp the téle
of the latter. This situation, used so happily in El Parecido en la
corle, is found also in *No hay reino como ¢l de Dios. There are fairy
tales, too, wherein the noble young ‘protagonist, who has been
reared in comparative obscurity, turns out to be the son of the
king. Such is the good fortune of Ramiro (Cémo se vengan los no-
bles), of Carlos (*La fuerza del natural), of Sancho (Hasta e fin
nadie es dichoso), and of Lidoro (Amor y obligacion), In still other
cases, as in Las jueces de Castilla and *EJ principe perseguido, royal
protagonists (their throne usurped) have chosen to lead the slmple
life of peasants. These are, of course, conventional situations which
had been used many times by Lope and his school. The same may
be said for the balcony scene wherein the rival under covet of
night usurps the conversational favors intended for another} or
 for the situation of a king, who in the disguise of a courtier, secks
to ascertain the loyalty of his subjects, etc.

R .
80 Moretg’s fathers are seldo .moved by mercenary rensons, though thets are

exceptions such as Pompeyo in El Licenciado Vidyiera.
! In the development of plays such as these, there is the usual confusion atising

from a mixup of letters or photographs, from ambiguous phrases ill understood,
from veiled ladies and muffied gentlemen. However, Moreto did not abuse the use
of disguise, as did Calderén, and, moreover, he invariably showed delicacy and good-

taste when he had occasion to employ it. On the other hand he unquestionably over-
worked eavesdroppingas a device In the plays, El mefor amigo el rey and E! Caballero,

24 " THE DRamanic ART or MoreTo

. The old conflict of love and honor ordinarily takes with More-
to t'he conventional forms of the day. The protagonist’s Jove is
at times pitted against hig respect for his sovereign, Alejandro
(El defensor de sy agravio) would renounce his dreams of Nisea
when he discovers that it is she for whom his sovereign sighs,
(,:arlos (Lo que pucde 1o aprehensién), Enrique (Le misma concien=
ctg)., and Alejandro (Lg Suersa de la ley) must o)l struggle against
their monarchica] ideals, Occasionally, this conflict of love and

honor takes the form of the conventional triangle of Calderén. In -

La fuersa de 1g ley, Alejandro kills his faithless wife, Aurora; the

- king of El defensor de sy agravio is torn between his desire to believe

in his wife’s innocence and his desire to avenge his honor; and the

deronian character in his desire to remove an imaginary blot from
l}.lc scutchc_:on. In Primero ¢s Ig honra, the situation is that of Ap-
pmz? Claudius and Virginia: the Almirante draws his sword against

from the passion of the king. ,

Yet, comparatively speaking, Moreto has probably made less
use of the pundonor s a dramatic motif than any of the major dram-
atists of the-Golden Age. In reworking Lope’s E! testimonio ven-
gado, he rejected it as a spring of action for both Ramiro and San-

acter in all of his theatre who falls by the sword of her lord, and
here as elsewhere, the husband ascertains the facts and weighs the
evidence before giving vent to his wrath, If one excepts the doubt.-
ft}l‘p]ay, tEl Eneas de Dios, Moreto’s heroes do not act on mere sys-
picion. In No puede ser, extremes of jealousy are painted as ridic-
u}ous. }Escarraman is a burlesque on the honor-mad brother with
his punctilious ideas of honor, but I do not consider it Moreto’s.

These are the subjects which Moreto used to hold his audience,
As the reader will sce, there is in them nothing new in the way of
dramatic situations nor of devices which could aid in their resoly-

# Nevertheless, proof that Moreto did not a rove y
may be found in Nisca's words (I, 6, p, 495); P o1 bis protagontst chole
ALEJANDRO: ¢Qué pude yo hacer conmigo?
Nisza: Ser vos; que en vos es primero
In deuda de caballero
que In obligacitn de amigo,
¢Vos prometés tal bajeza?

=
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tion, But this brings one to a discussion of the dramatist’s plaglar.
istic policy.

‘I have pointed out in the first chapter of this study® the
various explanations which have been given for Moreto’s practice:
(1) theatrical conditions and dramatic customs of the day; (2)
lack of creative talent; (3) an instinct for perfection that led the
dramatist to revise rather than create; (4) a certain dilettantism
that found it easicr to take the plots of others than to creats them
for himself, It {s not impossible that all four suggestions hit the
mark; I am inclined to think, however, that the first three will
explain the situation,

The unfavorable theatrical conditions of 1640-1650 must have
affected Moreto in a measure. The decree against Lope’s comedies
and against plays “of the author's own invention,” no doubt, led
enterprising producers to demand revisions of the old comedies, and
Moreto did not hesitate to accept the situation, One who appre-
ciated the talent of Lope, ns Moreto so evidently did, would proba.
bly consider it a meritorious thing to keep these earlier plays alive
on the stage by adapting them to the tastes of the day. I am in-
clined to believe also that some of the poet’s historical comedies
and perhaps, too, some of those of hagiographical nature must find
their explanation in the aviso against all plays “except historles or
lives of saints.” Certainly Moreto was sufficiently conscious as an
artist to know that he was helpless before the restrictions of the
historical narrative or the improbabilities of the religious chronlele.

T agree with Menéndez y Pelayo that Moreto had the “instinct
for perfection.” It is an instinct, however, which is more nearly al--
lied to the laborious art of the reviser than to the spontaneous
imagination of the creator, though the truism remains that it is not
always an easy task to draw the line between imagination and
memory or to decide what should be labelled original and what imi-
tation, Morcto could on occasion so fuse the materlals of memory
a8 to create & masterplece—Z! desdén con el desden s proof of that,
Moreover, he could construct (from virtually whole cloth) o
comedy of intrigue that rivals the best of Tirso or Calder6n—wit-
ness El Parecido en la corte.$ Vet it would be difficult to bring for-

" # Ses pp, 2930 of this study,
, ¥ Sco p. 28, nole, for o briet summary of these conditions, .
# It should be remembered also that no source has been found for Tramipa
adelanie or EI Caballers,

A Y
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ward ten scenes from Moreto’s entire output that glve proof of any
great creative ability on his part. There are those in Lope de Vega’s
theatre which refuse to be forgotten, little gems which for their
freshness and vigor find no equal in our poet’s works, but alas
only too often their sctting is unworthy. The reverse is true in
Moreto’s theatre: the stone is seldom of startling beauty, either
for its novelty or its perfection, but its setting is almost invariably
adequate. One has at times developed the part at the expense of

the whole; the other, the whole at the expense of the part, The .

one is a vagabond art which js rarely concerned with its own des-
.tmation, one in which the author's Inspiration of the moment {s
1ts only guide. Of such an art, it is as uscless to ask consistency
ns'it is the observance of the unitles, and these, as Mr, Schevill
Romts out in his admirable study of the art of Lope de Vega, were
rarac aves which never lodged on Lope’s branches,’ss Moreto's
Is, on the other hand, o thoroughly consclous one,~one which,
after excluding all that is extrancous, carcfully marshalls its ma.

terinls and with consummate stagecraft dirccts them to an ap-
pointed end,

b. Characters

. That same love of harmony and decorum which is to be seen
1llu§trated in Moreto’s versification and dialogue, as well as in his
choice of situations and his development of plot, may be observed

€ven more clearly in hig characterization, The cast, which is or-..”

dinarily reduced to g minimum, invariably includes six characters;
the hero and his servant (the gracioso), the heroine and her maid,
& second gallant and a gecond lady, Not infrequently, in addition
'to these, the plot calls for an old man (usually father to the hero-
ine), and one, two, or more gallants besides those already speci-
. fied. The innumerable courtiers that surround the main characters
In Lope de Vega's plays aro lncking In Morcto's, Comparative
studles of the two men show that the later dramatlst Invarlably

. eliminated somo of Lopo's dramails personue; In the rovislon of 1)

gran Duque de Moscoylg Y emperador perseguido, nineteen WEre ex«
cluded; in that of N pucde ser, a king and his retinue,

Nowhere is there 2 greater contrast in the art of these two men
than in some of their male protagonists, Those of the carlier drama.-

“R, Schevill, The Dramatic Apt of Lope de Vega, p, 10,
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tist offer infinite variety and many of them are delightful; but there,

are others who shock the sensibilities of modern readers b‘y ac-
tions that are both inconsistent and in violent contrast to what we
expect from the hero of romance. These are either mercetidty in
their intentions,® or they are swayed more by their desire for social
and political preferment?® than by sincere affection for the hetolne.
There is, on their part, o stress on money and on wordly ambltion

which is perhaps in a measure a reflection of the disappointed so- .

cial aspirations of the author; and, like their creator, they are at
times capable of abject fawning, of insufferable boasting, ot bf dir-
est cruelty, On the other hand, they are on occasion equally capable

of great gencrosity, both spiritual and financlal. And thelr physleal -

valor cannot be questioned, They are creatures of cmotion wh hre

at once a projection of the virtues and vices of the author's thar- .

acter in all of its strange duality,®
Morcto's protagonist is, on the other hand, the courtcous gone
tleman whose morals are as frrepronchable as his mannets, re-

gardless of the réle he may play. He is loyal to his friends, falthful 3

to his monarch, unswerving in his devotion to his lady. If the dram-

atist ever felt the strong pricks of wordly ambition, his hetves -

in no way give eviderice of that desire, There is jn them a singleness

of aim, a lack of strife which scems a reflection of an existence Wn- -

harried by emotional conflicts, by financial worries, or by dreams of

social success. They, too, are vallant and generous in spirlty but

without the tendency to vainglory or the love of the limelight that
characterize Lope’s valiants, They can fight when occasion de-
mands it, but such a matemoros as Horaclo of LI honrado hermano
(Lope) is unthinkable as a hero in Morcto’s theatre.

On the other hand, they have a quiet dignity which prociaims
their spiritual independence, one which is ordinarily evidenced
even in the protagonist's role of lover. In the conflict which arlses
betweon his splritusl Indopondonco on the one hand aied his gons

erous dosire to glvo all to tho objoct of his love on.the other hand, -

¥ Sco Laurenclo of La duma boba; Leonardo of D enando acd tos ving; or-
nando of La Dorotes, Ricardo of LI perro del hortelano,

@ Cf, César in Mirad a guien alubdls (Lope) with his counterpart, Carlok i Lo
que pueds la aprehension,

% For o striking analysis of Lope's “dlsconcerting moral personality,” veo
Befor Romora-Navasro's Wistorla de la Wisralura espanola, Henth and Co, &. Y.
1928, p. 306,

!

8

an attempt to please

argarita, but he hag succeeded only j i
T ) Y in boring her. Op] i
dignity and independence assert themselves dcg)es hei oreet o

» + 4 €8 sacrificio amar,

Y en manddndole que quiera

no puede haber sacrificlo
onde se pide obediencig, 19

play dignity in their love af.
he banner under which all of
may be, as I have had occa-
on, but the motives which actuate
ansl if we except Carlog (*Hacer
ty is occasioned by satiety, there

fairs, yet “amor omnia vincit” is ¢
: l.hem march to victory, Poor they
Slon to note in another connecti
3 their love are never unworthy,
3 remedio el dolor), whose disloyal
4 4 no gay deccivers, no philand

" Hacer remedio of dolor, 1, p, 37,
7 See pp, 110-111 of this study,
Sce Comparative studics, pp. 174, 188,
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mil aplausos no le dan?
Pucs parg ger buen galn
4qué ha menester mgsq un hombrepm i

H H

This attitude on the part of his heroes is, I feel, more thin a
convention. It is a reflection of Moreto’s deeply ingrained tespect
for womanhood, a respect which finds perfect expression {# $Za
gala de nadar (11, p. 174), if that play be the work of our dramatist:

RuceRro: A las mujeres, sefior, century, so dear to the hearts of Vict

‘terrible cosa es mandarlas It mi

que contra su honor se rindan. i graphsn:;fhtnl}e Com;‘ludcd from the generalities of the above para.
3 grap at Moreto’s male characters, though consistent, are lack

] o

Ricarpo: {Qué importa, siendo villana?
4Qué gran sefiora conquisto?
Rucero: O sean altas o sean bajas,
. desde que tuve discurso
me precio de respetarlas,

And finally, Moreto’s hero is “discreto.” The term implied ore,
however, than the English -cognate of “circumspect,” for f§ in-
cludes & thorough acquaintance and compliance with the proptie-
ties of the Court as well as a nimbleness of wit which would en-
able him to make a creditable showing in the mental gymhastics
that characterized the academies of the day. In a word, hé must
be the polished gentleman. Nowhere is this stress on the couttly
more clearly seen than in the contrast of the “discreet” Carlos ahd
the boorish Julio of *La fuerza del natural, .

And nowhere is Moreto's ideal protagonist better summed up

;

than in the conversation between Margarita and Luciano of & 4 of the picture and thr;&:mh Vivid colors that he
poder de lo amistad. In answet to the lady’s query, “dqué tiene ese character in the Play. He is the pers lg to shadow every other
hombre de bueno?”” Luciano answers: : Persenification of byt 4 single

quality: human vanity, With him, self is 5 cult, and with aJ] the

No terder nada de malo. , zeal of a religious fanatic he int

¢No es en sus galanterfas terms of his own faith, indeed aqg ;th;e:; fhe world arounq him in

discreto sin presuncién, unbelievable ¢} & world to that faith, Itis :
0 " , \ 1at others should den hi . : —

galdn s8in afectacién, ing conviction ¢k Y his god; hence hig unwaver. =

cortesano sin porftas, L o fon that €very women is smitten with his charm th i

liberal sin vanidad, , oment she is permitted to gaze upon his god-like fi T i

pues lograr sabe esta gloria, _ o miscrly in dealing with others but extravagance ite I;g.ure. He is ‘

sin que sepa la memoria foncerns the object of his adoration, 1t >SCE diself in all that

lo que da la voluntad? : N making his toilette . - worrles him not at al] that I

{no usa prudencia y virtud, -« - = . dressing himse] ¢ he has missed mass; indeed, in so careful]

sin ser sufrido s aliento? ’ ‘ § himself, he has already made hjs devotions, Whe D y

que hay caso en que el sufrimlento * endo remonstrates with him over the undue im t‘ hat b |

hace infame la virtud, . ‘ | ttaches to dress ang the bad taste he exhibjte i portance t.h at he [

¢No tiene en su cortesfa o | Don Diego exclaims: *Hbits In praising himself, ) A

mesura sin gravedad, : s o o i

agrado sin humildad, . . ny fl ‘Ld‘" de la amistad, 17, 3, p. 27.

llaneza con bizarrfa? A changed g o omitted Don Pedro of £ yafjes Justiciero because Moreto hag

the characterization 80 little that the fig

¢Todos por esto a su nombre ure {s essentially Lope's,

L
.
"
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o ¢ o 8] vels la perfeceién

qite Dios me di6 sin tramoya,

dqueréis que trate esta joya S
coh menos estimacl6n?
&Vels este cuidado vos?

pues es virtud més que aseo

porque siempre que me veo

me admiro y alabo a Dios,’

He Is as Mohammed to Allah,

Carlos (of EI desdén con el desdén) is an engaging youfig egoist
who has had everything in this world for the asking and {8 ebnse-
quently attracted only by that which resists his possessiotts Fresh
from the victories of war, he is induced by his curiosity to enter the
tourneys and jousts which the suitors of the disdainful Diata have
initiated to win her favor. His first impression of the princess was
not a favorable one: “her beauty was of the modest variety; she
was in fact a bit lifeless,” When, however, she displays no initerest
whatever in the victories that he wins over the other competitors,
his conceit is pricked, his sense of conquest stimulated, and,
ultimately, his passion aroused. It is a humiliating experlence for
one who prides himself on his rationality; as he confides to Polilla:

Yo mismo soy de las iras

de mi dolor alimento;

mi pena se hace'a sf misma,
porque més que mi deseo

s rayo que me fulmina,
aunque es tan digna la causa,
el ser la razén indigna;

pues mi ciega voluntad

se lleva y se precipita

del rigor, de la crucldad,

del desdén, la tiranfa;

'y muero, mis que de amor,
de ver que a tanta desdicha,
quien no pudo como hermosa,
me arrastrase como esquiva.™ .

He retains, then, sufficient sense of justice torage at his oWh in-
consistency and sufficient clarity of vision to analyse his predic.
ament, to plan his method of attack, and to execute his platid with
the energy and precision of a well-trained officer. Carlos is; 48 bne

™ El lindo Don Diego, 1, 8, p. 354,
™ El desdén con el desdén, I, 1 y P 2,
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can see, an essentially cercbral character, 5
'to hold his 'interest and affection, it wil] !;e gedcaitfxsfizzat?oaniggaes
mtc!lcctuahst who is clever enough never to give herself c’om ’l t !n
to ]311‘,1111'_1:0 outwit him at his own game, Pty
¢ king of Primerp o5 la honra, who bears a mar
tb!ance to the Duke of Atheng of Ll defensor de sy agravio in both
eml')eramenlt and réle, has transferred his affections from a wholly
aldxmrable wife to Porcia, daughter of the man to whom he owes the
throne and fiancée of his most loyal courtier, Federico, I
;Irlayal of the conflict of love and loyalty which Federico suffers
tiot;rc:tfo ;xask.becn entirely conventional, but in his characteriza:
o aodt ;:] nfmg and queen he ha§ attained a sincerity of emotion
o tlep h o pafhos gncconlpunxcd by a beautiful restraint) that
o "l‘h wpc':onvcntuannh'zcd hflppy ending all the more unpardong.
bm'h ) e ».Img remains, in spite of the suffering which he brings to
”w. w](f)rlc 1; n;)d the queen, o sympathetic character, Caught up in
wh'ich' ,hrpwj e o}f passion, he ia the Plaything of a forco against
i ' 18 8 helpless child, 1fe tells the Almirante, Dorclq’s

Yo estoy sin mf, yo no mando
mi razén, yo no Ia rijo;

poder superior me arrastra,
8in ser duefio de mf mismo,
Yo perdf ¢l entendimiento

¥ a mi voluntad me rindo;

Y mirad sf estoy gin mf

Pucs csto a vos o3 he dicho,”

g'nd.whe{x he would explain to the queen his desire to avold her
18 sincerity and frankness compel our undcrstanding: '

Sefiora, mj sentimiento

al veros no cs adversién
que os tengo, sino pesar
de ver mi delito yo,
debiéndoos tantas finczag
€omo reconozco en vos,

El verme ingrato me obliga
4 que 08 mire con horror;
ni ¢l serlo nj el enmendarlo
estf en mi mano, pues son
acciones de yn albedrfo

" Primero es g honra, 1, 10, p, 234,

ked resem.

i
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sin quien padeciendo estoy.
Hago testigo a los clelos

que, conociendo mi error,
hasta romper las cadenas

ha probado la razén.

Mas yo no puedo, yo muero
que ya soy . . . Pero tampoco
8¢ yo de mf lo que 80y,

ni que hay en mf, Finalmente,

es tanta mi confusién,
que si algo sé cierto es sélo
que no s¢ entenderme yo,’s

finnlly, his pride and his appreclation of the nobls genetoslty of

his wife come to his aid:

4Y0 no he de poder vencerme,
y clla sfp7o

The colors for Moreto's pallot from which he drew the Alféres
of De fuera vondrd are ull to be found In Lope de Vega's Beltrdn (De
cuando acd nos vino): his predilection for scrving malds, his appre.
clatlon of the physical comforts of life, his not too active consclcnqc,
his love of gambling, But In the original the outlines are dim, and
the harshness of Beltrdn's gross materialism Is unrelieved by the
keen wit that redeems Moreto's character, With the later dramas
tlst, his role is that of the Greek chorus, His dally amusement is
to stand on the steps of San Felipe and compete with the town's

most adept Hars:

Aquf del Rey saben més que en Palacio

;\qL\I estd el Ar‘chidu’ ue n;{ts.qu‘e en

aquf hacen todos tftulos y lgrandcs ;

v ver y ofr esto, amigo, ¢s m desco,
mi comedia, m{ Prado y mi paseo;
que aquf sol

78 Primero ag la honra, 111, 4, p, 242,
™ O, cit,, 111, 16, p. 247,
% Ds fusra vendrd, L1i,p 87,

0 estoy triste cuando hallé
quien mienta mds que yo sin estudiallo,

He Is the commentator, then, the onlooker of life who Is perfectly
content to stay on the outskirts and watch humanity perfotm, an-

83 " 84 THE DraMaTiC ARt OF Morero *
gry only. when he bays more for his seat than it proves to be worth,
Hence his wrath when he loges heavily at cards; hence his preference
for serving maids, Ladjesp No, they cost too much! As he tells
Lisardo:
s+ « hermano mfo
Do enamoro princesas; mj terrero
2go en tiendas, plazyelag 0 en el rfo,
donde hallo proporcién a mj dinero;

And no women should be taken too seriously] What g foo] Lisardo
Is to worry over g love affair|

1Que no sepa yn majadero
querer con comodidad
como yol No sé qué tengo
que st cada tercer dfg
No me mudo y me renuevo;
el amor y Ia camisa
_ 8¢ me ensucian g momento,#
He feels st::ongly only on the subject of “dycfiag,” They do not
even fall within the classification of women| Imagine, then, his
brotest when Lisardo asks him to make love to Dofia Cecilia:
IVive Cristo, que primero
me cche Por una ventana|

4no sabéis que Yo & una duefig
no la tengo por mujerps

And his head remains unbowed to the end! His joys in the weddings
that close the play will, as he tells the audience, be gastronomie,

M?reto’s graciosos gre among the best of the Golden Age. They
have justly commandeq the admiration of the critics, not only
because of the skill which the author has exhibited in making them
Serve a dramatic purpose in the play as a whole, but also because

Vf:lop this force, Como S¢ vengan los nobles, Hasta o fin nadie es
dichoso, K} mejor amigo ol rey, No puede ser, El lindo Don Diego,
" O0p.cit, 1, i, p. 57.

B0p. cit,, I, 3, pp. 65-66,

B 0p.cit, 1L, 1, p. 64,
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*El mefor par de los doce, *1El principe prodigloso; all shoW &t .in-
crease of the comic when compared with thelr sourcos, o 1o
There are at least two clearly defined types of the gra;n o
Morcto's theatre: the clever Plautean type who dlrectsh tp )
or in whole the fortunes of his master, and the rustic Su}x:c t; e;;s ;
who {8 the inseparable compainil:m of tt}}:e ptf::?:x;is;e'g 1:1 2}16 s 8
f the city and its tric ery; the o _
g:zd:;::policity of );he country village, The one Is given tq I;t:ﬁ:
phrases and constant punning; the other to col]ec'lulul pronumtl
tions and to felicitous malapropisms of specch, The on:i-l a_cct th{
rejoices In an intellectual power which enables him toh ml:mﬁca
destinies of those who arc his soclal supcriors; the other Ip et
himself on an Importance in this world which he in no w 5e“p >
sesses, The one Is frequently satiric at the expense of humanity

and is, in some instances, at the mercy of‘a'capricious young~sc;‘l\i';
ing girl, The one annoys his master with his impudent manmi)ra, o
grasping ways, his opportunistic philosophy; the other, by |
rusticity and extreme stupidity,

thoughts do not rise above food and the wine bottle, Either masy
enjoy the gaming table, Either may coin verbs out of proper names,

i i inari d taste, Like the gre-

ertinent stories which are ordinarily in goo -

Ez’asas of his religious comedies, either type may have an inexhat\;st;f
ble store of saint’s names on which he may call in momen

stress, Finally, both are, as a rule, loyal, "

As best rep’rcscntatives of the clever group, one may namet Mi

rble of master of ceremonies in Trampa qdelante and El Pa{r::uti:
en la corte and thereby bring the love affairs of tlf protag? 8 e
imminent shipwreck; Polilla, who, as a “moth,” works his y

i i isdain toward Catlos;
eeds in curing that young lady of her dls. '
;Zz(élfn of El poder de la amistad, who shares with Polilla a philoso-

# For Polilla of EI desdén con el desdén, love is a “sarna insana” (L, 5 p 4)’ 8
+ v s quita-razén,
quita-suefio, quita-bien,
quita-pelillos también,
que haré calvo a un motilén,

. Lacenade rey Baltasar, Tirso of Lg mis

general and of lovers in particular;® the other knows little of people -

One or the other type may be a coward or a glutton, whose . 3
may possess (usually does possess) a fund of homely metaphors and-

“bestial virginity” and when Doiia Cecilia
“go—between,” his indignation knows no b
tous confusion of vocabulary on Chichg
comes g “perdulario,” a “voltario” an

th
llén and Tacn, whose empty stomachs lead them to assume " Indeed, the Alfére js entirely justified in

»
into the confidence of the haughty Diana and as a “doctor of love ,

Serve as confidants and advisers, and in that r6le they ca

have scen.
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phy of “trcut-’em-rough" and who demonstrates to

hls master the
practicality of that bhilosophy by bringing the maid of the horoine

to abject slavery; Tarugo (Mo Puede ser), Mosquito (£! tnds Dogn

Diego), and Motri] (Yo por vos Y.v0s por otro),
pensable in untying the love tangles of
These have given us the composite plct
are, however, at the same time Individyg
great varlety among themselyes,

It is this clever §racioso that is ordinaril
Moreto, the one which leads F erndndez-Guerra to compare Trampq
adelante to a play of Terence, % N evertheless, the dramatist has rare
Success with the contrasting type in sych characters as Bato of

ma concienciq acysa,and Chj-
chén of De Juera vendrg, Sancho of ¥, puede ser, Julio of *La fuerza

% los nobles, and Gerundio of

who are equally indjs.
thelr respective masters,
ure sketched above; they
lized characters who offer

general type,

" Chichén is one of the most delightful gracioses Thave met in the
comedy of the Golden Age. Of “mountajn” stock, it goes withoyt
saying that he is g hidalgo who takeg great pride in his ancestry:

’ Que soy yo de Ia Montana

el gran Chichén de Barrientos,
mis antiguo que la sarna,®

Accompanying this pride in hijs ancestry is that in his ‘vj

Virtue,”
This “grandson of Lafn Lafnez, great grandson of Sanche Sénchez,

and great-great grandson of Ménde; Mendo” has taken the vows of
applies to him the term,
ounds. By another felici-
n’s part, a “notarje” be-
d an “almario” i turn,
describing him ag

» + « UNn montafiés m4g simple

que Pero Grullo y Panarra o7
The women Servants of the theatre of the Golden Age must
n be faith.

% 0p. cit., p. xxii. Gracifn had already used the phrase in El criticon, as we
% De fuera vendrd, 1, 5, p, 61,

0p.cit,, 1, 2,p. 59,

¥ considered typical of - -

e
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ful or disloyal, romantle or cynical, moral or otherwise, ftds (in
Ll Caballero) 1s blood kin to Milldn (Trampa adelante) in that her
avarice furnishes tho key to the whole situation, Flora, Irctio, and
Celie, the graciosas in *Hacer remedio el dolor, El poder de I8 dinis.
tad, and Indusirias contra finesas, retaln no illusions concething
men, Into the mouth of Irene of La fuersa de la ley, Morcto has put
& speech that could serve as Insplration to Goya. She Is comfotting -
her mistress, Aurora, who has, against her will, been martled to

Alejandro:
JAy, seiioral Esa pasi6n
tendra remedio, si quieres;
de las comunes mujeres
aprende aquesta licién.
Mujeres hay de tal masa
que les diera con cadena
menos susto un alma en pena
que su esposo entrando en casa;

Mi4s remedios no han fingido
las vicjas para la cara
que ella al venir tiene para
las caras de su marido,
Si es triste, dice: “Qué tienes,
duefio mfo? jqué dolor,
pues no te alegra mi amor?
jAy, Dios, qué triste que vienes!
Hijo mfo, asf no estés,
mira que me das pesar;”’
y si le viera ahorcar,
le tirara de los pies.
Si le ve venir severo,
dice: “Bien mfo, Jti airado?
no quiero estés enojado;
templa ese enojo cruel.”
Y al cuello le echa los brazos,
y para apretar los lazos,
Imagina que es cordel.88

On the contrary, Sol of Cémo se vengan los nobles, Lucinda of Mingir
y amar, and Leonor, of El Parecido en la corte are born sentiméntal-
ists. Among those whose moral codes could hardly be called itpec.
cable, one may mention Celia of E! Licenciado Vidriera, Lesbia of
San Franco de Sena, and Elvira of Los jueces de Castilla.

8 La fuerza de la ley, 11, 1, p. 88.

88 .
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h.“Recato,’f “decoro, “respeto,” “discrecién
l.vv ‘i;h a,r'e.as Indispensable in the portrayal of
8 “brfo’ in the description of Lope’s, She j
mate for'the “decent chap” of the Vx'c.tori:nltr

113

: these are terms
I}Ioreto’s heroine ag
In every way, a fit
8. In the compara-

the nature of the i
: thesis, however i
dcp‘z;xf-ture from his ysya] ;)ractice. ' coslly account
i s;: ::ft?:nzls:usce}fn hf}:v thi;x same ideal has led hjm to avoid cer
i as that of the rivg] :
u s ' alry of mother
1¢ triangle of the unfaithfy] wife, the herojne in sea::}? o(t!'az;x %h'tt(;:,
ajth-

less lover and t} i
| : 1€ concomitant dispyj i
Tlrsozs heroines so often affect, We ghzlzslf oo pon's CIOthmg ch

s for Moreto’s

It A .
s, :S:::Ip;xtn;samgr a convent.xonal code enforced from without;
G s.clf.r a ecoruz.n which has its root in that same x'nnate,
e pr.om . es§)cct whlc.h explain the ideals and actions of hjg
bis o g " Zts.t ts essential premiseg are that man ig master of
commanrd o commzfnd the respect of others, he myst first

own. Humanity thep must be decent., Reason must

H C
3

.+ + PCI0 {e6mo al sentimie
zmdo mi entendimientop o
110 S0y yo mis que todag mi i
{yo mis obligacignes * 18 pasiones?
por un dolor olvidop
IArrastre mi razén a mi sentido]®0

a9 |
Such are Rosaura of Hasta ¢l Jint nadie es dickoso, Inés of I Parecido e §g

‘0”‘, Susnna Of El b' 1ulo dc Bab 20 rgar 0. misma co
iioniag an
| ) d Ma y 4 ita f La SMa ¢ neiencia acusa,
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En la que su honor prefiere

a su deseo, este amor

ha de ser, como la flor,

que en un dia nace y muere.”

Moreto’s heroine is, consequently, most circumspect it her
relationship with her lover. Of the battle she is waging in he# heart,
he usually knows nothing. Indeed, she hardly admits it to herself,
Porcia tells her maid:

que pasiones del deseo

€n mujeres como yo

se criaron para el pecho,
¥ cuando para mi vida
s6lo esto fuera el remedio,
antes que mi vida es

mi pundonor lo primero.®

Her conduct is ordinarily irreproachable: she discourages seretiades
at her window; she does not encourage conversation at the thutch
door with gallants whom she does not know—much less make se-
cret appointments with them or accept gifts from their handsj* she
is seldom found in the apartments of her lover, and he eveh less
frequently in hers, If either situation occurs, she is alwdys his
pledged wife. ‘Her honor comes before life itself.’

With Moreto’s women, this circumspection is often cartied to
the extremes of disdain, and in this form it is difficult to say what
are the proportions of dignity and vanity that actuate the hervine
in her treatment of her lover. She is convinced that favots too

easily won mean loss of dignity on her part as well as loss of in-

terest on his, :
... 81 nole tratan mal
no hay hombre que quiera bien.%

$t E] Parecido en la corte, 1, 9, p. 316. Leonor’s answer to these elevated denti
ments shows the contrast which is often typical of Moreto's graciosas:
Yo también mi honor preficro,
¥y muere también mi amor
en un dfa como Ia flor;
pero la huelo primero.
8 La fingida Arcadia, 11, 3, p. 545, g
% Moreto's women are never mercenary in their relationship with mé#, They
marry for love and ask only that love to be happy. See De fuera vendrd, 11, 14y 11,
¥ La gala del nadar, I, p. 174, ’

Bccnuse she Is the
mirro
. in}crfcrcncc from withoyt II;'?;
?)rxses from the ' 1
enicd the privilege in b,
rebels, Ings of the latter p.?

Las damag
con su her
232 lde glener el estilo mosura
08 hombres con la
que probarla eg dcsatlncﬁg’nm’

right of chojce

2y tells Manuelg:

La mujer cg como el vidrio
Iqeuﬁaeld que le quiere guardar
J€ poner en segyro:
mas si por guardarle mis,
desconfiado de] resgo,
entre las manos Je trae
con lo que guardarle pi,cnsa
suele venirle g quebrar,

] ® ®
2

- No hay muyje tan necia g |
¢l mdg discrjct:)t;r:;:gcac;a # qulen
81 clla no quicre guarda’rse
Plense que la ha de guardar
es fuex'-o de nuestro honor,
borque si fyerg verdad ’

que ¢l hombre guardarla puede,

consx:sticndo esto en e] d
l@ra)iquu;n ;ujctas estdn,
¢n la honrada hylj
. . cr
ni en la libre liyiandaq. © "0
mi hermano ha de saber

she resents

¢ i8 to preserye the dignity which

yet, as May.
er honor, and any

% Mnrtincnche, Ernest, Ig
Lo gue puede g aprehenss

comédie espg
on, I, 1, p. 168

gnole en France, Paris, 1900, p, 103

e

b et e 3
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que esto en mi eleccién estd,
?r no hn do ser accién suys
a que fué mfa no més,
Manuela, no hay que perder
ocasi6n; que en esto va

la opinién de las mujeres.®

Nevertheless, Inés is circumspect by comparison with Tirso’s Wom-
en, If she admits her lover to her oratory, it is only after hq has
made pledge of marriage before the audience and because ths force
of circumstances seems to demand it. Of this character, Ferndtdez-
Guerra coinments (Catdlogo razonado, p. xxxviil): “~-a intervenir

dofia Inés de otra suerte en las invenciones de Tarugo, tendrfa -

suma importancia filoséfica el drama de nuestro poeta.” The ob-
scrvation is valld, but the role suggested would call for a character
like Marta la Pindoss, and Morcto was Incapable of painting such
a feminine portrait. '

In her relationship with her father, filial respect serves, on the
part of the heroine, as a deterrent to action but not to dignified
protest. Inés (£l lindo Don Diego) tells her sister:

Yo a mi padre no tengo resistencia,
mi decoro es la ley de mi obediencia, .
a esta atencién, aun dél correspondida
por no faltar, perdicra yo la vida.

But at the same time she does not fail to tell her father that He fs-

unjust:
Contigo también, Secfior,
es mi voluntad ajena:
solo tu gusto es mi amor;
mas este mismo primor
tu resolucién condena,
Porque cuando yo he de estar
pronta siempre a obedecer,
no me debieras mandar
cosa en que puedo tener
licencia de replicar. ;
Y si me da esta licencia '
el ciclo, y tu autoridad
me la quita con violencia,
casarfise mi obediencia,
pero no mi voluntad.

¥ 0. ¢it,, 1,8, p. 192, Compare with this encrgetic protest that of Frafitises in
Ds fuera vendrd: “Sefiors, tanto apurar, etc.,” I, 10, p. 62,

1 the least Possible provocation would tea
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Siendo este estado, Sefior
de tantos riesgos cercado,
410 pudiera ajgin error |
dar asunto g mj dolor

Y empefios a tu cuidadopss

Yet, this possibility of tragedy which Ings points out {s

hich i only realized in M ’
0
because fath reto’s theatre on one 0

: :lu;erb respect which makes the conduct of
th)e cm ::;)irc thcx; m.arn'a.ge makes them loyal and dignified wives §
o ma (alxge relationship, Nor can he infidelity ang Injustice or;

>hand In any way alter that conduct, Aurora, unjustly con

demned to prison for dislo
d ) yalty by her own faithl i
dignantly rejects the suggestion of flight with Alejae::lr}c;?smnd' .

one

Duque: Sefiora, mirad que yo
tengo ya libre g Alejandro
Y 0s estd esperando 3 vos

A para llevaros a Creta,

URORA: JQué decfs? {Sabéis quién soy?

Yo para librar 1a vida,
poner a riesgo mi honor
de hacer cierta Ja sospecha
la imaginada traicionp ’

4 Yo con ese hombre? A
) ) unque i
de reducir a mi amor Aue el medio

al Duque, a qQuien tanto adoro,
Y restaurar mi opinién

uera ése, no lo emprendiera,190

" In.hex’- generous attitude towarq Nisea,
: e 'kmgs‘favors, Aurora is characterist
croines, They are never vindictive in th

** El lindo Don Diego, 111, 6, 3
. » 121, 6, 367 and 1, 11 p. 355.

’{‘hc case is that of Aurora in La fuerzq dc' Ialey, and here the king takes the
8ays to Alejandro (111, 21,

¥ bues yo te debo dar
el honor que te quité

dando ocasién g tu af;
- 19 Bl defensor de sy agravio, 111, 9, p, 507.a e

LY

¥
I
l

N
!
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. Kipling's thesis as to the kinship
il ?gligtgfaz(;n;ﬁ:‘?zdgg’Gxgtdy. But the bristli?% agfi;eis;
e fo Julla in El honrado hermano, the spitefulness o rt%itudc
slvene;s;l)cro del Sacramento, or the dog-!n-t}u:-ma.ngc.n't1\’a e
El Cla " in El perro del hortelano find no parallel i‘n More Io , Lhea
e e ni doubtful plays.!® The queen of Primero es la ponre ;
o exce}?t . blest figures of the dramatist, cannot blamﬁ :lval
?:reh‘::fr 1’;n::h:;piness; it is her own ill star, She only asks her
ey S6lo quisicra saber

¢ me excedes a mf,
z%r:ﬁx?xlé al Rey tanto enamoras,

sl con tu llanto le llamas? . . : f

ldgrimas que derramas
%;gr q%xé camino las lloras?

° e o 3 @ ° 2 . ® @

{Con qué donaires cnvuc;ves
los desdenes que le haces

Yo le ofendo con mi amor,
t1 con rigor le traes ciego;
es, Porcia, acaso un despenggzo
mds airoso que un favor?

1 9,
in back her husband's
he finds that she cannot win : o
glzig‘lzaego:n Porcia (supposedly dead), she brings forth he‘
from her hiding place and declares: .

Sefior, con Porcia;
g&:at:;a que hacerlo puedas,
yo elijo una celda sola
donde viviré contenta
de ver que tu gusto logras, -

ue por ¢l he hcchom
f;, incza més costosa.

atre

the heroines, as well as in the heroes who people glte ﬂ;: e

Aot I can ,but see a reflection of the personality e

o Morelto'therfx are mirrored the immense respect whx.ch Mo;t; oL
?:: 1:;)cl;;n;,‘nhood, the stress which he put on those virtues

t
Lo cautela ¢n la amistad 0
f the women in such plays as ¢ B e
THa::"g:llec:;tlirt:rg: :mlgo make it highly improbable to me that the

to's,
Mor:" Primero es la honra, 11, 9, p. 239,

88 0p, ¢il,, 111, 16, p. 247,
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tesy, of generosity, of loyalty, of good manners, of dignity and self.
restraint. In them are reflected his own kindness, his love of balance
and measure, his dislike of discord, his conservatism, his essentially
aristocratic outlook, ’

This dislike of extremes, accompanied by an Attie wit, kept
him on the one hand from a sentimentality into which his idealism
might otherwise have led him, and on the other, from the extremes
of the pundonos which would substitute 5 conventional code for

& personal one, There is, as Scfior Alonso Cort¢gtos points out, -

Rothing “tumultyoys in the plays of Moreto; his is the “reflec-
tive” theatre of one who is interested in man’s ethical outlook,

obvious, His gallery of portraits, drawn ag they largely are from
one social group, and that 4 group which prides itself o its conven-
tionalism and jtg maintenance of the status quo,

France, or of the days of the judges of Castile, And finally, the
characterization of Moreto, while clear, consistent, an( attractive,
4 Israrcly vivid, One docs not feel therein the vital force of a vigorous
 and aggressive personality, nor of one who, finding a sensuous gusto

in things of this world, possesses an infinite capacity for active Jjy.

 ing.

1% Alonso Cortés, N., £l lindo Do Diegoy £} desdén con ¢f desdén, Prélogo,p. 12,
1% There are fow plctures of intimate family life {n Moreto’s theatye, In re.

E Vislng Lope's 1t lestimonio tengado, Moreto omitted such Beenes of thiy nature g

e found In his source, See p, 137 of thig study,
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¢. Morelo’s Theatre as a Mirror of his Day

If Moreto’s characters are a reflection of his own pcrsonamy, to
& certain extent they are in their various relationships a mirtor of
the social organism of the day and of the author's reaction t6 It, In
dealing with his women and thelr various tics, I have had occasion
to plcture the family group, In the portrayal of his male ptotago-
nists the reader has scen his Ideal of manhood, primarily, however,
In the réle of lover, But what of the duties and Interrclationships
of the varlous classes?

The plays El defensor de su honra, La fuerza de la ley, Eb mejor .

amigo el rey, Primero es lo honra, *El rey Don Enrique, el Enfermo,
and El valiente justiciero are those in which one sces best reflected
Moreto’s conception of kingship and law, The perfect ruler ls, first
of all, the “custodian of the law,” and La fuerza de la ley was, in
the words of the poet, written that “men might have respect for
that force which must serve as a base to the very foundatiofis of a
city.” The law which is established but not enforced for all makes
daring the rest; it is like & shadow which does not frighten once
that we know it for a shadow! Thus, when Demetrio, the trown

prince, breaks the decree against adultery, the king, Scleuco, btders -

that his son suffer the usual penalty of loss of both eyes,

It is a decree which is later changed to the loss of one tye,
the king himself giving up one of his own in order that the letter of
the law may be observed. Thus does Seleuco fulfil the second re-
quirement of king, that of mercy—‘a mercy which exalts the hame
of just,” as Dofia Leonor tells Don Pedro in LI valiente Justictero
(III, 2, p. 344). This insistence that justice be tempered with
mercy, which is found repeatedly in Moreto's theatre,'® no doubt
finds part explanation in his realization of human limitations, As
Nuflo tells those who have made him judge:

que aun siendo ¢l juez recto e justo,
puede faltar la justicia, :
Pues no haber pasién, es llano

que es tan imposible como

dejar yo de ser humano.1o?

14 Bee, for Instnnce, Mansto's words to the officials of the law in San Frowes e

Ssna (11, 4, p, 129).
397 Log fusces ds Castilla, 111, 17, p. 486,
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The ideal king my
ites, for 8 must furthermore not entrust his power to favor.

» + - « N0 hay ministro tap rande
4 quien advertido y ss.biog
no deba asistir sy duefio,!08

He must be willin i
g always to sacrifice himself for the
: ood of
vassals, mu§t be gencrous to his personal enemies, 100 agd a ntrt?rff
xg:)ctx‘ (;.czlphgisncnil fclnr. Nevcrth!css, Morcto has, on the whole, ex
¢d the king in the réle of lawgiver or of co 'and
| t
fncx;\d rather than in that of warrfor,110 reous gentleman and
fost of Moreto’s rulers fall g}
: 1ort of the ideal just
é?({:l}}'{h In s;m;c Ircxiurds Ramiro (Como 5o vengan los no'}ilcs) p;;ﬁt;fé
“aJuersa delaley), and the twe Don Pedros (21 mef ’
ucrsa de lu ley), 8 (0d mefor amitgo el
;:n:ll (f.l zla/r'([,‘ula i;.u.\lwllz;ro) approach it, On the WllOlO,{IOWCVE‘,}o :’hé':g'
glorilication, direct or indirect of tl ’
theatre, Praise of the monar ‘his.  which Iy o o s
. ; ch or hig family, which is not rare §
iI;(:f:'; dz.: V]‘crga’s p;uys, is most infrequent in M,oreto’s I have ix:tel:
Yin No puede ser (1, 1, p 188), where the king is
. . flattered as
Poet, and in De fuera vendrg (I, 1 , 58 Don .
L . here Don J ¢
Austria, the Condecstable e b o e
\ merits high praise for his i
Siege of Gerona in 1653 ,In reworki  dugne o
. f . ing Lope’s El gran 4y,
:[ oscovia y emperador perseguido, Moreto saw fit togeliminaqtzet}f:
cene wherein Lamberto deliberately sacrifices his son’s life in order

therefore, enutlt.:d to the same tolerance and compassion that the
;)oct shows to his other characters,!t! The rulers of Primero es g
honra, El defensor de sy agravio, and * £} rey Don Enrigue, e Enfermo

i are _Wcak, but they are neither sadistic nor tyrannica], 2 Even the

los )iy principe berseguido, 111, 1, 20, Ther '
:ll:)cwqc‘vcr, to support Buzardn's atory (r;fcw'sla de C‘;clixnc;:lt:: h\;:f I‘,npxl)\.f Zggt-o‘i;st)h:ﬁ mt,

.|:£)gosul enmity between Moreto and the Duque de Olivares, ™
s co ?dmo' se w:ug({n los nobles, Il yey Doy Lnrigue, La misn {

a, and L valiente Justictero, ' 1 conclencia
one remembers the transformation that Moreto and his
he ruler of Lope's Capitdn prodigioso y principe de Tran-

silvania. See p. 194, Itisa cha i i i
Catafu e Pos nge which perhaps explains Felipe IV's small success in

19 In this connection
collaborators wrought in ¢

::: g‘xc 1l:‘ing off gicily (tE! Eneas de Dios) is an exception,
¢ Xing of Como se vengan los nobles is a kind old fello- i
! ng of w with a deep.
affection for his wife—one who refuses to believe his wife guilty in spite ofpﬂ:::ﬁc-l
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usurper of La misma conciencia acusa, in the dread fea¥ Which
motivates his every act, is pitiful father than repulsive,

That the king can do no wrong, then, is a point of view Which
finds no expression in Moreto’s theatre. N evertheless, his office en-
dows him with a certain quality of deity which should command
the obedience and reverence of his vassals, Fortin tells Ramiro:

~ El Rey ha de ser, sobrino,
tan venerado de todos,
tan respetado y temido
que nadie le juzgue humano
¥y le imagine divino, s

When Inés would explain to herself the king's majesty, a Majosty
which sho had not felt when she met him disguised, Leohor ex-

plains:
Tanto el oficlo de rey
& la persona autoriza
que se ve como deidad
al que como rey se mira,!4

Alejandro cannot kill his prince, Demetrio, even though the latter _
has robbed him of his wife; however, the king would have felt him °
justified in so doing if we may judge by his words to his son!

El horror del sacrilegio,

en quien contra el rey pelea,
le acobarda los impulsos,

con que al ofenderle tiembla;
mas si en la injuria, la insignia
de tirano es la que llevas,

no es sacrflega la mano

del que no te la respeta, s

Repeatedly Morcto tells the nobleman that he must livé Up to
his name if he would command the respect and obedience of those
under him. It {8 his duty to set an example. The Count, wittess to
the quarrels of his two sons, tells them:

dence adduced. His prototype in Lope’s play is only too ready to accept the uecu-
sations brought against his wife and to sentence her to a cruel death.

12 Como se vengan los nobles, 1, 2, p. 427,

¢ El valiente gusticiero, 11, 5, p. 339.

Y& La fuerza de la ley, 11, 18, p. 94, Similar ideas may be found in Matiana's

De rege,
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Qué ejemplo queda al
dqué enscﬁanzg 8 los plé,lfel}jrgls);eSP
¢qué advertencis a los igualesp

@ ® ¢ .
@ & 8

2 ejemplo de Iag cabéza;

veréis sigmpre al vulgo atento
que en diferenciando el traje, |
08 Imita el uso pyey: g
Ya en la plitica ¢ Ien;;uaje'
Ya el estilo en Jog festejos ’
yenla vida Jag costumbres:
Porque haciendo yp argume,nt
el inferior o su dafio °
51 €n vosotros ve g] éjemplo
dice; “sj aquél este error
Comete, bérbaro, 0 ciego
€N quien es m4s ¢] delito,
len podré yo en quien s menos,”
Ues si vosotros sojs siempre
€ 5us accioneg espejo
?' en cllos naturalmcnt’e
4 ceguedad tiene of centro
4cdmo queréis, que en sy ehgaﬂo
51, para obrar desatentos
es da ¢l espejo la espuela
la ceguedad les dé el frenopus

€n cumplir con gy obh’gacién;

ward the serving clasg is, as we have seen

odi 50, & paternal one,
8 its center”; a group “whose

8 Iastq of Sin nadie os gy
es dichoso, 1, 1, 4,
ur ranpa adelante, I1,p, 14:3. P
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igality” (*Travesuras son valor, secotitl ver-
liberty prodigality” (*I'ra
:i(::v:v:a;di;f"l) It isyzf) group which 1§ at times imsplng aindpt:l:ll:::el,
whichif i ffed up with its own im .
ich if given authority is puffe | pt
g‘%ivégaihmfn, the tailor, the country mayor, and the inttkeeper
the butt of Moreto’s humo.r. N
areXln:iu;r::t, for the poet as for Gli'acia 0: LEZ Eneas f;eﬂég.:) g-(ltl(;
' hich to open
. 18-19), “poverty had keys w th.w “
p?ty " and) ’a lil;e dedicated to chatlty is proof tl}at Moretlo w&;sb 2§t
fi)eaf’ to the cacophany of despair dnd degradation that ai'n ahout
him. I have already had occasion to quote ffgm L.a 1\'4”” e oo
cien;:ia actisa (I,14, p. 106) the words of Carlos;*8was it g;e o he
wrote the following words from *La vida y muerte de San 4

Tener lo que ha menetster
a cual para su gasto .

f:gnda Digs por medios justos,
mas no por medios tiranos;
a su providencia toca
dar s6lo lo necesario

cada criatura suya,
; asf el que superfluo y vano
tiene demds las riquezas,
que del mundo son nplaus.os,
lo que le sobra no es suyo;
volverlo debe a las manos -
del pobre a quien se lo usurpa >
de su sustento, y es llano, )
pues quiere guardar él solo o :
lo que Dios da para tantos,

Compassion and justice Moreto could give them, but not adilra-

tion. That innate dignity and nobility of soul which Lope d¢ Vega

. A b t
saw in the peasant class was lost on hxm—perltaps because hls lo
had thrown him largely with the outcasts of this grou.p.l llttle o

Of the professional class, Moreto has comparative y

e al-.
say except of clerics and doctors. The former group I have a

i ith his religi 8,
ready had occasion to discuss in connection wxl:h };xs rfel;g;zx;: ll):\a}{is
ind refe A
ing the doctor, there are so many un :
g;r;ig:nthgt one cnnm,)t but feel in his animadversion something

i S ool study, ! In it is ordered that “whatever
1, p. 322, Morcto's will, whereln o
mayll:::‘;"eaf’: S’:z:‘gl’iocicl;tg are paid” should be turned over to the poor, Yvould In
cate that he had lived as he preached,

Personal 120 ¢

day: the doctor is a donkey wh
to purging ang blood-letting;
who, like the hunter, eats from

which the patient pays so much

hough the complaints are the g

comes at the cnd; he ever has his hand exten

Luquete's long tirade against the profession,

Tug Dramaric ARt oF Morgro

tereotyped ones of his
ose knowledge of medicine is limiteq

he is life's greatest enemy,—one
what he kills ang who, like dessert,

soteric and to confound the unini-
Jargon, There should be e law by

fora fever, 5o much for a pain in the *
side; if he dics, then the doctor should

collect nothing and should
N expense, Once, however,
to the rescue, In answer to
Scleuco answers:

Con Ia vulgar opinién
los médlcog trngup mal;
cunndo In crusy cg mortaf,

vanos los remedjos son;

aunque mds |
son el norio ¢
¥ no lm}: enc

o8 culpes, ellos
¢ ln vida,
unlquier cafda

mits alivio que tencllos,

q Dudar fuern d

que yerran co

esating
mo tcontece;

mas también el que wdolece
* tiene el yerro por desting;

Y el médico mdg liviano,

que ha estudindo eaty doctring,
sabe mis de medicing

que ¢} mds docto cortesnno;
conque, yo llego n crepr

que mds dano hy e causar

8in 8u conscjo

aceriar,

qQue errar por sy purccer, 3t

The law and jtg represental]

Wmment in Moreto, There is a burle
ilta (111, 17)in which Sancho “appe
voree suit against the maid Marf

% The same 1

nay be said for hig att
WL of his jokes in *Ila

366), San Franco de Seng (I,6,p. 1234
153), La vigy de San Alejo (111, p, 23)
U Anttoco y Seleuco, 11, 1, p, 43,

1]

ves come In for relatlvely little-
sque trial in Los jucces g Cas-
als” at cvery moment; a comic
na in Hastg ¢ Jins nadis es di.

lude toward 1he Gallclans who are the

cer retiedio el dolop (117 1. 82), tLa gula et #adar (I, p, 171),
Licenelado Videiera (1, 1, p. 249 ang 11, 16, p, 262), Il lindo Doy Diego (111, 2,

nd L7, 125), Trampa adelynts (i1, 8,
Las travesuras gy LPantofa (1, 2, p. 391),

ded for money and, in -
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. 20~21) ; and a consultation between lawyer and cll?nt
;:‘,Isjz.f Itf:ztl,')eguras da)}’antoja (I11, 6) that is one of the outstanding
scenes in Moreto’s theatre, These, together with the many h;eta;
phors which Moreto has borrowed from the terminology of thedcgn
profession,*? would indlcatedthat he had had some first-hatid ac-
ith legal procedure, ' '
qua’ilt‘lhtgnfiv‘t:ferer?cespto the life of the soldier and ,the’ wa{ls xln
" which Spain was engaged during the 1640’s and 1650's give dtt’e
support to Mesonero Romanos’ statement th'at Mor?to. sem; t,}1]n
Flanders.!” There is the long and undramatic description b! he
rescuc of Gerona in De fuera vendrd, (1, 2, p. 58); the picture Dl the
“hardships of the profession in the very doubtful play fLa caulcf: @ en
la amistad (I, p. 322); and the pradae of the campras o mcnnslo bpctx;
focting the gentloman tn &! Caballers (1) 1, p. 289), though bo
Manzano and his master agree that

No es In guerra nl sus fucros
qulen haee los eaballeros,
allno su naturalezn,

Alluslons to writers or to literary conditlons of the dny!ar:hs{o
lncking os to indlente, on Moreto's pitrt, o studied policy In ! :
regard, Thero Is not o single mentlon of any contemporary ;vr lc
In Moroto's ontiro theatre, Tt {s n fact which is Intereating In t‘m
light of the sfmilar policy of sllence which his contemporaries scur:
to have adopted toward him, How should one Interpret this rcaclrl\;c
of Moroto? As o sense of dignity which led him to fear that pub !
pralso could bo Interpreted ns caleulating or servile? As o x‘ur!‘ﬁi oh
pride which met disdain with disdain? §)r, a8 o discretion whic

fety in nefther pralse nor censure
fom(\)c} aauilfm?’ons to em-llf:r writers, there are a number, though ﬂ}c{
are not such as to Indicato that Moreto’s background wn? f ;{ Lo~
one. There are, of course, acattering references to the classics.

' See, for instance, the lengthy one of Alcjandro In La fuerza de la ley, flt, 14,

> 99';’ Quoted from tho letter of Don Jonquin Manuel de Alba which l’crnd‘ndctt

Guorra printed In his Discurso preliminar, Op, cit,, p. xvi,

3 for no other penson, tLu ocuslon hace al ladron with (s pralse of Calderén

T ! ty, Lope y su defensd de la
6, p. 409) would be doubtful, Remera-Navarro's ntu'( Y, npe 3 :
;It;n.:apda ls )lcng:m ¥ estilo poltico (Revue Iispunigue, Vol, LXXVIL, pp. 2;1; 032): l':
glves some {den of tho porsonal remarka that are to be found In the (lra‘mas of Lo}
dﬂy 0
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mer, Virgil, Livy, Seneca, and Pliny come in for mention, byt
there is no evidence that our poet had a first-hand acquaintance
with them. Allusions to the Metamor phoses of Ovid (1&! Eneos de

. Dios, 11, P. 27), to his De arte amandi (*La fuerza del natural, 1, 2,

p. 209), and to his “fdbulas” (Hastg e Jin nadie es dichoso, 1, p. 7),

scholastic discussions of love in his plays, '
That Moreto had g first-hand knowledge of Italian or French

writers scems equally doubtful, Petrarca, Marino, Sannazaro,
Guarino, and Tasso find mention in his plays, no more. Indeed

Itallan descent, had more than & smattering of the language of his
forefathers, "The few phrases of Portuguese found in his theatre are
perhaps o reflection of his friendship- with Matos Fragoso, His
French vocabulary seems to have consisted of the one word ‘gl.
lois,” invariably spelled “alén,”120 There are, on the other hand,
" mmany Latin phrases,—most of them drawn from church hymns,—
that clearly reflect his connection with the church,
" Moreto evidently knew something of the romances of Spain,
Not only are there various allusions to the Duque de Mantua, Gal-
vién, Valdovinos, Magancés, Lanzarote, Arjag Gonzalo, Dofia
Lambra, los Jueces de Castilla, Vellido Dolfos, Rodrigo, and La
Cava, but there are lines quoted from such well-known ballads ag
“Hélo, hélo, por do viene,” “Rey Don Sancho, rey Don Sancho,”
“Dénde vas tan de mafiafia,” “Reto g Zamora,” “Plegue a Dios,
vil Magancés,” “E| postigo que nunca fué cerrado,” “Media noche
era por filo.” These were, of course, the commonplaces of the street

125 See Coturelo, Bii,, p. 4.

18 There are phrases of Itulian in La fuersa de I ley, *El rey Don Enriqus, and
*Hacer remedio ¢f dolor; of Portuguese in 1 tejor amigo ef rey and Bl Cabaliers, A
kind of Jargon is to be found In Bl defensor do sy agravio and Las lravesupas de Pan-
loja. Latin phrases, neatly always used for comic effect, occur in £} desdén con of
desdén, Lo fuerza de lg ley, Il lindo Doy Diego, Lo gue pueds 1g aprekensidn, El
mejor amigo el rey, ¥l Parecido en Iy corle, Trampq adelante, and Lgs iravesuras de
Puntoja s well ag In severnl of those plays which were written in collaboration,

Ui




TuE THEATRE 0F MORETO fo3

In the field of lyric poctry, Moreto pays tribute to Jorge Mun-
rique by using for a parody the verse form of his famous Coplas
in El poder de la amistad (11, 3, p. 29) and by including a modlfied
version of the lines beginning “Este mundo es ¢l camino” {1 *La
adltera penilente (111, p. 28); to Garcilaso by borrowing for & re-
fraln his “Salld sin duclo, ldgrimas corriendo” In *Caer para levantar
(I11, 1, p, 594) and in La vida de San Alefo (11, p. 10) and by using
his ““Dulces prendas por mi mal halladas in Primero es la honra
(IT1, 7, p. 245) and La vida de San Alejo (ITI, p. 29). Thete are,
Loo, sonnets and canciones In La vida de San Alefo, tLa gale de
nadar, and 1L Cristo de los milagros whose inspiration is cleatly to
be found in lines of the soldicr-poct, “Ven, muerte, tan cscontlida,”
“Aprended, flores, de mf,” “Rulscfior, que volando vas,” and
“Ande yo callento y rfaso ln gente,”-—these, too, find use In
Moroto's plays,"7 The names at least of Juan de Mena, “El rotor
de Villahermosa,” Crlstébal de Mesa, Dicgo Jiménez Enclso, Villas
mediana, and Don Antonio de Mcndoza were also known to him.
In conclusion, my combings arc not such as to indicate that
Morcto had any great love of lyric poctry, though the influehce of
Garcilaso is evident, particularly in Lo vida de San Alejo,

As to his acquaintance with the novel, there are no more than
stercotyped references to La Celestina and to Quevedo. On the
other hand, there is reason to think that Moreto knew and loved
Cervantes’ works. One finds allusions to his Ilustre fregona. (Amor
y obligacion, I, p. 6), to his Celoso extremesio (No puede ser, 1, 1, p.
188) and to his Don Quijote (El mds ilustre Jrancés, 11, p. 146), The

best proof, however, of his indebtedness to the master is the dis-

tinctly Cervantean flavor of some of his graciosos, such as Tlrso in
La misma conciencia acusa, Sancho in Los jucces de Castilld, and
Colin in El mds ilustre francés.

‘Proof of Moreto’s predilection for Lope and his work could be

found in his allusions, were that proof needed. References to his

El caballero de Olmedo, El galdn de la membrille, El villano e su

rincon, as well as to his Arcadic and La hermosura de Angdlicay may -

be found scattered throughout the poct’s pages. Direct tributes
are not lacking: for Polilla of LI desdén con el desdén (111, 2, p. 14),
- Lope is “El fenix espafiol, de los ingenios el sol;”" and for Carredo

BT The two first ones In El defensor de su agravio (I11, 1, p. 504 and 113, 4,

p. 503), the third in *La fingide Arcadla (I11, p, 554), and the last In Finglr y snur

(11, p. 12),
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of tEI Cristo de los M flagros, “the honor of Spaln, worthy to be

mentioned with Virgil and Homer,” Tir,
: 80 de M ’
Vargas and Rojas’ Des rey abajo ni ¢ Molina’s Avertgaelo

more than on e 2t #guno are mentioned and on

The author's theatre likewise glves litt]
con?crnlng theatrical conditions of the day,
audiences, we learn only that the former ar

¢ direct information
Of the actors and thelr

unwilling to pay for the finery to which Zan
‘f‘chn heir (La vida de San Alejo, 11
“moulhs of fire" (La fuerza de 1g ley, 11

castradores” with which to whistle t
(*No hay reino como el de Dios,
reasonable in their demands for

carrén and Manco have
y P. 14); that the pit had
+ 9, p. 91) and that they had
he poor actors off the stage
L, p. 7); that audiences are so un-.
new comedies that

Si uno en un afio ung estreng

no hace nada, aunque scu buena;:
81 cada mes con codjcin ’
una saca, no hay raz6n

que esto descontarle quiern

yen errando la primera,
picrde Ja reputacion;

ni por dos buenas, ni ayn ciento,
una mala se recilye,128

One finds few of those in
for the modern reader of

dics. Concerning dress,
comedies, One feels on re
delight in color, one whj

thc:re is comparatively little in Moreto's
ading Lf)pc's plays that he took a genuine
ch led him to be most observant, particu-

Dicgo, Dofia Ines ang her sis

which they might frighten off thejr unwelcome lovers:
Dofa Infs: 1Ay, Leonor! jc6mo podremos
allar las dos un camino

de pareccrlos muy malp
Dof LeoNoR: Apclar al artiﬁcioy:

¥ La fuersa de la ley, 1, 10, p. 86.
Serves as an illustration o the q
bad lately sullered

The rather acid tones of the story which

uotation given above would indicate that M
at the hands of his audience, t Moreto
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mucho moflo y arracadas,
valona de cafiutillos,
mucha color, mucho afeite,
mucho lazo, mt;cho trézo,
crds que mala cstds;
go¥quc )?o, scgin me he visto,
nunca saco peor cara
ue con muchos atnlx:fos.or
¢ Tienes buen gusto, Leonor;
DoRA Ins que cs el dcmgusindo alifio
confusién de la hcrmosur;a,'
y embarazo para el brfo,!

And if Moreto himself was a “lindo,” I can find little ev'ilc)ilenéc: ;fni:
i t, but it is impossible
in his plays. He was probably very nea ) e
i 1 on his part of the claborate ¢

anything but disapprova P
i dandy who affected cu A

the dapper Don Diego, of 'that bo profersed & shown

ise bows, and slceves with galloon lace, who |
ﬁ::f}fudc oi’grccn to the more conservative white, 120 Wc; ;cull',t:‘ :tl:;:
that taffeta was not in vogue then (I'inglr y amar, 11, p, i), Lopc’s
Inall, that love and knowledge of clothes which is reflected in
i ]
finds little expression in Moreto's. '
thc‘z)tfr thlenfood of thepday one gains a somewhat better ide.a l:n:s:::
his graciosos are so frequently addicted to gluttony. This _::d‘“s
revels in the expensive foods of the rich: pollos, caponc:s, piebein n,
gozapos, salsas; that one longs for the flesh pots of h:; l;on ¢la
food: ja’mdn, lechon, morcillas, vacas en adob?, mem.ldos ; o 38 g
gas, pernil, revollitos, bofes, berzas, nabos, migas, a]z.zs‘,‘ ce laleg 'd e
wh:) would win favor from a lady should offer her: ) paste T
cuarto garbanzos verdes, turrén, almendr.ucas, azof_ag/'as, f; ronos
tierno; de flor, zarzamoras, maguelas (majuelas?), h’n'u;.;, me s
de olor, castafias, nueces, bellotas, f::ﬁdn’ {{rtga, n]aata(i.La ' i(;x; i
know how to cook a chicken, let him as one i
jori bit, Serapién of Los mds
Cayetano, 111, p. 343); or if a rab . s & oS
s (III, p. 22); or if chocolate, Bodigo o
’;fef’zaztfn,( p. ’28). T};is drink had at least by 1669 l(tfhe cjgt:‘::
*Santa Rosa del Perit) become so p;pula; as ht: ;1:::1 53; po'gedly
late services, Tarugo (No puede ser y Who 1

E}:c?s;:t with him a store of chocolate from Guajaca, assuted us

158 El lindo Don Diego, 1, 4, p. 352, ™
130 His dislike of the t)'rp:z i; also expressed in San Franco de Sena, 1, 6; P
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that its use was ag common as that of tobacco, it If Moreto was a
connoisseur of wines, there is no evidence of it in his comedies,

On the other hand, there ig proof on almost every page that
Moreto found Pleasure in cards, The greatest difliculty that the
modern reader finds jp connection with his Plays is that of under-
standing his many metaphors from the card table, Zg primera,
lzombre,‘malilla, cientos, guince, pinlas; these are games which are
nentioned repeatedly, and in connection with them, the phrases
envidar, picar, Sor, azar, pediy trocado, etc, Other amusements of
the day were Jos bolos, 1q pizpirz'gana, la passa-passa, of crucillo,
los toros, and el corpes novillos,

Not infrequently dances play a part in Moreto's theatre, La
chacona, the Ay, ay, ay, the zarabanda, are named in tLg milagrosg
eleccion de San Py V; the pie gibado, the matachin (dance of the
lower class, apparently), and the éspafiola, in 1*Travesyrgs son
valor; masked dances in *Hgcer remedio el dolor and El desdén con
el desdén; the pavana (clearly g court amusement) in Industrigs
contra finezas, *La fuerzq def natural, and *Oponerse o las estrellas,
Rather definite instructions for dancing the pavane may be read ip
the two plays last mentioned, 12

The many exercises of wit which are to be found in Moreto's
comedies give evidence of the pleasure which he evidently felt in
the “academies” of the day. Such plays as &9 buede ser, Industrigs
conlra finezas, El desdsy con el desdin, *Ilacer remedio ¢} dolor, *Lg

Jingida Arcadia, and *Lg Juerza del natyrq) have scenes which arean
obvious reflection of the intellectyal gymnastics that took place
in the academies (such as La academiq castellana) among devotees
of the poetic art, In Industrigs conlra finezas I, 3, p. 271), the
question which nearly results in a duel is “Is it better to giveup
one’s beloved to a riva] or to death?” In *74 Jingida Arcadiq (11,
P. 548), the leader starts the game by asking: “What would_you
Wwish to be if you could cease to be what yoy arep” In No puede ser
I 2, p. 189), Dosa Ana, who Presides, propounds this riddle:
“What is that thing which, like carbon, grows the more, the more
one covers it up?” The answer is, of course, “a woman’s love,”
Moreto’s theatre, asa picture of Customs, is on the whole disap-

3 One reads in Barrionuevo’s 4 visos (Vol. I, PP. 126-127) under date of Nov,

7, 1654 that the Duque de Albuquerque has sent back from Mexico to his friends in

Madrid 24,000 pounds of chocolate] Barrionuevo terms it a “brava locyra.”
¥ Sce *La fuersa del natural, I1, 5, p, 218, and *Oponerse g las estrellas II,p. 23,

— et
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pointing, It is an {dealized worki, one filled with courteous gentle.
men and charming women who fiove about in a milicu of seml-in-
tellectualism, Of the corruption of the court, its love of ease, its
ostentatlon, Its crafty selfishness, its flagrant dissipations, there is
only an Indirect reflection, and of the political gloom a'nd the eco-
nomic misery that attended Philip’s unhappy wars with France,
Catalonia, Portugal, adt Italy, there is even less. Only.rarely docs
stark reality penetrate the elegant atmosphere of his dtawing-
room,

d. The Dramabist's Philosophical Outlook on Life

To Moreto, the universe was, on the whole, a harmonious one
—though with many discordant notes, In order that the .nz_v‘,lsic ?f
the spheres be more audible and more perfect, hg would 1r.€lst (in
the thesis of his plays and in the any passages of moral;{ihllos-
ophy which have been put into the mouths of'his chara.ctetQ) that
(1) the end of existence is the attainment of virtue; (2) in oider to
attain this virtue, reason must always be superior to emotion, Thus,
in his philosophy the two ideas are supplemer}tary to eac’:fiuother.

This philosophy of “virtue in accordance with reason, btk the
one hand, takes as its premise the superiority of t}Ee spiritual bver
the corporeal, of abstract ideas over material things, of the so-
called unreal over the so-called real. Tt assumes for man the power
of choice, and it presupposes within us that small inner volee of
conscience which will help point the way. Moreover, it preditates a
sense of values based on that inner self, A

On the other hand, it glorifies intellect, for man must not bnly
have a conscience but an intelligent one. “Sovereign intellect, the
guide of mankind!” so Tarugo of No puede ser (111, 3, p. 202) apt)s:
trophizes it. The senses are not to be trusted, Dantea tells Ketself:

«+ . primero es la razén
que el yerro de lbs sentidos.1%

It is reason alone which differentiates man from the beast, Qaﬂho
of *El principe perseguido learns. The indignation of. Carlos (E:l
Licenciado Vidriera) comes not entirely from the ingratltud.e of this
world; it is, in part, a resentment against the stupidity of this world,
a stupidity which makes it possible for a madman to sutteed
whereas a man in his senses fails. In this glorification of the {ntel-

18 Industrias contra finezas, 11, 18, p. 281,
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lect, we find the explanation of the essentially mental type of
Moreto's characters,

When his heroes and heroines find themselves not acting in
accordance with reason, they cry out: “Contra m{ mismo me
irrito.” As we have already seen, Astrea of Amor y obligacién asks

herself (I11, p. 30): “;No soy Yo mis que todas mis pasiones?”
Lidoro tells the duke:

¢No advertfs que es barbarismo
no poder més que vospi

The king of Primero es la honra, struck by the generosity and will
power of his wife, asks:

¥ {que se haya de decir

que una mujer valerosa

Supo vencer sus pasiones

cuando a mf me arrastran todaspiss

Map, then, has the power of choice and if he errs in that choice,
“his own conscience accuses him.” It is the king’s sense of guilt,
nothing else, which brings about his downfall in La misma concien.

. ¢ia acusa,

This philosophy of virtue in accordance with reason must €x=

plain Moreto’s contempt for gold, a contempt which s briefly
expressed in Tarugo's

Mi{s vale un ingenio claro
que todo el oro del mundo,1

and at greater lengthin La misma conciencia acusqg:

. ENRIQUE: {No. 03 agrada esa grandeza?
El oro yno os da codicia,
que es el que honra el valor
¥ la noblezn acredjta?

CARLOB: JCémo puede acreditar
una cosa tan indigna,
3ue por medios viles puede
e cualquier ser adquirida?

La razén porque le encubre
la tierra, no es entendida,
¢{Piensan que por ser precioso

" Ll defensor de su agravio, II, 1, p, 498,
18 Primero es la honra, 111, 16, p. 247,
1% Ko puede ser, III, 3, p. 202,
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en su centro le retira?
Pues no lo hace de avarienta,
antes sf de compasiva,
como quien dice: “Hombre ciego,
que a este metal tanto aspiras,
quitarle quiero a tus ojos,

- s6lo por ver si le olvidas;
que el hacértelo imposible
es piadosa tiranfa
para que td no le busques
que es rigor, si bicn lo miras,
que lo que tan poco vale
te cueste tanta fatiga.”’137

* And when this vile metal is put in the scalcs against lovepftlend-
ship, loyalty, generosity, and innate courtesy, it is always tile luser.
In Moreto’s idealized world, virtue, accompanied by intelleet; al-
ways triumphs, The unselfish love of Fernando (Industrias vontra
Jfinezas) wins out against the metcenary motives of his oppotiénts,
Carlos (La misma conciencia acusa) successfully defends himself
against the machinations of the usurper of his throne, withing
both his kingdom and his love. Indeed, virtue is often mah's best
weapon. Ramiro (Cdmo se vengan los nobles) defends the hotior of
the queen who had tried to take his life. Thus does the true hoble
avenge himsclf—and thus does hie win the kingdom which |8 his.
Antfoco prefers to die rather thati claim the love of the womdn who
is aflianced to his father; the parent, moved by such gencrosity of
8pirit, renounces his own love thdt his son may be happy, Vice
versa, the elegant Don Diego who Has no yardstick of values other
than that of dress and of money, finds at the end that his avarice
has betrayed him into making love to the servant, Beatriz, {nstead
of to the countess to whom he aspired, :

Altogether, it is an outlook which leaves little room for the

extremes of the pundonor,® In the first place, man can be 8o easlly
decclved by others or even by his own senses. The duke of Athens
(£! defensor de su agravio), realizing at last that his innocent wife
is the victim of Lidoro’s wiles and of his own hasty conclusiotts, ¢ries
out (III, 8, p. 506):

187 La misma conciencia, 1, 14, p. 106.

18 There are very few characters in Morcto’s theatre who lose thelr llves in a
duel, These are invariably killed off-stage—if we except the *Truvesuras son valor,
which in all probability was written in collaboration, See p. 197 of this study.
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10h, informacién primera,

estrago de las honras y lns vidas]
ICufintas han sido fnlsns y crefdaal
{Cabiendo duda, cicgo lo he crefdo?

» P« 3) Leonor exlalms;

IOh, aprehensién envejecidn
del siglo, Injusta y severq,
pues de la mujer los timbres
graddas por la apariencia
|Cicgo error! |Opinién varial
Pues, para que sea bucna,

que lo parezca cs hastante

¥ no importa que lo sea,1#°

Yet perhaps the whole matter of honor was for Moreto a “con-
fused law.” Sancho el Malo reasons thus:

Love, too,
Guerra finds {

133

See Irene's comlc description of honor and its
C disadvantages; .
laley, 11, 9, Pp. 91-92, and Coquin's insisten e docs
that “In honra es una bambolla,”
W Travesuras son valor (lnter verslon), 11, p, 18, I
. 18, Fo
see also Lrimero es Iy honra, 111, 5, p, 244.' P

Y ésta es la regla primera
que en esta ley tan confusa
observo yo, que en cualquiera
lo que la conciencia acusa

es la opinién verdadera;

Y aunque me diga el testigo
que quedo yo sin deshonra,

81 picnso que no y le sigo,

es cierto que estoy sin honra
para con ¢l y conmigo:

fuera de esto cuando estd

en opinioncs un caso,

la tiup por buena me dan,

No Ia aprucebo ni la paso,

s1 otra afrentindome estd;
pues si la honra es aprensién
de los hombres, cuando cntre cllos
no hay concordancia Y unién,
yo la pierdo para aquellos
que llevan otra opinién, 1o

Was a matter which puzzled our author, Ferndndez.
h & personal experfence a possible explanation for

ce in * 2l mejor pur de log doce (11, p. 20)

ra conventional opinjon,
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Moreto's interest in the subject of disdain, It is not imprpbuble
that the poet burned his fingers at tho flame of love—and pethaps

on more than one occaslon—but his Intcrest Is, when oll I8 sald

~and donoe, that of an onlooker who cannot explain to himselt the
Inconlstenclos of this emotlonal forco, As Menonoro Romatios K=
pressed It, Moreto has "“discussed loye, 143
Our author belleved in the superlority of Intellect and logic;
yet, here was an emotional force which, however Irrational, hevers
theless, did not hestitate to measure its strength with rcason, He
had faith in the freedom of the human will to choose; yet here wasa
power that scemed to have all the strength of destiny itself, He
exalted gencrosity of soul as one of the most admirable of qunlitics;
yet, in love he found a force which was often repelled by generosity
and attracted by ill-treatment, Love, a glant'in its strength Is a
child in its whims: it cries for the moon. Once in posscssion of
that moon, however, it loses all interest in its toy unless some of

its playmates evince an interest in its possession, As Torrezno -

expresses it, in Primero es la honra (I1, 9, p. 238), a man’s wife and
his “olla” are good only when absent, Here was a force which re-
fused to be pigeonholed in our author’s world of virtue guided by

intellect. Its very enchantment, then, lay In the “reason of the lack v

of reason,’" 148
To sum up Moreto’s philosophy, one-finds in his pages the

honorable code of the teacher who is naturally temperate, hot
the inspired vislon of the high priest, It is on the whole & prac-

tical outlook which Is conducive to noble living, 1t Is, furthermore,
the personal code of an individualist, though it is in many regards
80 conscrvative, so entirely in harmony with that of the stalus gio
that at first glance it secms conventional rather than personal, In-
deed, I doubt not that Moreto would ordinarily sce in convetition
the crystallized form which racial wisdom has assumed, It Is an
outlook which finds a panacea for human ills in evolution rather
than In revolution. And this evolution can come only through edch

W0, elt,, p. xxll.

48 Svo B.ALE, LIV, p.xx—", ., , nl qulse como Cnlderén esplritunilzae la
pasién amorosa, nl como Tirso, matorinlizarln, nl embellecerln como L.opo} nl
discutirla como Moreto; ni enaltecorln como Alnreén,”

8 This “lack of reason’ {s argued at length {n Kl desdén con ol desdén (L4Lp2)
by Carlos, who distinctly resents hls own oglenlity, this “avenging fury of love”
which has come to disturh his tranqull, freo exlstenco, '

3
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individual's exercise of virtue and reason, In turn these must be
the product of education that is spread through example rather
than precept. Hence, the nobleman’s obligation to be noble,

It is an cthical point of view which looks backward to Marcus
Aurclius and forward to the Age of Reason; it is, moreover, one*

which is, in so far as it reaches, identical with that of his noble con-
temporary Spinoza, 14

¢ From the Foundations of Moral Life, one may select at random the following
scntences:

The primary foundation of virtue is the preservation of our being accord{né
to the guldance of reason,

To act in conformity {then], with virtue s nothing but acting according to the
guld_ancc of reason,

It is therefore, most profitable to us in life to make perfect the intellect or regs
s:)ln as fur as possible, and in this one thing consists the highest happincss or bless-
cdness,

1f we live according to the guidance of reason, we shall desire for others the
good which we scek for oursclves, B

Minds, nevertheless, are not conquered by arms but by love and gencrosity,

!
iy
-




CHAi’TER II1

MORETQ’S PLACE IN LITERARY
HISTORY .

i, His Success or FAILURE IN TiHE VARIOUS GENRES

Before arriving at any conclusions as to Moreto’s ;?lace iﬁtlller;
ary history, one must first note the abserzce from his then‘ r\el ;) »
certain genres, That the playwright consc1f>usly or uncons; 0 :hy
veered awdy from a portrayal of the tragic is evidenced ‘yhl ;
fact that there is not a single play in his whole secular theatre !wu ¢
conforms to the technical requirements of a tragedy—and n:,
too, when both logic and good stagecraft call for an unhappl)t'heltxh-
ing in four of his dramas. Had Primero es la honra ended w y e
death of Laura at the close of the sccond“act, it would hu\;& cin
8 drama surpassed by few in the whole M{;Ia de Oro, Had lolrtct 0
had the courage to carry Jf Licenciade Vidriera to Its m;vn l, cr
conclusfon, what a magnlficent drama of human Ingrat tu‘t ] ;vc
should have had. How unpoctlc the Inst-mi'nut(f pur('lous 9f S;n;c ;c;
in *T'ravesuras son valor and of Don Tello in kI vahc,nle Just lc ero

What interpretation should one give to Moreto 8 x}vc;‘s t:l\ to
the tragic? Does it find explanation in o pi}cxﬁc and kindly clx;];
perament that could not see poor human flies suffer, even 0{10 l:e
stage, without attempting to rescuc thqm? Is the xms;v'ct;1 e
found in a mistaken conception of clasaic restraint w u}c‘: n%l .
him an arlstocratic aversion for anything that verges on the N \fnZl
dramatlc or deeply emotional? Docs it lic in a certain :mobr o
shallowness of character that could have no comprchcn; ionth I
traglc depths of despalr? 'T'he gfcn;\'cm‘l tone qualitics of his the

nt to a combination of the three. .
w°u11?022:0 was lHkewlse lncking Inn sense of th? epleand hism{!\c.\xix::
It is true that Ferndndez-Guerra classified \!unten p{::’y.s ?:g e
torical and traditional,”! and with *Le refer mes & Pmu e

*Il rey D, Enrigue, el Enfermo, collaborations which weze un

- so0. The last three of these, it will be noted,

- 114 THE DramaTIC ART OF MoRETO

to the critic, the list would have been fifteen, With a liberal inter-
pretation of the term “historical,” I can find only nine aside from
the two last mentioned: (1) Anttoco ¥ Seleuco, (2) La fuerza de 1
ley, (3) Los jueces de Caslilla, (4) Cémo se vengan los nobles, (5)
*Travesuras son valor, (6) Ll valiente Justiciero, (7) * £} mejor par de
los doce, (8) *I] principe perseguido, and (9) *tEl prenei pe prodigio-
were written in collabo-
ration, and definite dramatic sources can he found for al] cxcept the
first three, F urthermore, in the case of Los jueces de Castilla and La
Juerza dela ley, there fs good reason to Buppose as Immediate
sources plays which are now lost, Indeed, as we have had occasion
to point out previously, Menéndes, y Pelayo felt Moreto's Los jueces
dc Castilla 8o close to the original that he included it in his cdition
of Lope de Vega's works in licu of the lost one which is mentioned
in the sccond list of /i peregring.? In the cuse of La fuerza de la ley
Schaefler cites from Lope de Vega’s 77 marqués de Mantua o pas.
sage which explains the discrepancy of the close of Moreto's story
with the version of history and suggests a lost source ag explanation
of this change. Thus, it is possible only in the case of three out of

the eleven that Moreto drew his matcerial from non-dramatic
sources,

Nor can it be claimed that Mor

the revision of any of those histor
trace. Only in Cémo se vengan los

eto attained unmixed success in
ical plays whose source we can

Is even more unsatisfactory because the star
inal has been replaced by an entirely ban
vengan los nobles, Il valicnte Justiciero,

k tragedy of the orig«
al ending; and Cémo se
and *Ll mejor par de los doce

have lost the noble poctry of their sources,

Aside from Moreto's deficiencies in the lyric and the tragic,—

3 In additfon to the evidence which th

N

at {llustrious critic hng adduced (Las
obras de Lopede Vega, Vol, V1 1, Estudio preliminar, pp, clxxvii-clxxxix) to prove that
Morcte's play is very close to the original, one may point out further that the high
percentage of redondillys (67%) and the sixty lines of arte mayor (II, p. 6) find no
Parallel in Moreto’s entire theatre, and furthermore, that the comic element is not
fused with the main plot as ordinarily happens in his theatre,

# Schaeffer, Op.cit,, 11, p, 174,

(1) dnfloce ¥ Selemeo, () s sa venpan K:q_ uf&:e:.'gs) B iej;m:;::;:ﬁg

v, ($) Y13 Fseee do Dies, (3) YR & mesums impraidle, wei f.?’f’ ; €'~x~«'3a o

Ln'ﬁzma delaley, (N Uantad innadieesdic %:.'xa, («) I.;sljs:r}flwiw:);.d‘ ‘Pﬂniqc,
mefor par de los doce, (10) * {137 yﬂncife prc:da;gv'm, (1Y) Las tr

(12) *Travesuras son valor, (13) Ll valiente justiciero,
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factors that assuredly link up with our author’s failure in thé hatoic
play,~it is not improbable that his Italian ancestry may it Part
explain his lack of success in this genre. There is no evident# that
the fires of patriotism, local or national, ever flamed high in
Moreto’s breast. That deeply-ingrained nationalism which per-
vades the plays of Lope de Vega is never felt in our dramatist’s
theatre. Morcto is thoroughly cosmopolitan, He not only does hot
create an opportunity (as docs Lope so frequently) to pralse his
country at the expense of anothet but he even rejects the ovecaston
when It is offered. tLa gala de nadur 1s to me o doubtful play, but
the following conversation is so characteristic of Moreto’s polnt of
view that I cannot forbear quoting it:
FrorA: ¢Cémo por Espafia os fué?
RaMON: Es estremado pafs,
FLora: JAficionados venfsp
RauMON: Aficlonados, no sé,
porque tengo para mf
que el mundo, cuil més, cuél menos,
componen malos y buenos,
ucs las mismas cosas vf,
ay sabios e ignorantes;
hay cuerdos, Flora, y hay locos,
falsos muchos, finos pocos , , .

Hombres que se tratan bien

y hombres que ‘se tratan mal,

unos que dan bien por mal

Yy otros que dan tal por bien, , , , .4

In the florid praise of Madrid which is to be found in *Nutlrs
Sefiora de la Aurorg (111, Pp. 258-259), I cannot but see th# Yocal
enthusiasm of a collaborator, On the other hand, the comedles of
this Spanish-Italian playwright are equally devoid of any enthusi-
asm for Italy or Milan, a city which is characterized by Flora
(*1acer remedio el dolor, . 44 a.) s one of “flores” and “tratnas.”

In the novelesque, Morcto wad bven less successful, The thirteen
listed in this group, five of which are exclusively his, are improbable
in plot, inconsistent and colorless in characterization, devitallzed
and devoid of emotional sincerity in dialogue. As an admitet of
Moreto I should gladly remove them all from his theatre, salvaging
to his credit only the rollicking scene of the lawsuit in Las fravesuras

4 Za gala de nadar, I, p, 170,
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de Pantf;ja (.III, 6), the unusual character of Rosela in tLa gala de
nadar (if this be his), and an occasional comic dialogue between
Servants such as that in Fingir y amar (11, P. 19) where Cantueso

of-fact, too reflective, too old in outlook to believe in his own fairy
tales. Hence, the lack of gusto that the modern feels on reading
them,

On the other hand, such comedies of intrigue as Trampa ade-
lante or El Parecido en Jg corle are, among their kind, the best that
the Spanish stage of the seventeenth century can offer. Here are
situations in which the boor protagonists, swaying now this way,
now that on the ropes of chance and mistaken identity, make their
Way to an appointed landing—to the immense relief of an audience
whigh has held its breath for some three hours; graciosos, not over-

‘er’s sympathy and even his admiration; dialogue that spar-
kles with puns and equivocal remarks. Furthermore, here are plays

which call for neither the tragic nor the heroic,~nor the lyric, so

essential to the expression of the one or the other type; plays which,
though as improbable as the novelesque, are openly farsical and
need, therefore, conform only to the elastic mould of the genre;
Plays which give the author’s sense of humor full swing. In a word,
here are comedics which are thoroughly suited to Moreto, It is not

be considered doubtful or apochryphal.

It is, however, on those comedies classed as plays of character
and idea that Moreto’s fame must finally rest, In these, as in his
plays of intrigue, there are interesting situations skilfully directed
to a satisfactory climax and dialogue that is, as a rule, delightfully
flatura]. But one finds more, Morcto has shown consummate art
in introducing his characters, in analysing their motives, and in
Presenting them before us ag human beings who are consistent in
thought and decd, Characlerization, action, and idea go hand in
hand to form a play of symmetry and beauty.
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It is this harmony of the part with the whole which is the #tost
distinctive feature of Moreto’s secular theatre; and it is a love of
balance and decorum and a dislike of the bizarre and the extreme
which not only explain his choice of subject and the success o lack

of it that he attained in certain genres, but which also, as we have

seen, determined even the details of his craftsmanship,

2, His POPULARITY AND INFLUENCE AT HOME AND ABROAD

While any accurate estimate of Moreto's influence must re-
main a lask_for the future, it will not be amiss here to give sotne
general {deas concerning the dramatist’s Popularity in his owti day
and in the centuries that have followed. Sefior Cotarelo y Mo, in
listing the plethora of manuscripts, sueltas, and collections that
have been made of Moreto’s comedies,® bears eloquent testitnony
to the pleasure which our author gave the reading public of Spain
of the seventeenth and early eightcenth centuries. If furthet evi-
dence were necessary, one might point to the long list of plays
which have been falsely attributed to him by enterprising book-
dealers.? ‘

That this popularity lasted throughout the late eighteenth and
early nineteenth centuries may be proved by the annals of Matfa
Ladvenant” and Isidoro Maiquez.® In the life of the latter we find
by actual count that between the years 1793-1818, his compaty
staged El desdén con el desdén 32 times; No puede ser, 30; EI
Parecido en la corte, 28; El valiente Justiciero, 19; De fuera vendrd,
17; El lindo Don Diego, 16; *El principe perseguido, 14; *La fuersa
del natural, 10; Anttoco y Seleuco, 8. Most of Moreto’s infettor
dramas were tried out from one to five times, Of the 70 plays of the
Golden Age which Don Bernardo de Iriarte considered suitable for
representation in 1767, 11 are Moreto’s.? In this same list ate In-
cluded 21 of Calderén’s, 7 of Rojas’, 3 of Lope’s, 1 of Alarcén’s and
none of Tirso’s. There scems reason to conclude, then, that ‘tick-

¥ Sce Biblografia de Moreto. There are still others in the library of the Ukilvet-
sity of Pennsylvania and in the Ticknor collection of the Boston Public Libraty
which are not there included.

¢ Sce Cotarelo (Bibl., pp. 10-18, 40~43) and pp- 7-13 of this study. )

! Cotarelo y Mori, Estudios sobre la historia del arte escénico en Espana, Aturie
Ladvenant y Quirante, Madrid, 1896, :

& Cotarclo y Mori, Isidoro 3. alques y el teatro de su tiempo, J, Perales y Mat-
tinez, 1902,

? See Cotarelo y Mori, Iriarte y su época, Madrid, 1897, p. 67.

118 - fI‘m: Draumatic ArT or MoRETO

nor’s statement concerning the seventeenth century, ‘‘of those that
divided the favor of the public with their great master [Calderén],
none stood so near to him as Agustin Moreto,” would hold equally
well for the eighteenth century. '

I have no figures for the middle of the nineteenth century.
Ochoa!® in 1838 characterizes EJ lindo Don Diego as “one of the
comedies which still cause most laughter in our theatre” and EI
desdén con el desdén as “undoubtedly the best comedy which our
language possesses.” In connection with Ll valiente justiciero he has
occasion to speak of “the immense popularity which this comedy
enjoys.” And in 1856, Ferntndez-Guerra, could sny, “Pocos de sus
conlemporineos ticnen tantas comedins que se pucdan hoy poner
en cscena sin necesidad de alterarlas ni refundirlas,”t

‘There were revisions and imitations, nevertheless, Bl Parecido
en la corte was in the seventeenth century made to conform to the
literary unities and the moral propricties of the day by Don Tomé4s
Sebastidn y Latre. Z! valiente Jjusticiero had according to Cotarelot
three nineteenth century versions: one by Don Dionisio Solfs, ane
other by Don Jos6 Ferndndez-Guerra, and the third by Don Calixto
Bolddn, Yo por vos 9 vos por vlro was in 1826 revised by Don José
Ferndindez-Guerrn us Ir contra of viento, Il Caballero, reworked by
A certnin P, Y, del Lo may he found In o manuscript of the

~Biblioteca Municipal, dated 1833, an A cada paso un acaso, o I}

Caballero, *La fuerza del natural became in 1827 under Bretén de
los Herreros! clever hand £! principe y el villano while Las travesuras
de Pantoja so struck Zorrilla that he offered it to the public as La
mejor vazén lo espada, D, M, Catalina reworked El Licenciado
Vidriera in 1852, including it in a collection entitled E! teatro (See
British Muscum catalogue). . .

Out of Spain, one may point to the various translations and
adaptations, Schastidn y Latre's version of il Parecido en la corte
was in 1770 translated into French as Le ressemblance and included
in the three-volume collection, Théatre Espagnol, El desdén con el
desdén was put into German at least twice during the nineteenth
century.C. A, West in 1819 adapted it as Douna Digna and Dohrnt

¥ Tesoro del teatro espulol, Purls, 1838, Vol. 1V, pp. 249, 279, 308,

$0p. cit., p. xxviid,

12 Cotarclo, Bibl., p. 39, 12 Cotarelo, Bibl., p. 21,

Y Pseud. of Joseph Schreyvogel ; the play was published in Lelpzlg. Ses Spant.
sche Dramen Uberset:t, 1843, Vol, 11,
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ationen, sowie dje Sprache tiefer Leidenschaft, welche die besten
ramen Lope de Vega's, Tirso's, Alarcén’s, Celderén’s und Rojas
auf den hUc.hsten Gipfel der Poesje erheben, suchen wig verge-
bens, , ., Seine Characterzcichnung is oft sorgfiiltig, bis jns Exgn-»
zflne. ausg'cmalt und psychologisch richtig, aber grosse kithne
Umirisse wird man—seinem Natyre]] gemilss—nicht bej jhm g
den.” Jtinemanps is even harsher: "
“Y entre los méritos de Moreto Jcudl puede conquistarle yng,
corona? yLa byeng disposicitn de syg fibulas? Parg ello no es
menc.stcr un talento levantado, {La inteligencia, o cult’ura la
S?V(?l‘ldad moral? Valen cllas, cstéticamcnte, mcn:)s todavfg ,J,El
fire académico, ¢l tono de sclecta socledad? En o] drama son vicios
porque Je r!uilnn ln naturalidad, In animacién, ln vida, Mudanlo cn'
frfos y fustidiosos didlogos de gentes que plensan Y eatudian lo que
vin n declr y que no hublan o Impulsos (e} sentimento y ?lcl
coruzon. Por esto, fulto de Inventiva, fulto de coracterfstien falto
de fuerza, falto do riqueza en ¢l didlogo, cn ¢l verso, Murém c,scrlbc'

:‘ , C()mC(“tlS muy franccsus in
coloras (]C 3 o {
sald i ) y SILIdﬂ.S, muy f(,IHCHlICS y de

translated it in 1843 as Trolz wider Trots. It also found it§ way
(1870) into Hungarian as Kozonyt kizinynyel through the bifices.
.of V. Gyéry, Already in 1862, it had been turned into French
by Habeneck as Dédain pour dédain. Ellindo Don Diego was in 1858
published in Italian as Don Diego, il damerino® and in 1876 in -
Hungarian as 4 Szép Diego. El valiente Justiciero was also trans.
lated into German by Dohrn in 1843 and included in his Spanische
Dramen U’bersetzt; in 1858 it was published in Italian as Il valents
géudice with the version of El lndo Don Diego just mentioned, In
1898 Gassler offered *Caer para levantar to the French reading pub-
lic as San ‘Gl ds Portugal, Moreover, It has been asscrtcg that
Moreto's influence may be scen {n the works of the Itallans, Catlos
Gozzi and Rafacl Tauro; of the Frenchmen Molitre, Linguet,
Thomas Corneille, Scarron, Dumdnlant and Marivaux; of the Efg-
lishman John Crowne; and of the German Schroeder,
I

Literary history has not been so kind to Moreto as the dramatic
public, For a century and a half it made no effort to discover the
facts of his life, When Ochoa would wrlte the first blography of him
In 1838, ho could find no source of Information other than an {1
lustrlous gentleman of Toledo worthy of all confidence” who Bupe
plled him with the fow roferences that are to bo found In the iife of
Balturar de Moscoso y Sandoval, Since Ochon's dny, Fernfndozs
Guerra and others have added to our knowledge of the facts of
Moreto's life, but estimates as to his place in literary history have
varied according to the temper and nationality of the critic. -

German authorities, loud In thelr admiration for the exaltid
themes of Calderén and for the staggering imagination of f.ope,
cannot forgive Moreto for his deficlencies in these respects, His
crime is that he has been content with a low aim. Schaeffer reluce
tantly accords him the sixth and last place among the heroes of the

Spanish dranm2!” but finds that even his masterwork is the product
of a dapper Don Dicgo: “cs ist ein psychologisch fein angelegtes,
geistvoll aufgebautes Drama, aber dic grossen Gedanken und Situ-

And, indeed, French criticism, recognizing in Moreto's careful
wf)rkmanship “that instinct for perfection which was only too ra
x\:zth SQanish dramatists of the Golden Age, 19 hggq evid}c’:ml 'fc;:
'lnm a .kmdrcd spirit, Sismonli, Gassier, and Viel-Custel are allyloud
In their praiscs, The last of these calls him;ro ¢ premier fncone
lestablement (s podtes dramatiques de son pays aprés les deux
| 8runds hommes que noys venons de nommey [Lope and éaldcrdn]

ne leur est méme inférieur peut-ttre que par une circonstance qui,
:]tgccitc p!gt‘ot 81 pcrson.nc que scs ouvrages, 1| pardit avolr 616
| mc[:](ttj’r’vu ¢ cette fecondité inventive quiles distingualy sf ¢minem-
‘ Spmzish critics of Moreto, while granting Moreto's plagiaristic
‘ lcn(!cncxcs, have in general interpreted them as a result of dra.

mafxc conditions of the day rather than as a lack of creative jma i
| hation.” They have, moreover, been content to point out his virtugcs

‘ B Guillermo Jtnemann, 17ist, 4 ]
e Bty o7t e v Hishodelu lif, esp, 3 antologta de la misma, Friburgo

" See Menénder y Pelayo, st
W22 202 ) enéndez y Pelayo, Estudios sabre el teatyo do Lopede Vega, 111, Madrld,

80 Essuai sur Jo hédtre espagnol, Parls, 882, Vol, 11, pp. 39-40,

 See Fernndez-G
. 1§c ernfindez Guerra, 0p, clt., pp. xH-xiif and Narciso Alonso Cortés, Op,

1% Sco Teatro scello spagnuolo, Vol, V, Torlno, 1858,

¥ Sce Hurtado y Palencla, 0, cit., PP, 732-736; Gassler, Op, cit., pp. 347-383;
Enrlco Carrara’ Studio sul leatro Ispano-veneto di Carlo Gossl, pp. 47-54; Alonso
Cortés’ editlon of Moreto, Cldsfcos castcllunos, Madrid, 1919, p, 28. T have not ate
tempted to verlly any of these statements,

¥ 0p. ¢it., pp. 186-187,
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work out their own destinies and thys
c.losc. If in his better plays he borrowed his materfals, he wag
Singularly independent in his use of them, He stood apart 'from the
Calderonian current, rejecting both the extremes of the pundonos

~ bring the pl

and his defects without glving thelr dictum s to relative values, § L€ play to a natura]
It is & question of difference and not necessarily of inferjorityt®
If Moreto's work Is placed in comparison with that of Lope,

- Tirso, Calderén, or Rojas, one cannot deny that they surpass him
In creative imagination and in wealth of Iyric expression, One must
admit, moreover, as we have seen, that the author of LI desdés con
¢l desdén had no talent for the epic, the historic, or the tragle, and,
In 80 doing, concede that he had not the versatility of the meh Just
~mentioned. He stands nearer to Alarcén in spirit than to any of the
other dramatists of the Golden Age. With him he shares a tendency
to moralize, & talent for plot-construction and for logical charactere
lzntlon, o predilection. for stralghtforward dinlogue; but one docs
not feol In his comedien that depth of emotiona! nature that I8
discernlblo In thoso of the Mexlenn dramatist, He has, moreover; &
occnslonully pald tribute to the age by Including conceptistic argue /

!

y:

ments, On the other hand, he {s, for mo, superlor to Alarcdn In his
portrayal of women, in his sense of the comic, and In his use of tho |
didactie,

Of the six dramatists, Moreto Is nearest the carly nincteenth
century. E, Martinenche, after pointing out that the great contrls
bution of the Spanish comedia to the European theatre was the
Introduction of idealized love and honor as mainsprings of drt:-
matic action, laments the fact that only too often the protagonlst’s
behavior {s not In accord with his noble aentiments, that his love
lacks profundity, slncorlty, and constancy, and that ns n result the
characterization seems inconsistent and the action incomplete,
“Clest le grand défuut de ln comediu espagnole; elle ne donne que
des Indications, Elle esquisse un caractire ou un gentiment sans
jamals le pousser jusqu’au bout, et cllc va se perdre dans des coms

 plications d'intrigue qui risquent d’¢toufler ou de cacher sa véri-
table originalité.”s It is just this fault which Moreto felt so keenly
and just this defect which he sought to remedy. He has created
characters who do not offend modern sensibilities by their Incon-
sistencies or their bad taste, He has put these idealized men nnd
women in an atmosphere of intellectuality where they scemingly

S —
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£ This Impartlality may be scen in Romera-Navarro, I{st, dela b, esp., Hedth
and Co,, U.S.A,, 1928, pp. 374-378; Hurtado y Palencla, /7ist, de la lit, esp.y Mae
drid, 1921, pp. 735-736; Menéndez y Pelayo, Estudios sobre el feairo de Lops ds
Vega, Mudrid, 1922, pp. 229-230,

3 La comedia espagnole en Francs, Parls, 1901, pp, 98-99,
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APPENDIX

1, Tue AUTHENTICITY OF CERTAIN PLAYS or Moret#

A. ‘COMEDIAS" WHOSE AUTHENTICITY IS DOUBTFUL
ON THE BASIS OF EXTERNAL EVIDENCE

*La adnltera penitente

n La addllera penitente (the story of Santa Teodora) .w“ first
pdlfza!c‘lein the Parte IX :f the Escogidas (Pedro Rodriguez, Madnc&, 16571),
it was attributed to Céncer, Moreto, and Matos, J ua:n'San'z, of the edrly
eighteenth century, likewise published a sueltfz, ascribing it to the 'satm?
three men. There is, according to Cotarelo (legl., p. 1?), a manusc? pto
Dec, 27, 1669 in the Biblioteca Nacional \vhxch attnbugcs the Fay to
Moreto alone, and Duréin (Paz y Melia, Piezas manuscrilas, p. | (;l o
apparently seen a play entitled Santa Teodora .wh{ch bcnr:ﬂs .Ca erd rl; 8
name. Such a manuscript was extant in Vera Tassis’ time, for it is listl;: {
him as one of the apochryphal plays ascribed to Qaldgrén. Hartzenbusc
(B.4.E., Vol. VII, p. xxvi), following Vera Tassxs,.lxsts‘lt among the manu-
scripts incorrectly attributed to the great d_mmntxst. There 13) no reference
in La Barrera (Catdlogo), Schacffer (Geschichte), nor Pérez I'ast'or (Dfnc}::-
mentos) to any such play by Calderén. I h_nve not fro'm.thxs. side (:i the
Atlantic been able to locate its present hiding place—if it exists today.

In November of 1651, Sebastisn de Prado made arrangements with the

ty of Toledo to represent among others the “new play,” Santa Tcodon'z.
‘(:éc}; Cotarelo, Scbas%‘dn de Prado, Madrid, 1916, p. 78). If this is Mo:l'eto s
comedia, as Cotarelo suggests, the play was to have been given ng;; nlo)n
February 28, 1658 (this time under the name of La adxtllc{a pen cn‘cd,
but the performance was postponed when the Marqués de Lliche t:{’ll'fr e
away two of the actresses to pructk:lc9 g )zarzucla for representation before
king. (See Rennert, Op, cil,, p. .

t}w.»'\do‘l;fo(de Castro hsjs a{temptcd to prove that the play is l?y Calderén,
particularly the first half and the first scenes of Act III.(U na joya df&c&wt-
cida de Calderdn, Cadiz, 1881, 48 pp.). It is not to him 1m;30551b fd Z.
Moreto (or even Matos or Chncer) may have collaborated with Cnh l;ir l:
in the remainder of the play. Cotarelo (Bibl., p. 20) conced_es .that t le rts
act may be Calderén’s, but feels that Act II is Fharacte.rxst}c (_)f M lvm (;
and Act IIT of Matos. Fernfndez-Guerra (0p. cit., p. xxxx)_ is lx.kew sel }?
the opinion that Act II is Moreto’s. His argument rests‘p'nmnnly(r: gntche'
six-syllable endechas in the last half of .»}ct 1 wlnc.h sntirize the Cchet"
these, he declares, cannot have been w’r,ntten by either Matos or

4 i fis ampulosos y gongorinos. .
: més[e:rlr?sinn;l;ned t?o thinkythge pslgay is the product of collaboration, 1ot of

is poi few i the chang-
a single hand, In favor of this point of view, one may point out g
ing c%)nception of the gracioso: the ebullient Morondo of the lutt;r h‘:}'fc;:
certainly a contrast to the staid moralizer of the first sccnc_s.lT i twith
on the lyrical in the first half of the play, the declamatory dizlogu ,
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its exclamatory parenthetical asides), the grave philosophical tone of cer.
tain portions: such details point positively toward Calderén as the author
he play, One might note further that the conception of
rous heroine is rare among Moreto's situations, though
hot unknown in his religious theatre,
It scems equally improbable to me that Moreto wrote the second act
Jo the last half of it, He was not given to satire on the Church, and
as Mr., Morley has pointed out (0, cil,, p. 163), he has ordinarily avoided
six-syllable endechas except in very brief songs. They are, on the contrary,
quite in the humor of the festive Chincer or even of Matos, both of whom on
3 occasion wrote delightful verses in short lines, One finds 22 quintillas in the
': third act (pp, 24, 29). If Matos did not use quintillas, as Mr. Morley thinks
3 (0p.ci,p. 172), then the third act would not be his, but Moreto’s. Posi-
’ tively, one may note in favor of Moreto’s authorship of this act, a tendency
of the gracioso to coin a verb from a proper name, (See morondear from
" Morondo, p, 26). I am inclined then to attribute the first half of the play
to Calderdn, the last half of the second act to Cléncer or Matos, and the
third to Moreto, but the proof on which such conclusions rest is slender,

tLa cantela en lg aniistad

This comedy, first printed in the Pare XLIIT de diferentes aulores

(Zaragoza 1650) by Juan de Ibarra with the title of Lo que merece un

" soldado, is also known as La cautcla en la amistad and Cautelas son amis.
lades. Morcover, the catalogue of Medel (Madrid, 1735, p. 35) cites a
comedy, Los dos Carlos, which La Barrera concludes is the same, The play
Is attributed to Godinez under the title Cautelas son amistades in two edi-
tions of, the seventeenth century, and under this title was represented by
Juan Martfnez before the king on Sept. 13, 1635, (See Rennert, Nofes o3
the Chronology of the Spanish Drama, Modern Language Review, 1907, Vol,
11, pp. 331-341.)

Fernfindez-Guerra (0p. cit., p. xxx) describes it thus: “diab6licamente
confuso, complicado e inverosimil e} argumento, los caracteres todos
falsos, y de cllos, aun bajos ¥ repugnantes.” Cotarclo (Bibl., p. 22), dis-
cussing its attribution to Godfnez, declares: *, , | Ia dejamos a nombre de
Morcto porque nos parece suya por el carficter del gracioso y porque no
parcce del estilo o género usual en Godfnez,” Schaeffer (Op. cit, 11, p. 43 7),
on the contrary, saw in it g comedy “dem Stile des letztern [Moreto]
entspricht es jedoch keineswegs, wohl aber der Schreibweise unsers Godinez
in sciner splitern Periode,”

In my opinion, Morcto did not write this comedy. I do not believe our
author, cven at the immature age of Scventeen, was guilty of a plot so
confused and so wholly episodic nor of feminine characters so repugnant

- and 5o lacking in decorum, One may point out in regard to the versifica-
: tion that two acts end in redondillas instead of romances and that the
last act employs only two metres, redondilla and romance.! Finally, one

t Nevertheless, such poverty of versification within the act itself, though rare,
not unknown in Moreto’s theatre. See Lo fuerza dela ley (11), Lo misma conciencia
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tdo
it none of Moreto’s peculiar metaphors or turns of phraded,

gg? :elel; t!tmntol know Godfnes’ work sufliclently well to assert that the \iv!:)rk
is his, but the characteristics are certainly those of his epoch rathe than
of Moteto’s,

{Dejar un reino por otro
and )
*No hay reino como el de Dios

Cotarelo points out (Bibl, pp, 24-25), there are two distinet ver-
sion?sof Dejar ug reino por olro y mdrtires de M. adfzd, both of wlﬁkﬁtm‘:
ordinarily linked with Moreto’s name. Tgm one, which we shall la 1:’0 b
first,” is ordinarily known by the title__]ust given; the other ll;y t lhey
reino como el de Dios. Though dealing w:t.h the same gcfnerfll subjee ’s n)-’
are so different in development as to justify us in consTdcrmg thent ag ¢

i arate plays.

megfsﬁﬁ; first gOnfcdy, there are three manuscripts (with some szl‘rtlne“ht:l)l'
all belonging to the seventeenth century or the begmmng of the cu_.‘,l :ltcr " d;
It was first printed (under the title Dejar un reino por olro g.‘mE rhives de
Madrid) by Roque Rico de Miranda in 'I’arl'c .XLI V of the ! C'I["’hcrc
(Madrid, 1678) as the work of Céincer, Villaviciosa, and M'?lx"c o;ulatcd)
are also varfous sweltus. The editions of Leefdacl (I:I 0. 236, Scwln a, uA tet)
and of Juan Lépez (Murcia, undated, 35 pp.) attribute the pdny‘ to otsbnrry
Moreto alone. I have not seen the first of thcse;.thc second :IM (;1 il
in its final lines the name of any author. ’I:hc Viuda de Jos¢ de S’{sn e
lished this same version as the work of Cristébal de I\Ioany /)( i ﬂnnlly'
10, Valencia, 1761) under the name Los Irfs soles de A{ adrid, ni’ .n rbosu’s’
it has been ascribed in a suelta Ito MIutos 15 ;z;g);osﬁ, ?v (x:r‘:,f:nl;geoti B e
ing to Salva (Catdlogo 1, p. . Ho Y artera
1(7324?:;?31.‘1%41) on this( point, Medel attributes the play to “ties in
H n )
gcnflg}s).ere are likewise three manuscripts of No Ix(_zy reino co;;:o elbd:; gl;«;:é

however, all carry the title Los mdrtires de Madrid. One of these

i i i he work of Clneer,’
1670. This second version has been printed as t! . ’
g'?tt)icto, and Matos by Antonio Sanz (No. 67, Madrid, 1730, 16 fuaves)

i 1 id; it tarties
i itle No hay reino como el de Dios y mdriires fic Madrid; it ¢
Xllglr tnl:ler:es in the cgncluding lines, There are also cdxtiunﬁ ofI Itl‘n?dtg;}; 1‘)]};
Diego Lépez de Haro (Sevilla, 31 pp., undated) at‘x‘d by't ¢ 'u‘;" o
Tomis Lépez de Haro, which print the play as b)_r tres ingenio fn o
not scen the first of these; the sccond, though attributed to ;rlsis : 55 b its
on the title page, carries the names of Clincer, Moreto, and Ma
ing lines, o .
concéz;la"ﬁo (Bibl., p. 25) states that bot.h comcdle)s are dcnvgd f::)t;i %35:
de Vega's Los mdrtires de Madrid, published by }cdro Bhlxs g ’me b the
+~XXXIX, Huesca, 1634, Study of the three plays m‘volvedl‘}:ad s:'d e ny
“" conclusion that only Dejar un reino por olro y mdrtires de Madr

i Lwt verse
acusa (1), and Las travesigras de Pantoja (I1I), all of which use only the twi ve
forms, i

-

126 " THE DrAMATIC ART OF Mozrero

direct connection with Lope's work, Moreover,
comedy that would point to it as Moreto’s handiwork, The style {s not
characteristic of him, in that jt is extremely culteranistic; nor the method
of revision, in that he has not reduced the number of characters to & minj.

there is nothing in this

the gracioso plays. The bombastic description of a battle,
matters of versification (predilection for romances,

usc of double /aisses of romances without intervening
point to Matos as the author of the first act, I do no
edge of the work of CAncer or Villaviciosa is suffic

Yenture an opinion in regard to the part which one o
bad in it,

as well as certain
absence of quintillas,
metre on p. 8) would
t feel that my knowl-
ient to entitle me to
r the other may have

1En ¢l mayor imposible, nadic pierda la esperanza

Included in the so-called Verdadera tercerg parte of Benito Macé
(Valencia, 1676), which is, as Cotarclo has shown in his Bibliografta (pp,
15-18), an apochryphal edition made up of sucltus, this play I8, in a seven.
teenth-century manuscript, attributed to one Juan de Lemus under the
considers the name Juande Lemus
y . 160) concludes that it js g pen

in order to escape the Inquisition,
since the plot in its dénouement could hardly have been acceptable to the

Church, La Barrera (Cutdlogo, P. 210) presents the problem but does not
attempt to solve it,
"he conclusion of the edition of 1676, which, according to Cotarelo, {8

taken from the suelta of Juan Sanz, is as follows:

Esta historia eg verdadera,

¥ pucs vemos que esto pasa,

Yen el mayor imposible

nadie picrda la esperanzq,”

Y Don Agustfn Moreto

no Ia pierde; que a esns plantas

quien humilde el perdén plde

con facilidad lo alcanza,
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manuscript of the Biblioteca Nacional (No. 2276), which &ttrib- ;
Et‘:ts :ll:: comedy tg Juan de Lemus and wh'ich b.elongs to the_ end 0§4t9h)e ;
seventeenth century according to Paz y Meclia (Piezas manuscritas, P, ’
ing lines: ‘
b for ts concludi gY el autor la escribi6 & Instancias {
del mismo don Manuel
¥ pues vemos que se casa
aunque cerquen imposibles,
nadie pierda la esperanza;
i yo la quiero ggrdcelr e
. de alcanzar perdén de faltas.

This manuscript may have found its way ipto grint, for Scﬁsfffe:
states (0p. cit., 11, p. 160): “Der Vcrfa:sser_ besitzt ein Exemplati ese:
Stlicks mit dem umgekchrten Titel: Nadie pierda la esperanza en e maym.'
imposible in einer anschcinclrlxd ctwa 1640 gedruckten Comtidlen'aamml

A nnot place this-collection, . . .
lun%eifhf; havepI been able to determine th? identity ’of Don Ju&n (i:
Lemus.? However, I do not believe the play is I'\Io'rcto s, Thelsc(:it n% bt
Portuguese, and the author apparently possessed intimate knciw.,e ge‘;3 3
cerning the city of Faro (Sce mention of e{ solo del qucrq, II. » 1 i;: nov: .
Furthermore, the plot is no way charact?rxstlc. The situation is guthe nov-
elesque in type and is, morcover, one wh'xch would certainly mei:jilt eu:cc |
demnation of the Church. The protagomst,. Don Manuel, would reno ince
his priestly robes in order to marry a certain Dofia Ana, bu't cscaq.)tti1 B‘e'rose ,
impossible, Suddenly he discovers that at birth he was baptlzcd'vlw)n s
water” instead of the “natural water”‘wh{ch the Church prescri cs.t b e
the first sacrament, which is prerequisite to all others, was mcorlx;cch }; fil
ministered, he concludes that his vows are null and void. Thus he ‘:hos};
disengages himsclf from the bonds of the Church in order to as:mr;l‘el ose
of matrimony. It {s a plot, too, in whose mechanics one docs rfui\tI wto
loglcal drive toward a logical end which is 80 characterlstic o ; or; al:ac-

In regard to the characters, one may point out, as in. no wise c'8 e
teristic of our author, & hero who lightl.y renounccs h}s rehgxouls) vm\d ’who
without compunction kills a rival while wearing priestly gar D, %xnr vlgm,'
finally, marries the sister of his victim. Mor?over, Dofia Ana u: :hose o

of spirit is much nearer in type to the hgromcs of‘L:pe ths..ix. o i
Moreto, and the dialogue, both of the grzcso:o.andro. t.&.e.hc’:fx‘..:. cx}_w"
lack of delicacy which is ssldom to be found iz L::'::E s ;._eit::._‘a ::;
Dea Rodoizo is 3 soperduons chrmiser, 2od somestuons coams

v w:-‘n \f smpnn

e WSLITET.

3 = Spofuiee m 4T mom mads
¥ Iz FTrmows I8 er 3w g Sa&sz:,:“.::.;:m m........_...L, b

Al eprernis L2 iy

Guiso Lemos bxiter

8l Luis Péres o] gollego

no le dice I verdad, *
The first two lines could well apply to our comedy, glven its unorthodox
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As to the metre, one may note that the percentage of redondilias (489%,)
is unusually large,? that Act T has only two metres (

romance and redondillg),
and that one finds fomances of assonance e-p incrusted in other romasnces

of o. Finally, the type of silva (aAbBcC) is not characteristic of our
author, The metre and characterization would point to Montalbfin’s epoch
rather than to Morcto’s,

{Escarramdn

Escarramdn, comedia burlesca que se hizo en ¢l Buen Reliro, First
printed in the Parte XX X VII of the Escogidas (Melchor Alegre, Madrid,
1671), it is not here ascribed to Moreto, according to Cotarelo, Bibl., p, 27,
This volume, however, can not be trusted. Matos Fragoso, who wrote the
dedication for it, has incorrectly attributed at least five of the twelye com-
edics included. The supposition that Moreto wrote this by
the following facts: The catalogue of Mede] (1735) cites it as his work, list-

]
Ing at the same time an anonymous Los zelos de Escarramdn, which La

omedy in question. A seven-
teenth century manuscript of the Biblioteca Nacional (See Cotarelo, Bibl,,

p. 27), which carries the title Los celos de LEscarramdn, comediy burlesca de
Aloreto, substantintes La Barrera’s conclusions, "The title has no relation.
ship whatsoever with the contents of the work,

In my opinion, the play, which is a satire on the capa y espada comedy
with its ducls, its cruel brothers, its ladics disguised in men’s clothing, its
conventional ending where gl are so arbitrarily paired off, is not Morcto's,
In the first place, it js the only one of thig genre among his long plays,
There are, morcover, none of the remarks that ordinarily characterize
Moreto's graciosos, and the versification is in no wise what one would ex-
pect, There i3 not one of Moreto’s indisputable works which shows only
three verse forms: romances (669), redondillas (30%), and oclavus (4%).
Neither is there one in his whole theatre which does not include either
silvas or pareados, Finally, Moreto consciously avoids the use of different
scries of assonances without intervening metre, Yet in Act 11, pp. 361-363,
we find three such /aisses; €-0, ¢-d, 0-a,

There are references within the play to Olmedo, San Martfn, and per-
haps to Chncer that I find difficult to interpret, The Barber, a spirit from
the other world, is talking to the Governor (I, pp, 3064-365):

GosErNADOR: ¢Quitn cres, phlida sombra?
BAKuERO; El Barbero soy que vuelyo
a ser en estn comedin
el muerty cusamentero,
San Martfn me dié 1a mucrte
en la comedia de Olmedo
. donde ha un afio que padezco

® Le confusion de yn Jardin (50%), i Principe prodigioso (52%), E! rosario -
perseguido (619%), and Los Jueces de Castilla (67%) stand higher In their percentages
of redondillas than En el mayor imposible, nadie pierda la esperanza, but I consider

he first three doubtfully attributed and the fourth merely a revision of one of Lope

de Vega’s (now lost) which has kept the redondillas of the origina]
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GonEeRr;

Barsrro;

In Act I1I (p. 367 and p, 369), we find also these words of the Gabetmdor .

without context:

" de hoy mfis, como muerto honrado
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¥ donde estoy condenado

& venir en cualquier tlempo
a hacer en toda comedia

de San Martin casamientos,

Ha, San Martfn, San Martfn,

¢ dénde cstfis? Sal aquf, puerco,
¥ pues por tu causa ghors,

en el purgatorio peno,

a estos sefiores prometo .
que no has de escribir comedia
en que no salga el Barbero,
Seftores, ¢hay quicen se case?
Respondedme?

Sefior muerto,
aun la comedia no acaba;
véyase, y vuelva a su tiempo,
que estfin aquestos sefiores
averiguando unos celos,
¥ faltan dos o tres pasos
para‘'dar fin al enreda.

L L e e B T T

Para la Gltima jornada

una hora les doy de tiempo;
hfiganla pues luego. Y t,

t4, San Martfn, poeta scco,
que eres don Quijote en prosa
y eres Sancho Panza en verso,
para todas las comedias

que hicieres, me tigiies clerto,
que han de ser, aunque te pese
del mucrto casamentero,

V acabé la mojigangn

del laureado San Martin;
perdonad, por Dios, sus trampas;
que yo, porque mo eternlza

le he do pagar, y la paga

serd descasarle luego,

porque su mujer le enfada;
vhyase Carnestolendas;

y al purgatorio s¢ vaya

¢l muerto casameniero,

Dios o8 dé muy buenas Pascuas,

130 " Tag DRrAMATIC ART OF MoreTo

Mas vhigame Dios, ¢qué es esto?
Sin duda se desencaja

del ciclo cl signo de Céncer;

no hay tal prodigio en Samaria,
[Aparcce en un tabladp ey la parts
de las Carnestolendas sobre un carro
e un bofelon y en lu oty parle

en correspondencia ¢! Barbero
mucrlo,)]

CAR.: Yo soy las Carnestolendas,

BAr.: Yo soy quien las comedias casa
de San Martfn,

We read in Rennert (0p. cit., p. 541) concerning Alonso de Olmedo ¥
Tofifio: “In 1638, on Shrove Tuesda » his company took part in the fiesta
in the Buen Retiro,” Now this play was performed in the Retiro as the
subtitle shows, and the words of Carncstolendas and others make evident
that it was performed at Shrovetide. Were San Martfn and perhaps
Céncer actors in Olmedo’s company in the year 1638 (or perhaps at some
carlicr or later Shrovetide celebrations) and had San Martfn played in g
mojiganga of Olmedo entitled EL muerto casamentero wherein g barber
receives his death (a dramatic oncasg result of poor acting?) at the hands
of San Martfn? Chncer at least did request an ayuda de costg in return
for having acted o play before the king (Sce La Barrera, 0, cit,, p. 62)
and probably would not have felt himself hemeaned to act in the company
of Olmedo who was g hidalgo by birth, Did San Martin then borrow the
character of the Barbero and is he promising that in future entremeses the
character will appear? Did he also nct the role of the Barbero In the
play?

Or did Chncer write thiy particulur play and is he satirlzing San Mar.
tf, perhaps for having borrowed Olmedo’s character, perhaps for having
played so badly the role In Olmedo's play? Certalnly, the comedy s in
content thoroughly characteristle of Clincer, The only works which he did
notwilte In colluhoration were the burlesoues, Lay travesuras del Cld and Lg
mucerte de Buldovinos, Morcover, he publlshed with Juan Vélez do Guevarg
another of the same kind, Los sicte infuntes de Lara, The percentuges of
romances and redondillus are, however, quite different from those of Las
Iravesuras del Cid, which has 20%, romances, 089, redondillus, 49 ocluyus,

The evidence is o conflicting that I do not feel that I can with any

certainty say who is the author of the play, I am inclined to think It {s
Céncer, '

There Is mentlon In T Burror (Cut, M O18Yof twa entromesay by the nme 1t
casatnentero. One slarts “Yo plerdo hombres y mujeres, ,, 1 Both aro Included In

& volume Tiempo de regoclio y Curnestolendus da Madrld (Luls Sdnches, Mudrld,
©1627). I Barrera suggests that they may hoth be Castlllo Solérzano’s work, There

are also several which Include the word barbero In thelr title,
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“Le finglda Arcadic

6 fingida Arcadia, first printed in 1666 In the Parte XXV of the-
E:céid'):sg(Domingo G'arcla y Morrfs, Madrid), was written two years
before, if Sefior Cotarelo y Morl (Sebastidn do Prado, p, 131) is right in his
conjecture that the Arcedia which was represented before Phillp 1V In 1664

8 the work attributed to Morcto. -
" Iartzenbusch Included this play In his volume of Calderdn becadse the
third act scemed to him characteristic of that author, (See B.A.E.iXIV,
froles to pp. 537 and 545.) Such an opinlon colncldes with that v “Vera
Tassis, who ascribes the play, as a whole, to Calderén, Moreto, nnd. \ Don
N.N.” Fernfindez-Guerra felt that the second act {s Moreto's (Men ]f,'
Jornada segunda se hallan nlgunos rasgos caracterfsticos de su estilo,
0p. cit., p. xxxiv), wherens Hartzenbusch dccln.res that its style Is such
as to prove that it is not his, Mr, Morley (0. cit., p. 168), after st‘?dying
the versification, reaches the same conclusion s Hartzenbusch; “ff the
distinguished authors , . . divided their labor up by acts, Moreto certalnly
did not write the sccond.” In this connection he points out thc' 68 elght-
syllable couplets with which the sccond act closcs.nnd the six-syliable
assonants it contains, The lack of redondillas in the third act, ‘hc fecls, at.xb-
stantiates Hartzenbusch’s opinion that Moreto did not write the thl_rd
act cither. By elimination, he is author of the first only, Cotarelo (0p. il
Pp. 27-28) obscrves that In all the editions of the seventeenth and elght-

eenth centuries the play is printed under Moreto’s name alone and ton--

cludes that its attribution to Calderén is without foundntior.\.
In this connection we may point out first that the final lines avel

+ ¢ y asf sea
ml escoger, pedir humildo
perdén de las faltns nucstras,

s of courso possiblo to construe tho “nucstras” as editorial or as & ton.
f:f:s‘nlon to tho (?xlgcuclcs of assonance, However, I cannot belove tht\l\nlhe
sccond act is Morcto's, Mr, Morlcy’s obscrvations concerning {ts verslficas
tlon scom quito valld to me, and'T find nothing In tho stylo that Al bln;-
tleularly like Moreto's, As for the thind act, one must grant that Lo b‘ (]
do San Alefo ts the only play ascribed to Moreto u!uno which cu‘n\;qt;;
an act entirely without redondifius, Yet, the academis (16, pp. 55‘--t ih
In tho third nct Is certalnly characterlatic of him, s Is the story of the

dulgo (16, p. 354, Morcover, In changing the dénousment of i.opcl:
:‘1‘:; ‘;:\ho:ilcs tc; l:'z:wm'd the faithful hero, the nuthor of this act hl‘ ‘t‘er;
tainly following the usunl policy of Morcto, There Is nothing in t ‘! ty :
act that can be adduced as positive evidence In favor of its attribut m:h'l: ;
Morcto, One finds in it a fragment of dinlogue (quoted on p, 54 0{ ih
study) which s thoroughly Calderontnn, ‘The gracloso throughout the |

omedy I i very pule figure for one of Moroto’s; on the other hand, the
;; "n‘;thl,n fny pzr{lun t!i‘o lyrical wealth that one usunlly associntes wit
plays of Calderén, Such conflictlng evidenco makes it lmposslbl%{wi:
with any degree of surcty that such and such an act belongs to orel
I am Inclined to think the third s his.
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1La fortuna merecida (Merecer para alcansar)

" This comedy was first printed under Moreto’s name in the Parte XLITT
of the Escogidas (Antonio Gonzélez de Reyes, Madrid, 1678) with the title
Mereeer para alcanzar and later in the Parte tercera of Moreto (Antonio
de Zafra, Madrid, 1681) as La fortuna merecida, Under the double name, it
it is to be found in a manuscript of the Biblioteca Nacional (No. 2148),
There is, too, a La Jortuna merecida in the Parte X I of Lope de Vega’s com.-
edies, a historical play which has no connection with the play attributed to
Moreto. Moreover, a work of this title is mentioned in the Log sacramental
de Lopé, which Restori would place between the years of 16311635, (See
Restori, Piezas de Hiulos, p. 29.) And finally, from Rennert’s Notes on
the Chronology of the Spanish Drama, we learn that a comedy with the .
name Merecer para alcanzar was represenied before the king by Bar.
tolomé Romero on Dec, 8, 1637, Rennert attributes it to Moreto. (Ren-
nert, Noles on the Chronology of the S panish Drama, Modern Language Re-
view, 1907, Vol, 3, p. 47.)

It is, of course, not impossible that it should be Moreto’s, written at
the age of nineteen or carlier, Its percentages of metre (romances, 71%;
redondillas, 219,) could be his and the closing lines might be those of a
youngster who timidly awaited the decree of his betters;

» . ¥ el poeta,
si al noble senado ofende
en querer bafiar sus plumas
donde tantos cisnes beben,
pide perdén de sus yerros
si ¢l humilde lo merece,

I cannot, however, believe the comedy is Moreto's work. Schaeffer
(0p. cit., 11, p. 169) says: “Auch Merecer bara alcanzar (La fortuna mere.
cida) weist keine Spur der Diction Moreto’s auf, ebensowenig zeigt die
Construction der Fabel scine Hand. Das Stiick liest sich, als ob es gegen
Ende der ersten Periode geschrieben witre,” Adding to this verdict, based
entirely on internal evidence, we may point out that the characterization,
Particularly that of the queen, has nothing in common with Moreto’s gen-

Crous women and that thig play is, in contrast to those of our author,
loaded down with classical allusions,

Yet, because of the high percentage of romances (71%), I doubt that
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*La fuerza del notural

First published in the Parte XV of the Escogidas (Melchor Sénchez,
{adrid, 1661) under Moreto’s name alone, it is in the concluding lines of
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other editions attributed to Céncer and Moreto.s The edition p;iﬂhﬂ in’
the collection of Fernfindez-Guerra concludes: . -

De Céncer y de Moreto

fin aquf las plumas dan

probando que &n todo sobra

la fuerza del nattiral,

But in a suelfa of the Ticknor Library (No. 4, without year nor plite} 18
leaves; without pagination),? the closing lines'are:
Y de Moreto los lauros
fin aquf a su pluma dan
probando que en todo sobra
‘ la fucrza del natural,

‘There are, moreover, two manuscripts with this title in the Bibiluteca
Nacional (Nos. 1337 and 1338). The first, which belongs to the end of the
seventeenth century, attributes the play to Moreto alone, This p}ay beglhs
““Neclo, ¢Qué quiercs?” and concludes “la fuerza del natural,” lines which
are almost identical with those of the B.A.L. collection, But the secm\gl,
written “for Francisco Correa, year 1668," carrics the headipg “Cottiedia
de Mattos y Chncer (?)."” The opening and closing lines of thl.s comedy dre
different from those of Fernfindez-Guerra’s edition; according to Pas y
Melia (0p. cit., p. 206) it begins “De ti lo que har4 mi padre” and con-
cludes “con eso acabado ests.”

As Mr. Morley points out in his study on the metre of Morets (pr.
n

168-169), the versification of the last act is characteristic of Matos {})
its lack of redondillas, (2) in its triple laisses of romances, an.d (3) Inlis
paucity of metrical forms. The large percentage of redondillas in Act I us
well as the fact that it ends in redondillas rather than in romances, would
in my opinion, point to Cncer.” The burlesque tone of tl'xis.act cou.ld polut
in the same direction. Act II is characteristic of Moreto in its versification
and in the academic excrciscs of wit which it contains. The problem #3 to
which is the more perfect lover, he who suffers in silence or he \yho pro-
claims his sufferings to the world (sce I1, 9, p. 222), is found also in Husty
el fin nadic es dichoso (I, p. 3). It scems not improbable that the three acts of
the play, then, were written respectively by (;{mcer, Moreto, and Matod,
though the date when the play was first published (1661) would polnt to
Morcto and Matos as the collaborators, since Clincer died in 1655,

* T am unable to tell from the studics of Cotarclo (Bibl,, p. 28), Paz y Mulla
(Plezas mannuseritus, Nos. 1337 and 1338); Ferndndez Guerra (0p. cit., p. xxxiv), and
La Barrera (Catdlogo, p. 280) just which carly edition carrics these lines, That of
Joseph y Tomés de Orga (Valencia, 1772) attributes it to Moreto and Céncets

¢ Cotarclo (Bibl., p. 28) declares it is from the press of Juan Sanz and that
was this edition which was included in the apochryphal collection of Benito Mncé,
Valencia, 1676, (Sce Cotarclo, Bibl., pp. 13 and 14.)

" Most of Céncer’s plays were written in collaborqtion. Las travesuras del Cid
has 689 redondillas and 25% romances. Aside from some songs and forty-elght
verses of octaves, there are no other metres employed. .
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tLos hermanos encontrados

This play, printed in the Parte X XXVII of the Escogidas (Melchor
Alcgre, Madrid, 1671) with the title Satisfacer callando and there attrib-
uted to Moreto, had previously appeared in the Paste VI de comedias es-
cogidas, published in Zaragoza by Pedro Lanaja in 1653 with the title EI

‘ - Salisfacer callando, y princesa de los thontes, In this earlier collection it is

ascribed to Lope de Vega. In the Tercera parte of Moreto (Antonio de
Zafra, Madrid, 1681), the play bears the name Los hermanos exnconlrados,
but the phrase salisfacer callando occurs in the text (II1, p. 307), There
arc in the Biblioteca Nacional three manuscripts, one with the title Sa/is-
Jacer callando (without an author’s name), the other two with the name
Los hermanos encontrados, These last two are identical with the first, ex-
cept that the closing lines are different. (See Paz ¥ Melia, 0p. cit., p. 468.)

La Barrera doubts that the play is the work of Lope de Vega. Schaeffer
(0p. cit., 11, 169) declares that internal evidence would indicate that it is
not the work of either Moreto or Lope de Vega, but rather of a disciple
of the latter. My opinion coincides entirely with Schaeffer’s, The absurd
plot, the poor characterization, the weak réle of the gracioso, the bellicose

The play has 479 redondillas and only 339 romances. Moreover, there
are in the third act twenty-five lines of blank verse, and the silvas that
occur in Acts I and 1II show g high percentage of seven-syllable lines,
Finally, Act I ends in guintillas and two laisses of romances (i-¢, a-0) are

run together in I (p, 286). If Mr. Morley is right in thinking that Lope
never brings two such series together (See Op. ¢it,, p. 169), then the work -

must, as Schaeffer has suggested, belong to some minor dramatist of his
school rather than to Lope himsclf,

*La mejor lung africana

Attributed in a manuscript of the Biblioteca Nacional (See Paz y
Meclia, 0p. cit,, No. 1929) to nine authors® as Lg luna africana, this play
has been printed in various suellas as the work of “tres ingenios.” (Co-
tarelo, Bill., p. 32.) Durfn names Calderén as one of the three, See La
Barrera, Cat., p. 56.

If Alonso Alfaro was responsible for a portion of this comedia, then it
was written before 1643, the year of his death, (See La Barrera, Catdlogo,
p. 12.)

The photostat copy of this, ordered from the Biblioteca Nacional, has
hot yet reached me, and I am, consequently, unable to give any opinion
a3 to the authorship of the play.

8 The authors named in order in the concluding verses (See Paz ¥ Melia, Op.
cit.,, p. 298) are: Luis de Belmonte; Luis Vélez, el afamado; Don Juan Vélez; el
macestro Allonso Alfaro; Don Agustfn Moreto; Don Antonio Martinez; Antonle
Sigler de Huerta; Don Jer6nimo Céincer; Pedro Rosete,
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tLa milagrosa eleccion de San Pto Quinio

Printed in the Porte XXXIX of the Escogidas (José'Ferné.ntﬁei de
Buendfa, Madrid, 1673) as the work of Moreto, this comedia is also found
in an undated suelts attributed to Montalbin under the name EI ¢drdencl
Morén.® Fernfindez-Guerra rejects its attribution to the g.uthor 3f Los
amantes de Teryel, declaring it & “necia supercherfa de los libreros.

There was a Milagrosa eleccion de San Plo V represented b?fol'e the
queen between Oct. 5, 1622 and Feb. 8, 1623, (See Rennert,. Spanisk Stage,
D. 236.) Moreover, there is mention in La Barrera (Op: cit,, p. 113) of a
La milagrosa eleccion attributed to Felipe Godinez, and in Restori (Pletas
de titulos, p, 101) of Lg milagrosa eleccion de Sesto V (La eleccién por la

virtud), written by Tirso de Molina, The eminent Italian critic suggests °

the possibility that there was confusion on the scribe’s part in making the
notation concerning the play which was presented before t'he queen,
Schaeffer (0. cit., II, p. 183) is of the opinion tha:t Moreto revised an gld
play, probably one by Claramonte, since there is in the comedy un_ er
discussion mention of one Clarindo (II, 14, p. 555) who “makes verses in
order to eat.” . "
If the play is by Moreto, it is no doubt a fewqumg of an eatller
comedy. However, I am inclined to see in its attribution to him the goo.d
business instincts of the printer José Fernfindez de Buendfa, who ‘“. this
same volume of the Escogidas has placed two plays of Lopc_de Vega Under
the name of Moreto and Matos Fragoso, and has erred in at least one
other case. (See La Barrera, Op. cit,, p. 701.) The play is not characteristic
of Moreto in that the gracioso is lacking and in that the character of the
villain Amadeo shows a cold brutality that is not found in even the tebe!s
of Moreto’s religious theatre. Moreover, the punishme'nt of xmp-alemcnt is
meted out to Amadeo by the protagonist with all cele;xty .and without any
traces of the generous sentimentalism that so ordmanly ch'aracterizes
Moreto’s heroes, Finally, the dialogue i3 heavily loaded with lltgrary and
historical allusions and is without any of those oft-repeated quips of the
gracioso which the reader of Moreto comes to expect. T}'1e yersxﬁcatlon is
characteristic enough of Moreto, but it also differs little in its percentfsges
of romances and redondillas from such a play as Lope de Vega’s S_an Isidro,
written in 1622, It seems not unlikely that this comedia attributed to
Moreto was the play presented before the quecn some four years after the

* The plays are not identical, however. Sec Bacon, G. W., The “comedius" qf
Monlalbdn, Revue Hispanique, 1907, pp, $4-55. Bacon considers L! cardenal M ordn
& revision of Moreto's La milagrosa eleccion and points out that there are lhes In
the former which praise Philip II; that the latter play has three characters less than

l cardenal Mordn and that the greatest varlation in the two texts Is to be found in
Act II, though generally the changes affect not more than & half dozen consecutive
lines. It does not seem to me at all inevitable (from the data given) that E! curdental
Morén should be the later form. In fact, from my study of Moreto's methods, m‘)’
conclusions would have been the reverse of Mr., Bacon's. The photostat copy of this
play, ordered from the Biblioteca Nacional, has been delayed.
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birth of our dramatist, As I do not have at hand & cardenal Moron, I
cannot venture an opinion on its relationship to Lg milagrosa eleccisn,

*Nuestra Sefiora de la Aurora

In the studies of Cotarelo and Fernéndez-Guerra, who evidently had
in mind the Escogidas edition (Parte XXXIV, José Fernindez de
Buendfa, Madrid, 1670), this play is attributed to Chncer and Moreto,
However, in the Paste tercera of the dramatist’s works (Antonio de Zafra,
Madrid, 1681), as well as in two suellas which I have scen,!? the comedy is
found under the name of Moreto alone.

Fernfindez-Guerrg (0p. cit,, p. xxxviil) is of the opinlon that Nuestre
Seftora de la Aurora was written for the festivities which were celebrated
In honor of the Virgin of the Aurora from September 27 to October 4, 1648,
and he points out, f urthermore, that there was a poctlc contest for which
Clincer wrote somo romances and guintillas, It {s In the last act and part
of the first that this critic sccs Moreto's hand,

There Is reason to think that the work s by two authors, for the
heroine Magdalena s, in the first half of the play, the “nicce” of Juan
Tarro, but in the pages that follow she is the “daughter.” Toward the very
close of the comedy, she is again the “nicce,” It seems fairly certain that
Chincer wrote those pages whercin she stands in the relationship of daugh.
ter, for it is in these (TII, p. 251) that the songs of the blind have been
introduced, Morcover, Iam inclined to think him responsible for part of
Act I, notably the Bypsy dance with which the play opens, and also for the
lnst six pages of Act 111, even though Magdalena is In both places “nicce.”

-The claborate praise of Madrid in these last pnges is not characteristic of

Moreto,” and it scems probable that the collaborators noted the dis-
crepancy of the heroine's relationship to Juan Tarro in certain pages and
failed to do so in others, Moreover, the first part of Act I is not representa-
tive of our dramatist in its versification: there are songs of seven lines,
and there are two lafsses of romances which are run together without i{n-
tervening meter, (See P. 229.) In my opinion, only the last part of Act I
and the first half of Act II should be attributed to Moreto,

YLa ocasion hace al ladyon
The attribution to Moreto of La ocasisn hace al ladron, which 15

“pluglarized from Lirso's La villana do Vallecas)® has been questloned by

1% (1) No, 340, without year or place, 18 pages follnted (spparently of Juan
Sanz) and (2) Nuestra Senorg del Aurora, Joss Padrino, Sevilla, without year, 28
pages numbered,

% Chncer "“tenc graclosos romances, quintillas de clego y Jocarns”—*“Dy sus
entremescs . . , merecen citarse Zog ¢iegos, Los gliunos,etc.” See Hurtado y Pelencls,
Hist, de la lit, ¢sp., Madrid, 1921, p. 741,

4 Sec p. 115 of this study for Moreto’s lack of Jocal patriotism, -

¥ Published first in the Primera parte of Doce comedias nuevas del Maestro Tirso

de Molina, Madrid, 1627, Sce La Barrers, 0. cit,, p. 387, The play is easily acces-
sible in B.4.E., Vol, v,
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Sefior Cotarelo y Morl (Bibl., pp. 41~42) and Sefior Narciso Alonsd Cortés
(Clasicos castellanos, 1916, pp. 17-18). As they point out, it was first
printed in 1667 in Parte XX VII of the Escogidas under the name of Matos
Fragoso, and not until much later' was it published as the work of Moreto,
Mr. S. G, Morley (0p. cit., p. 172), however, fecls that Scﬁo'r Alonso
Cortés’ s'trongcst reason for rejecting the authorship of Moreto “secms to
be that he dislikes to believe the author guilty of such outrageous plagi-
arism.” The versification, he finds, is “perfectly characteristic of Moreto,
far more 8o than of Matos who does not use quintillas , , . "

A careful analysis of the two plays leads me to agree with-the conclu-
slons of the above-mentioned Spanish critics, Aside from the fact that the
play was not attributed to Moreto until the eighteenth century and that
it was written in 1666' at o time when there Is reason to think Moreto
was not writing plays of lntrigu'c,“hthcro arc other excellent reasons for

xcluding the play from Morcto’s theatre,

¢ In th% ﬁratpplg.'cc, Mr. Morley's point concerning the quiniillas is not
8 valid one since forty-four of the forty-six that arc found in La ocasidn
hace al ladron are taken verbatim from Tirso’s play. The same {8 true of
the 120 octaves which occur in Act I and of a great majority of the re- .
dondillas which form twenty-one per cent of the play, Moreover, there are
evidences of the author's predilection for verso de romance: all verses added
and all substitutions of one versc form for another are in scries of romances.
These are the characteristics of Matos Fragoso, \

There is further Internal evidence that the play was not written by |
Moreto. The plot itself would not have been acceptable to our author, The ‘
situation, that of a herolne who follows a recalcltrant lover in order to
force him to keep the pledge of m?trlmony by which he has betrayed her,

re In our dramatlst’s theatre,t7

t n;tcl: to me inconcelvable that Moreto should have sketched the char-
acters of the protagonists, Don Manuel Is a rank scoundrcl' who‘ would
have been as repugnant to him as to the modern reader, In I‘i.rao s play,
the herolne assumes the disguisc of a country mald, In La ocasidn hace af
ladrén, she has become a swashbuckling young student, who, if less free in
speech and manners, is nevertheless not at all apologetic for her masculine
attire,

‘The heavy Indeltodnoss of La ocaslon hacs ol ludrdn to Tirso's comedy was
polnted out by Fornfndez-CGuerra (0p, clt., p. xxxlx), )
¥ The play was Included In the apocryphal Tercara parts, which bears on the
titlo pago the date 1676 and the pluce ancnclln, bult;;hlch was mado up of suellas
6 olghteenth century, (Sce Cotarelo, Blll,, p. 18, t
o th" '.l‘ﬁcre faa rclcrcnc);, g[, 6, . 409, to the marrlago of the Infanta Margaria to
the Emperor Leopoldo, which took place on the 12th of December, 1666, e, 1 :
1 See pp, 17-22, 24 of this study for the dates of Morcto's plays of intrigue. I .

cannot agrée with Sefior Cotarelo’s statement that our author ‘‘ya no esctibls

comedias” (Bidl., pp. 41-42),

¥ The playn' whereln such a situation occurs must with the exccptlolﬂ of dB
vallente fusticlero be considered doubtfully attributed. Sce pp. 71-72 of this study
for a discussion of this polnt,

o
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Finally, the method of revision Is not characterlstlc of Moreto, Our
author borrowed frecly, it s true, but there {s not an Instance where he
has becen 5o flagrant in his plagiarism,' Of the fifty-five scencs of the play,
over thirty are virtually identical with Tirso’s play, An actual count
would probably show that sixty percent or more of the lines have been
taken from the original, Indeed in the revision, the very order of scenes
is ordinarily the same except for the omission of some twenty which Tirso
bad used in developing an obtrusive subplot (that of Violante, Don J uan,
and Antén) and which the author of La ocasidn hace qf ladrén chose to
climinate, Thereby he was enabled to cut the play from 3945 lines to 2862,

*Oponerse a las estrellas

This comedy was first printed in the Escogidas collection (Parte v,
Pablo de Va, Madrid, 1653) as the work of three authors, but in the
manuscript of the Biblioteca Nacional (2448), as well as in the various
sucllas, it is attributed to Matos Fragoso, Don Antonjo Martnez de
Meneses, and Don Agustin Moreto,

Fernfiindez-Guerra sces in this play proof that the collaborators did not
always divide their work by acts, since there are in this case traces of
Moreto’s pen in all three, Nevertheless, it is the last which for him is
particularly characteristic (Sce Op. cit., p. xxxix). I agree with the Spanish
critic that traces of Moreto’s handiwork are to be found in all parts, but
the competitive exercises of the second act, which end in a dance that calls
for colors, recall similar scenes in JiJ desdén con el desdén, Furthermore, in
this dct the réle of the gracioso as a “British” prince is quite Moretean in
flavor, On the other hand, the songs of this portion are not characteristic
in their length—one being a quintilla, the other a six-line assonated song
of six syllables, In the first act there are no guintillas; it Mr. Morley (0p.

If the collaborators divided their work by acts, I am inclined to say
that the first is Matos’; the second Moreto’s; the third, Martinez de
Meneses’,

: *El principe perseguido

-La Barrera (Catdlogo, p. 276) says that there is an autograph manu-
scripi. of this play in the Biblioteca Nacional which carries the names of
Belmonte, Morcto, and Martfnez de Menceses, and according to Sefior
Cotarclo (Bibl., p. 35), one finds at the end of Act II a censnrg of Juan
Navarro de Espinosa of date Dec, 21, 1650, The L} perseguido, then, which
was staged in Madrid by Osorio before the end of the theatrical year of

1650 (Sce Cotarclo, Sebastidn de Prado, p, 73) was probably the play of
Moreto and his collaborators,1?

18 The third act of *EJ brute de Bubilonia shows a similar lack of literary con-
gcience, but it is surely not the product of Morcto's pen. Sece p. 154 of this study.
18 The play of Lope, Carlos el perseguido, is also known by this shorter title.

ere was, morcover, a comedia by this name which was acted by Cisneros in-1604,
Sce Rennert, Spanish stage, p, 453,
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I
& work was first published at Alcals, 1651, by Marfa Fernindez
Bl g:‘/nr de loz mefores ll,{«'n'a.v at the expense of Tomfs Alfay, In 1653 a:;
other volume contalning the same plays and with the same title appoar l
in Madrld, brought out by Marfa de Quifioncs at the expense of Manue
Lépez, According to La Barrera (0. cil, pp. 708-709), the two books ar?
the same, except that the one of earlier date does not carry the .name:) o
the authors, Vet Fernfndez-Guerra, in his analysls of the first volume ( {{’.
¢it., p. xlix) omits the name of this play cymplcte!y'while quoting Tgm :fl
Alfay in a statement concerning El principe prodigioso (See our stu z o.
this play, p. 139 for quotation) that seems to show clearly fhat the aut 01'f
ship, even to individual acts, was recorded there.. At least in the edltlgn o
1653, it was stated that the first act of E! principe perseguido was {vr‘xtteir;
by Luis de Belmonte, the second act by Morcto, and the third by 1' f o:\hc
Martinez. In spite of this edition and of the autograph manuscr pt‘,’t
comedy has been ascribed In a suelfa of the scventeenth ccntur); to ‘ rc:
Ingenios” and in an edition of Seville to Montalban, Medel lats {t a
ano;:g;:x:i evidence confirms the authenticity of the autograph, The sec-

ond act of the play s surely Moreto’s. The philosophic discourse of Juan .

ilio is entirely characterlstic of this dramatist. Mf)rcox:er, many of the
g?c::li:eisexprcssiﬂns of Moreto’s gracioses arc found in this portioin o!f’ t(he
drama: “Ni la toca, ni Ia tafie” (p. 15); “Malas Pascuas te dé Dios 1%
20); “Estoy hecho una ensalada” (p. 17); “malo, remalo, tutarm:mbzt
(p. 19). The percentage of redondillas (639) runs high in this part,

such figures arc not unknown in individual acts, (Scc_El dcfcnsor de s

agravio, 11, 56% or La fucrza de la ley, I1, 64%.)

T*El principe prodigioso

' it his

rding to Fernindez-Guerra’s edition of the B.A.E. (p. xllx), t
pla;} f::s ctl‘irs% printed in E! mejor de los mejores libros (Marfa Femdindﬁ.i’:;
Alcalg, 1651) at the expense of the bookdealer Tomés Alfay 'Who’i n s
introduction to the reader, says: ‘. ., como conozco fodos lqs ingenios qtes
escribieron éstas [comedias], me determiné & imprimirlasa mi costa ar:: .
que otros las sacasen, quitindoles sus legitimos dueﬁos:. ’Ac;ui (:ed sooﬁ
una tabla de los que escribieron este tomo, y el que escribi6 Jomz:.l x .s“S é
también se la atribuyo a quien la escribi6.” Fernﬁndez:Guerra ; ls. o

expresa en el fndice que es de Don J }mll\/l de I:'Ia’t:os la mitad desde el p

ipi ra mitad de Don Agustin Morcto.

mpl’%hz [l)?a;thns nevertheless been attributed in suellas to Montalbén, nrllltz
88 a matter of fact there {s little, if anything, in the comedy t};f;tltlecnato
elther Morcto or Matos Fragoso, Without knowledge of ‘l‘ts attribu ouln-

Montalbéin, Fernindez-Guerra declares (0p. cit., p. x1t); St por espec

in La Barreras
201 do not find an analysis of the contents of this volume

Caldlogo, On p. 278 of this invaluable work, I find, however, this x:?tc in coﬁn::ﬁ:l:
with El mejor de los mefores libros (Alcal4, 1651; Madrid, 1653): “En I e}ig »nm
Alcald que yo he visto, van las plezas anénimas. El sefior Guerra ha manejadd o
con expresién de autores,”
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cién de c6micos y libreros, no se bautizé este engendro miserable con los
nombres de Matos y Moreto, inicamente pudlera atribuirse al tltimo la
tercera jornada,” And, in truth, it occurs to one that Sefior Alfay protests
his virtue too much, )

Our analysis of the versification shows 52% redondillas and 36% 7o-
irances, figures that are characteristic of Montalbfn's epoch rather than
of Moreto's, Furthermore, the reader does not find the expressions of the
gracioso that he comes to expect in a play of Moreto. On the other hand,
the changes in characterization and plot structure that have been made
in reworking the comedia are thoroughly characteristic of our author’s
methods. I do not believe that the work is Moreto’s, Bacon (0p. cit., p. 62)
declares that “4t does not read like Montalbn’s work "

*El rey don Lnrique, ¢l Enfermo

In a manuscript of the Biblioteca Nacional (No. 2903) and in the
Parte IX of the Escogidas (Pedro Rodriguez, Madrid, 1657), this play is
attributed to six collaborators, but in a suellg of Valencia (No, 123, Viuda
de Jost de Orga, 1768, 32 pp.) it carrics the heading “De un Ingenlo,”

Under date of Sept. 22, 1655, one finds the following notation in Bar-
rionuevo’s Avisos (I1, p. 131): “Habrh ocho dins que vino Rosa, el autor
de comedias, a esta corte y ln primera farsy que ha hecho y que hasta hoy
dura ¢s la ¢omedia de Don Enrique, el de In espalda de carnero.” It {s not
stuted that the play Jy g Yeomedia nueva,” but the number of days it ran
would indicate that it was, .

In the copy to which I have had access In the Ticknor Collection of
the Boston Public Library, several pages are lacking, Consequently, I do
not feel that I can venture an opinion, I may point out, however, that the
characterization of the king and queen is like Moreto’s; and if one points
out its Joose structure, one has only to remember that ZJ valiente justiciero,
another historical play, sins in the same way,

YE! rosario perseguido

Attributed in a manuscript of the Biblioteca Nacional (No. 2942) and
in various swellas to Moreto, this play is in other editions® ascribed to
“un ingenio de esta corte.” '

Fernfindez-Guerra (0p. cit., p. x1i) characterizes the work as unworthy
of our author and adds: “Is probable que a escote se bosquejase el drama.”
Schaeffer (0. ¢it,, 11, p. 182) feels that the play “kann unmiglich von
Moreto herriihren, Die Derbheit des Plans und der Ausfilhrung, die fast
durchgehends angewendeten Redondillas, das Sprachgepriige der frithesten
Nachahmer Lope de Vega’s, die urwlichsige, handgreiflich derbe, aber fiir
¢in noch unverdorbenes Publikum hochst belustigende Komik, schlicsslich
sogar die Bihnenweisungen (2.B. “Sale ¢l rey enojado y dice”) deuten auf

% N. 111, José Antonio de Hermosilla, Sevilla, undated, 32 pp:; No. 111, Viuda
de Francisco Leefdacl, Sevilla, 28 pp. The Iatter edition is not listed in Cotarelo’s
Bibliografta, but it is found in a volume of sucltas of the Ticknor Collection of the
Boston Public Library (G. 3353.3, Vol. 1, 2nd play),
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das Ende des sechzehnten oder den Anfang des slebzehnten Jahthunderts
hin” o Diag
his play the scholarly German critic is Inclined to see Pedro Dfaz
El rIor.:atrio zgen);loncd by Ro{as In his Viaje entretenido (Madrid, Md.}, pp
127,128) a8 “good.” And Indecd from the standpolnt of the theatrleal pro-
ducer, it is easy to understand why the play should be so charz}cter[zed, for
Diego, layman and one-time soldier who' fights and swears with equal ;.n-
thusiasm, affords some immensely amusing scenes, Hx.zd Moreto once dis-
covered the type, he would, I believe, have rgpeat'cd it. i th
To Schaeffer's accurate estimate of the situation, one may add that

the comedy shows departure from Moreto's usual procedure in vexxlﬁcitl-
tion in that: (1) there are 619 redondillas, 29.% romances; (2) that cht .
closes with some seventy-six free rhyming l'mes of eight syllabled w }lxct
approximate the silve in the elasticity of their verse rhymes; and (3) }: a
the other two acts close with redondillas, though four lines of romancet have
been attached at the close of Act II1:

Y 8l el autor de csta historla

agradaros ha sabido

aquf tendrf fin dichoso

El vosario perseguido,

Certalnly the play s not Moreto’s.

§San Luis Belirdn

his comedy, published In the Parte XX VI of the Escogidas by Frane
c!sc'cl; Nieto (Mi'd!r)id, 1666) is Gaspar Aguilar’s La vida y muerle rli% 18::
Luis Beltrdn, included in the Norte de la pocsta espafiola, Valcnciaiv[ l'
It is also, in all probability, the play which was acted by Juan deF ﬁa i:
Medrano in June, 1608. (Sce Csam:. ggzh; Acad, de los nocturnos, ¥ Mar
ales, Pt, II, Valencia, 1905, p, 202, ,
Gmljf ilnt::mal c\;ldencc were needed to prove that the work Is not Mofbtic; 8,
one could easily find it in the disjointed plot‘, t?\e senseless charu‘cltek 29;
tion, and the percentages of versification: quintillas, 60%; redondil dté 2
%;-and romances, 6%, One might point a159 to t.he.blunk verse io}l‘llnd ;n ;
Act III and to the fact that two acts end in quintillas and the thitd in
blank verse,
*Travesuras son valor

re are two different lays, both dealing with t.he same situdtion,
whig‘}ﬁ):ar this name. One, I1vhich we shall label “revxsefi," is attrti;bgt;d 3
to Moreto in eighteenth-century suelfas and in a manuscript of the Bl }i Ou-
teca Nacional (No, 3319) of the same epoch. The other, which we & .at
call the primitive version, is found as an anonymous work in a matillscrip
of the Biblioteca Naclonal (No. 3318) under thg triple title Trdves't;‘ms
son valor; Sancho e} Malo y Sancho el Bueno, o El ejemplo en el casiigo, "This

# The complete title Is: Norte de la poesta espafiola, Hlustrado del sol do doce
comedias que forman segunda parle, de loureados poetas valencianos. See La;iﬁdrrm.
Catdlogo, p. 9. Sco also Schacfler's concluslons, 0. ¢it., I, p, 248; 11, p. 183,
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version Garcfa de Ia Iglesia printed as anonymous (In the Parts VIITT of
the Escogidas, Madrid, 1657) and still later it is ascribed to “tres ingenios’’
in a suclfta of Juan Sanz (Cotarelo, Bibl,, P- 38). Fernfindez-Guerra secms
to take it for granted (0p, ¢it., p. xliii) that Moreto Is one of the three,
In my opinion the primitive version Is not the handiwork of Moreto,
It is, in all probability, the Don Sancho ¢f M. alo which was performed by
Pedro de Valdés before the queen between Oct, 5, 1622 and Feb, 8, 1623,
(Sce Rennert, 7% Spanish Stage, p. 236.) Internal evidence supports this
theory. The play, with jts grucsome end, is entirely episodic, but it has g
virility of style unknown to our author, In matters of characterization,
one may point out the faithlessness of the hero, the spiteful attitude of

~ the heroine, the lack of delicacy in the comic scencs: these are points

which are more characteristic of Lopean imitators of the twenties than of
Moreto. The versification (redondillas, 449, and romances, 37%) would
point to the same period,

It docs not seem improbable that Moreto (with collaborators perhaps)
took the old drama of Don Sancho el Malo and before 1657 revised it un-
der the name Travesuras son valor and that Garcfa de la Iglesia, recogniz.
ing the similarity of the older version which he possessed to Moreto’s
comedy, borrowed the newer name while printing it as anonymous,

Just what authority Juan Sanz had for attributing this version to
“tres ingenios.” T cannot say. It is not impossible that the revision is the
work of three collaborators—hence the confusion—and that the eight-
ecnth century swclla is wrong in ascribing it to Moreto alone. One may
Dote that the protagonist strangles his rival in Act II, It is the only
instance in the theatre of Moreto where there is a death that takes place
on the stage, A collaborating hand would explain the retention of a scene
which must have struck Morcto as repugnant,

‘B, “COMEDIAS WIOSE AUTHENTICITY IS DOUBTFUL ON THE
BASIS OF INTERNAL EVIDENCE?

*La confusion de un fardin

In Acts II and 111 of Lg confusion de un jardin, first printed in the
Parte tercera of Moreto (Antonio de Zafra, Madrid, 1681),% Fernfindez-
Guerra (0p. cit., p. xxxi) sces a collaborating hand, perhaps that of
Figueroa. It is the loss of the character of the gracioso Vicente in this por-
tion which leads him to this conclusion,

- The point is well taken, for Moreto is usually at great pains to develop
the réle of his gracioso throughout the play. Yet the disappearance of the
character has a natural explanation: the confines of the garden, to which
the action of Acts II and IIT is limited, were too narrow to admit the

% Several of these plays whose authenticity I call into question had been pre-
viously declared apochryphal by Schacffer, but my conclusions were reached with.
out knowledge of the German critic's opinion,

% For the general Jack of reliability of the attributions of this volume, sce pp.
8-9 of this study,
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presence of another masculine character, It is difficult to see what #dle the
gracioso could have played, had he been present, There are in thé §econd
act phrases that are characteristic of our author, Furthermore, ths can-
¢idn of 111, 3, has a form that {s identical with one used in La vidd de San
Alefo (111, p, 24), except for the length of the tenth line,

On the other hand, the versification of the whole play is not particue
lasly characterlstic, One may note in this connection that Acts I and II
close with redondillas rather than romances, that the percentage of vedone
dillas is remarkably high, particularly in Act IT where it is 68%, that the
forty-seven lines of sélva in Act I are of the variety aAbBcC,

I am inclined to agree with Fernfndez-Guerra in seeing a collaborating
hand in the play, but I feel that the evidence is conflicting.

If Castillo Solérzano died in 1649 (?), then this play was ptobably
written after that date, for it is a reworking of his novel, La confusidn de
une noche,

tEl Cristo de los Milagros (E! Santo Cristo de Cabrilla)

This play, first printed in the Parte XXXIV by José Fernétdez de
Buendfa (Madrid, 1670) as E! Santo Cristo de Cabrilla, has the title £l
Cristo de los Milagros in the Tercera parte of Moreto (Antonio de Zafra,
Madrid, 1681). In the latter edition, the closing lines of the comedy have
been altered to read:

_ Pues acabe

la comedia aquf del Cristo
" de los Milagros,

cuyo perd6n os pedimos,?

It Is also found in a manuscript (No, 3040) of the seventeenth cefiluty In

the Biblioteca Naclonal as E! Santo.Cristo de Cabrilla, In every ¢asd it is
attributed to Moreto,

Though the authorship of this play has not been called into duestion, -

It has much about it that Is not characterlstic of Moreto, The plot s
eplsodic and disjointed: the tricks of Cantucso and Centeno vittually
amount to an enfremés which is Inserted in the last half of the first act and
the first part of the second, Morcover, the situation (that of a heroltie who
goes in search of an erring lover) as well as the characters who take part
in it, are unusual in Moreto’s secular theatre” The vocabulary, in tl_lat
one misses the stock phrases of the gracioso, and the dialogue are unlike
Moreto’s. A study of the versification offers nothing conclusive in the way
of proof, though the double laisse of romances (e-o, u-g)in the last act (p.97)

% Such are “no jusepices” (II, 4, p. 517), “Yo he de ser en este encletro el
cabestro” (11, 11, p. 520). For Moreto's tendency to coin verbs out of propet tames,
seep. 51, The sccond phrase quoted may be found in varied form in E} nejob amigo
el rey (I, 5, p. 602).

# Perhaps the word “Senado” is lacking In the third verse.

87 Technically, this is a religious comedy, but the love story and the cotttle elee

ment are so important as to make it virtually a secular play,
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and the predominance of the seven-syllable line in the silvas (pp. 100-101)
are not characteristic of him.

1El Encas de Dios y Caballero del Sacramento

This play, first published in the Parte XV of the Escogidas (Melchor
Sfinchez, Madrid, 1661) with the name of Il Eneas de Dios, has another
form in a manuscript of the Biblioteca Nacional (No. 1087) which bears as
subtitles the names ! Caballero del Sacramento and El blasén de los Mon-
cadas. In Parte IT of Moreto (Benito Macé, Valencia, 1676), the comedy
has the same text as that of the Escogidas and bears the title EI Caballero
del Sacramento. An inedited suelta of the eighteenth century (No.
1768), which is identical in form to the printed editions (Sce Cotarelo,
Bibl., p. 26), takes the name Lo que la religion puede en un noble calaldn 1

Moreto’s authorship has not been' called into question, so far as I
know, but there is little in the play that is to me characteristic of him.
In the utter disorder of plot and in the pale dialogue of the gracioso, it is
difficult to find any trace of Morcto, Morcover, the unusual length of the
play (3471 lines) and the carclessness of the author in bringing together
two or more luisses of romances make it doubtful to me, (See I, pp. 11-16:
¢-¢, a-¢, é; and 11, p, 29: 4, 4-a). If the play is not wrongly attributed, then
onc must surcly class this work under the juvenilia, It was represented
in 1650,2 but whether for the first time or not I cannot say. Rennert
(Spanisk Stage, p. 548) states that in 1651 Osorio de Velasco represented
Calderon’s comedies, El Encas de Dios and Antes que todo es mi dama. I
have not been able to trace the source of this statement,

The variant form which lies in manuscript in the Biblioteca Nacional
(No. 1087) may supply the key to the situation. The photostat which I
ordered of this has not yet arrived,

1Los engafios de un enganto ¥ confusion de un papel

The editions of Los engafios de un engaflo y confusién de un papel are
limited to two undated sueltas of Sevilla, one by Francisco de Leefdae]®
and one by his widow. Mention of the revolt in Lisbon of November, 1640
(, 3, p. 529) would indicate that it was written after this date,

After pointing out the improbabilities of plot, Fernéindez-Guerra, (0.
cit,, p. xxxii) declares: ©, , . pucde ascgurarse que no es de las mAs claras y
correctas de nuestro autor y que en algunos parajes, especialmente en los

5 With the title ! Caballero del Sacramento, there Is a play of Lope and still
another of Francisco de Aguilar, The latter is, according to Paz y Mella (Piezas
manuscritus, p, 170) the same comedy a8 E/ Gran Pairiarca Dow Juan de Ribera,
also attributed to the Valenelan,

% See Cotarclo, Sebastidn de Prado, p, 73: “Antes de acabar ol afio cémico
(1650) se habfan representado , . , £ Lineas de Dios,” stc,

% This edition fs not mentioned by Cotarclo in his Bibliografia, but I have seen
ltin a sct of four volumes which exist fn the Ticknor Library, It is 32 pages in
length, Leefdael belongs to the first third of the cighteenth century, He died before
1730, See Escudero y Perosso, Tipografia hispalense, p, 47,
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endecasflabos, se desconoce su pluma.” Cotarelo (Bibl., p. 26), following
the suggestion of Fernindez-Guerra, classes it as doubtful, Schaefter {0s.
¢it,, 11, p. 171) dismisses the drama by including it among those Which
should be numbered among the hackwork (Dutzendware) of Moretd,

In my opinion, internal evidence will prove nothing in this cdse, it is
one of those highly improbable structures that rest on eavesdropplhg and
mistaken identity, quite the type of La confusion de un Jardtn and quite
in the manner of the Calderonian drama of intrigue. The vocabulaty is
like Moreto’s, and the first scene of Act I is slightly reminiscent of El
Caballero. In its versification, one notes as peculiar only the fact that the
second act closes with silvas, If there is a collaborating hand, the ihterest
in the situation in Portugal could point to Matos TFragoso. 1t seems not
improbable, however, that it should be the product of a young ntat of
twenty-two who began his literary carcer by imitating the drama of in-
trigue which Calderén had perfected.

4Quién es bastante a loarte?

The first name of the play, then, was probably E! rosario or some variant
of it, and. it was clearly written to celebrate a festival given by the city
of Valencia in honor of the Virgin, though a cursory search on my part has |

not enabled me to identify the particular celebration, Act 111 (p. 62) con- |
tains these words:

Hoy en Espafia es el dfa {
en que con glorioso aumento ‘
celebra la naci6n mfa

Ia ficsta con gran contento
del Rosarlo de Marfa,

And later (p. 65):

quicro que a Valencia pases i
porque el dfa de mis fiestas
veas maravillas grandes,

There are in manuscript various other comedies by the name of EI ;
rosario, Nuestra Senora del Rosario, etc., all of which are found cited in 1
Paz y Melia’s Piezas manuscrilas (See pp. 370, 447, 448); and in Rojas’
Viaje entretenido (Madrid, 1603, pp, 127-128), there is praise of a play
El rosario by Pedro Dfaz, Whether our play has the same text as any of
these, I cannot say. ) *

That it is not by Moreto, I feel certain, Concerning its authorship, b
Schacfler declares (0. cit., II, p. 183): “Das Stitck ist ganz im Stile Lope
de Vega’s geschrichen; es, . . fst—gegen die Gewohnheit Moreto's—fast
durchgehends gereimt, Die Autorschaft des letztern erscheint demnach
aus innern Griinden zweifelhaft, withrend die Atssern Indicien: Abdruck
im 34, Bande der Zscogidus unter Moreto's Namen und Nachdruck im !
apokryphen dritten Bande Moreto (Madrid, 1681) kaum als Gegenge- i

LEl esclavo de su hifo

This comedy, printed in the Parte XXXIV of the Escogidas (José
Fernfindez de Buendfa, Madrid, 1670) as E! azote de su pairia vy renegado
Abdenaga, was included in the Tercera parte (Antonio de Zafra, Madrid,
1681) as El esclavo de su hijo. Moreover, there is in the Biblioteca Naclonal
& manuscript (No. 1158) with the subtitle Aufo de Nuesira Scfiore del Ro-
sario which begins and ends like the comedy printed in the Tercera Parle of
Moreto. (Sce Paz y Melia, Piczas manuscrilas, p. 179.)

In the edition of the Escogidas, the concluding lines are:

Ya se trocé en regocijo
el mal que sintiendo estaba
y aquf, Senado, da fin

E! azole de su patria, wicht gelten d'Urftcn.” Sticfel (Zeitschrift fur vom. Phil,, XXX1., pp. 357~ "
But that of the Tercera parte (1681) has for its last verses accordlhg to 35{3) argues with Schacfler that the work is not Moreto's, i
Sefior Cotarelo (Bibl., p. 27): : c‘A study of the :crsxﬁcauo.n o.f this comc'dy (quintillas, 38%,; redondillas, .
Ya se trocé en regocijo 21% ; romances, 23%) would .mdlcate that it was written in the early dec- 4
el mal que sintiendo estaba: edes of the 17th century,—~in the days when the silva and the décima g
v aquf, Senado, se acaba ! were not yet in gcne,ral use, 1"‘.01' instance, the percentages of metre are s
o ch'w o de s “’ hijo quite similar to Lope’s La conticnda de Garcta, which is ascribed to 1600 ¥
' . (7). One may note further: two acts close in guintillas and the third in |
The edition of the Tercera parte (1681) which I have at hand varles from redondillas; the lira is of the aBaBcC type, which is not found in any of
that quoted by Cotarclo in that it has, at the expense of the rhyms, re- Moreto’s well-attested plays, ¥

tained the third line of the edition of the Escogidas: Y aquf, Senado, da
fin,”

As o matter of fact, it scems falrly certain that the last eight lines of
the Tercera parie have been added, perhaps by Fernfindez de Buendfa, for
after 160 lines of romances (a-¢), one finds two redondillas, The concluding
lines of romances are: :

o
Ai;’bm (AR
N

i1 maumcag
- o

. ‘Finally, .thcx:c is no interest in characterization such as our author ex-
!ubxts.cvcn in his religious plays, and the character of the gracioso is lack ol
Ing, his place taken by some peasants and by a “cucrdo loco” who recalls ;

8 It' scems probable that the edition of the Escogidas had also had some lines ?
added, since the Assonance, to judge by Cotarclo’s quoted lincs, has been changed
from g-¢ to a-a,

1922” Sclc Buchenan, Milton A., The Chronology of Lope ds Vega's Plays, Toronto,
, D, 18,

Vamos y el Rosarlo vival
1Oh, Rosario, donde nace
8 las almag tanto bien!
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Valdivielso'’s. It was probably written by some dramatist of the Valencian
school 5

tLa gala del nodar es saber guardar lo ropa

The first and only edition which we have of La gala del nadar 3 saber
guardar laropa is that of Parte XXX VIIT of the Escogidas (Lucas Antonio
de Bedmar, Madrid, 1672),

It is not mentioned by Schacffer (Geschichie), but its authentlclty as
& drama of Moreto has not, so far as I know, been questloned, Neverthe-
Iess, I fecl that it belongs to the late Lopean perlod rather than to the
florescent years of our dramatist’s lfe, Tho characters of the first nct of
the play move with the vigor and surcncss of those of Lope de Vega,
whereas in the second and third acts the action becomes diffuse and ridicu-
lous. Moreover, the percentages of versification (redondillas, 41 %; romances,
39%; and quintillas, 12%) would point to the decades of the twentles or
thirties,

The play could be the work of Moreto in his early years, and Indeed
there is much in it that recalls his attitude toward life, Yet it is difficult
for me to see the hand of a young man in the portrayal of the character of
Rosela: with her dignified melancholy, which at times approachces the

- Wellsclimers of the nincteenth century, she is like no feminine character I
have encountered in the Spanish literature of the Golden Age. The gra-
cioso, too, who is nearer in type to Alarcén's than to Moreto's, scems the
product of a mature mind,

tHacer del contrario amigo (Empezar a ser amigos)

Though mentioned by Quifiones de Benavente in his Loa de Rueds 5
Ascando (1637~1638) as Empezar a ser amigos (Sce Restorl, Piezas de btulos,

p- 123), this play was not published, so far as I know, untll Lucas Antonlo
de Bedmar printed it in the Escogidas, Parte XXXV (Madrid, t671) .

under the same title, There Is, however, in the Biblioteca Nacional a manue-
script of the play (No, 3867) attributed to Moreto with the name Hacer
del contrario amigo,

Concerning the authenticity of this play, Schaeffer says (0p, cih., 11,
p.167): “Man glaubt bei Pritfung dieser Comédie eine mittelmissigere von

% 1t is usually thought that this play fv a reworking of Bernardine Rodtigues’
El venegado Zdnaga, and a rather cursory examination of the latter comedia londs
me to believe the chronology correct in spite of the early date I have assigned to
LY esclave de su hijo, Even though Rodriguez’ work was not published unti] 1638
(Doce comedias de varios aulores, Francisco Martorell, Tortosa), it gives every evi-

dence in its versification (quintillas, 61%; romances, 18%; redondillas, 8%; octavas;

5%; Hra,1%), of belonging to the 1590%s, Aslde from the verslfication, one may note:
the subject matter; the very primitive structure of the whole (particularly of Act I
whereln the historical characters of Fernando de Gonzaga, Andrés Dorla, Diego de
Guzmin, ctc., appear to give counsel to Carlos V); the complete absence of any
humorous character; the very vivid colors in which the cruclty of tho renegade is
puinted, One certalnly does not find the sentimentalized Moor herel
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Calderén selbat oder das Werk clnes strengen Nachahmers dleses Malstors
vor sich zu haben, Geradezy unmiglich aber kann man sle flir elne
Schipfung unsers Moreto halten, wenn man eine Anzehl selner unzwelfel-
haft echten Comudien hintercinander studirt hat.,” My opinlon coincides
entirely with Schaeffer's. It {s impossible to see Moreto’s pen In the utter
formlessness of structure, in the repulsive characterization, in the blind
acceptance of the ideal of the pundonor which characterize the play. In
its metres, morcover, it shows less variety than any of the comedies of
Moreto, as it is written entirely in redondillas (39%,), romances (54%),
and silvas (79,). In the lines of silvas (11, 123-125; 111, 136-139), there is a
higher percentuge of seven-syllable verses than §s customary with Morcto,

Iaminclined to sce in it the work of one of Calder6n’s imitators rather
than of Calder6n himsclf,

1Lo negra por el honor

La negra por cl honor, first printed In Parte XXX of the Escogidus, by
Domingo Garcfa y Morrfis (Madrid, 1668),% is surely not Morcto's.

Fernéndez-Guerra (0p, cit., p. xxxviii), seeking for an explanation of
the stress upon the ideal of honor, the disorderly structure, the poor char-
acterization, sces in it the work of a juvenile and untrained imagination
which sought to imitate Calderén, Schaeffer (Op. cit., 11, p. 171), how-
ever, after pointing out the similarity of the shapeless third act to one of
Lope's declares: “Es ist unbegreiflich, wie der Dichter von El desdén con
¢l desdén cinen solchen Unsinn zusammenschreiben konnte, wenn man
nicht—in diesem Falle zu sciner Ehre—annchmen will, er habe den Stoff
eines #ltern Stiicks geplindert.” My reasons for rejecting its attribution
to Moreto are the following:

"The plot of a heroing besleged by a deep-dyed villain s unusual in
Moreto’s theatre, Rarely, too, docs a woman adopt the disgufsc of man’s
apparel, Morcover, the stage mechanics are at times handled most awk-
wardly. In characterization, the heroine is noteworthy for her lack of
dignity, the gracioso for his lack of wit. The dialogue has, at times, the
childlike simplicity of a nursery rhyme, Finally, the versification shows in-
teresting deviation from Moreto’s usual practices: the play (3860 verses)
is more than a thousand linés longer than the average and more than 600
lines longer than E! Parecido, which represents the maximum for length
among Moreto’s unquestioned dramas ; there are sixty lincs of liras of form
aBaBcC (111, pp. 36-37); the silvas (L, 4, 7-8;11, 22; 111, 37) show a large
percentage of seven-syllable lines, :

Init Isce the work of a man who was at once the Imltator of Lope de
Vega and of Culderén: of one who has taken the worst from both play-
wrights. The work cannot be Moreto's|

1Sin honra no oy valentts

Concerning Sin honra no hay valentia, first printed in Parte XXV of the
E;cogidas (Domingo Garcfa y Morrfis, Madrid, 1666), Schaeffer (Op. cit.,

# This same volume attributes Lope de Vega's La merced en el castigo (under the
name of El premio en la misma pena) to our author,
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IT, p. 171) wrltest . , , “lat oln Stlick mit ausserordentlich unglelchom Stil,
elne Seltenhelt bel Moreto, Kin Thell lHest sich wle die Verse Lopt's und
selner nlichsten Schiler, efn andorer zelgt dlo gewthnliche Schretbart un-
sers Dichters, eln dritter Ist aufgeblasen und cultistlsch, Ebenso wenlg lst
dle Handlung zu loben.” Fernfindez-Guerra (0p, cit., p. xlil) Is even less
complimentary: “la intriga repugnante y confusa; los caracteres vlles o
bajos; el desenlace violento y ridfculo . , . con ¢l més punible pretexto, se
destruye un matrimonio legal para efectuar otros inverosfmiles, £l estilo,
ya hinchado y tempestuoso, ya humilde o chocarrero, es digno de plan tan
mal concebido. Si se lo sugirié a Moreto la escandalosa boda de Julign
Valchircel con Ia hija del Condestable do Castilla cuando era viva su mu jer,
dofia Leonor de Unzueta, porque asf lo quiso cl célebre conde-duque de
Ollvares, que lo declaré hijo suyo, el drama ha de suponerse cscrito en el
afio de 1642.” ' N

The versification of this play Is characterlstic of the date mentlohed,
though I sce no reason to conclude that It was necessarlly written the same
year of the marriage of Ollvares’ son. Morcover, I can find no trace of
Moreto in the comedy, The plot, which is disjointed, is such that it would
cause censure today, The male characters are utterly contemptible,
and the women, Eugenia and Estela, show nothing of that decorunt which

is the dominant characteristic of Moreto's women, Toribio, the gardener,

is not even distantly related to this dramatist’s gracioso. Morecover, nefther
the dialogue nor the vocabulary is characteristic, As for the versification,
one may note that the lirg of form aBaBcC (I, p. 1) and the silvas (par-
ticularly those of I, 10) are not those which we expect in Moreto’s theatre.

To the modern reader, the play is Insipid; yet, it offers two characters of

Interest: (1) Eugenla, who has the reputation of belng an exceedingly

clever judge, Is in her réle reminiscent of Shakspcare’s Portla; (2) Estela,
in refusing to marry the man who. has deprived her of her good flame,
plays a novel réle in the drama of the Golden Age. :

¢, ‘“COMEDIAS” WRITTEN 1IN COLLABORATION THAT HAVE Not BEEN
DISCUSSED UNDER EITHER OF THE PRECEDING HEADS

*El bruto de Babilonia

First printed in the Escogidas (Parte XX X, Garcla y Morrfs, Mudsid,
1668), this play offers no external evidence as to the division of lahor
other than the fact that the comedy Is attributed to the authors It the
following order: Don Juan de Matos Fragoso, Don Agustin Moreto, and
Don Jerénimo Chncer, .

Fernfindez-Guerra felt that Moreto wrote the third act and quotes
some lines from the gracfoso to prove it. I personally do not feel that the
vis comica of Moreto is so clearly defined, espccially when put in compari-
son with Clncer's, as to enable one to use jt as the sole yardstick of authen-
ticlty. In my opinion, the threc acts should be attributed to the authors
In the order given above, Both versification and the method of bortowing
indicate that the second act is Moreto's.
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The reader may note concerning ActI that: (a) it is entirely in romances
(92%) and silvas with the exception of a song and there are therefore, no
guintillas; (b) it contains two laisses of romances without intervening
metre; (c) it has an eight-line song; Moreto’s songs rarely, indeed, run more
than four lines, These are the characteristics of Matos’ versification,
As for Act II, it is characteristic of Moreto except that the percentage of
Fomances runs unusually high (85%) and that of redondillus correspond-
ingly low. Yet, one finds similar figures in individual acts of other plays:
Primcero es la honra (111), E! valiente justicicro (I1), Yo por vos y vos por
olro (I). Act 111, in its pereentages of redondillas (709%) and romances
(22%), is similar to Chincer's Las lravesuras del Cid, which has correspond-

Ing figures of 689 and 269,

In regard to the use of his sources, one may point out, negatively, that
there is no instance in Moreto's theatre® where the dramatist has bor-
rowed so flagrantly from the original as has the author of Act III, and,
positively, we may add that the sccond act is characteristic in that: (a) the
Aauthor, while following the general outline of plot, has developed his own
versification and dialogue, as Morcto was accustomed to do; (b) the
changes made in the characterization of the gracioso and the heroine are
entirely characteristic of Moreto; (c) the increased stress on the super-
natural is usual with our author in his religious plays,

*Caer para levantar

Cacer para levantar (the life of San Gil de Portugal), which was first
printed in the Parte XVI of the Escogidas (Melchor S&nchez, Madrid,
1662), includes in its last lines the names of Matos, Céncer, and Moreto,
but all of it could, so far as internal evidence is concerned, be Moreto’s.
Certainly one must agree with T ernfindez-Guerra, (0p. cil., p. xxx) that
‘‘en toda la primera [jornada] y parte de la tercera, recondcese al autor de
San Franco de Sena,” One may point out further that these two acts are
thoroughly characteristic of Moreto in their vocabulary and in their
method of borrowing; that the version of Carpe diem found in the first
act (I, 11, p. 588) may be encountered in similar words in La misma con-
ciencia acusa (1, 7, p. 103); and that Salid sin duelo, ldgrimas corriendo,
used as a refrain (111, 1, p. 594), had been employed more artistically
in Morcto’s La vida de San Alejo (11, p. 10). As Mr. Morley has said (0p.
¢il., p. 168), the versification shows us nothing with respect to the division
of lahor,

There is a San Gi! de Portugal attributed to Matos Fragoso (La Ba-
rrera, Catdlogo, p. 241), which has been published as a suelta, Since I have
not scen the comedia, I am unable to make any statement concerning the
relationship which may exist between this play and Moreto’s.

*El mejor par de los doce
With this comedy, first printed in the Parte XX XTIX of the Escogidas

% Sce Morley, 0. cit., pp. 169, 172,

* In making this statement, one must exclude La ocasidn hace ol ladrén, which
is sometimes attributed to Moreto.,
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by José Fernindez de Buendfa (Madrid, 1673), there can l.)e no toubt as
to the division of labor. In the middle page of the edition which I hav# used
(p. 17), it is stated:

Y aqui lo he dejado Matos;.

entre Moreto otro poco.
And at the conclusion of the drama, we read;

Y aquf Morcto da fin

# este verdadero caso,

*Nuestra Schora del Pilay

The suelta which T have at hand of Nuesira Sefiora del Pilar ﬂﬂzout
year or place, 18 unnumbered pages ¥) bears the follow.vlng eading:
“Nuestra Sefiora del Pilar, la primera jornada de D, Sebastisn dé Vmavi,;
closa, Ia segunda de D. Juan de Matos, la tercera de D, qust!n Moteto.
This play, which was published in the Parte V of the Escogidas (Pablo de
Val, Madrid, 1653)* is as certain a soporific as any that has fallen lnto my
hands. It is difficult to see in it the work of either Matos or Moreto, Tl'xe
third act seems 2 bit more characteristic of our author than the others in
its versification (the lira ABABCC, of p. 25 is characteristic of him) and
in the elaborate figure used by Jacobo in painting himself as a soldier of
Christ (111, pp. 28-29). )

The(re is EE inedite)d play of this same name with the alternatlve title
of Columna sobre columna, attributed to Don Antonio de Zamora (No.
625 of the Biblioteca Nacional) and another by “un ingenio”. (No. 24Q2)
which bears the date 1695. Furthermore, Durn states (Paz y Melia,
Piezas manuscrilas, pp. 98, 370) that there are still two oth'erg in tanu-
script: one by Lanini and another by Cafizares. The former is listed by La
Barrera among the works of Lanini (Catdlago, p. 201), but I find no men-
tion there of the work of Cafiizares. I have not seen any gf these plays and
cannot say whether Moreto’s comedy has any relationship to thent vt not.

*Santa Rosa del Perd

 In the edition of Parte XXXV of the Escogidas (Madrid, 1671), the edi-
tor, José Fernfndez de Buendfa, tells the reader that the first two acts are
the last which Don Agustin composed before his death and thnt’Don
Pedro Francisco de Lanini y Sagredo wrote the third in ordc':r to complete
the work. In the edition of Juan Sanz (No. 210, 20 leaves, without year or

lace), it is attributed to Moreto,
P In) ’versiﬁcation there is nothing to distinguish the third act ftom the
other two, but it is more gangling in construction than those which pre-
cede, Moreover, there is within it a game of dice pl.ayed by S?.nt& Rosa
and the Angel, which is clearly given as a lesson against gt'xmb.lmg, ahd a
pointed reference to a “tavern of the plaza of Madrid, which is the same

# It is an edition which s not mentioned in Cotarclo’s bibliographical study.

# T am unable to sny from La Barrera’s analysis (0p. cit., p.689) of th_h volume
whether the heading carries this same notation or not, At least it is there atttibuted
to the same three authors,
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as the infierno,” that are in no way characteristic of Moreto, Our author
studiously avoided personalities, and his ethical outlook was not of the
negative variety,

*La vida y muerte de San Cayelano

This play is in the Parte XXXVIII of the Escogidas (Juan Antonio de

Bedmar, Madrid, 1672) attributed to Diamante, Villaviciosa, Avellaneda,
Matos, Arce and Morcto, We shall not attempt here to decide which
sixth Morcto wrote, for the small evidence at hand is conflicting, As I
have had occasion to point out in a comparative study, thereisa similarity
between a comic scene of this play (Act 11, pp. 335-336) and one of Ef

- mds ilustre francés, San Bernardo (I1I, pp. 157-8), Morcover, the senti-

ments concerning the small value of earthly riches as expressed in Act I,
(p. 322) of this play are entircly characteristic of our author (See p. 99 of
this study for the quotation.) Finally, there are expressions of the gracioso
in the last half of Act 1II (“Pucs ¥o, pajas,” p, 345; “brinco y salto,” p.
350) which are found repeatedly in Moreto’s theatre,

This play was first produced in 1655, and so great was the eagerness of
the crowd that rushed into the theatre that a man was trampled under foot
until he died. The queen, too, was “dying to see” the play, perhaps be-
cause the Inquisition had forbidden its performance, (See Barrionuevo’s
Avisos, 11, under dates Oct. 30 and Nov., 3, 1655.)

2. A CoMPARISON oF CERTAIN Prays or MorETO WiTH
’ SUGGESTED SOURCES

*La adiillera penilente

and
La Maogdelena de N¢ poles (Rojas)

Sefior Cotarelo® has pointed out that La adgliera penilente “has the
same subject” as Rojas’ La Magdalena de N dpoles,® The protagonists are
not the same, however, for the play attributed to Moreto and his collab-
orators has to do with the life of Saint Theodora of Alexandria while-Ro-~
jas' work is concerned with one Magdalena of Naples, whose life parallels
in the large the events of Saint Theodora’s,

The plot of La addltera penitente may be summarized as follows: the

% Bibl., pp. 19-20. “Es muy distinta de £l prodigio de Etiopia, de Lope de
Vega; de Pilsoseme el sol, de Claramonte; del Negro mds prodigioso, de Diamante;
y del Negro mds alevoso y pirata del honor, anénima. ., , En cambio, tiene el mismo
asunto que La Magdalena de Ndpoles, de Rojas.” For bibliographical notices of
La adiiltera penilente, see p. 123 of this study.

@ This play, which was not known to La Barrera,fs to be found only In sueltas,
I have used a photostat from the British Museum, La segunda Magdaleno y Sirena
de Ndpoles, Comedia Jamosa de Don Francisco de Roxas, It is without pagination,
year of publication, editor, or place, 32 pp. There was & La Magdalena ncted by
Antonio de Prado from Aug, 24 to Sept. 8, 1649 which was perhapa this comedia.
See Rennert, Sp. Stage, p. 319, . .
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beautiful and virtuous Teodora, at the Insistence of her parents; arries
the wealthy Natalio although she is in love with Felipo, who has, ptevious
to her union with the former, gought her hand in marriage, Felipo, secing
that she disregards his many communications and that she is determined
to be faithful to her husband, contrives to get Natalio out of the house, to
enter Teodora’s apartments during the absence of her husband; and to
break down her resistance to his pleas. No sooner does she yield, however,
than she repents and retires to a monastery where she lives disguised in
man’s clothing, The last two acts are concerned with the various attempts
of the devil to make her again fall into error, with the efforts of the hali-
crazed Natalio to locate his wife, and with the fate of Felipo, who, after
turning bandit, repents and is redeecmed through Teodora’s prayets and
intercession,

The general situation of Rojas’ play is the same: in it a wife, who is
loved by her husband and esteemed by the world about her, yiclds up her
honor to a lover who has secured entrance into the house through decep-
tion; furthermore, she repents, dons man’s apparel, devotes her life to
things holy, and dies in the odor of sanctity. Still again, there ate scenes
in Moreto’s work which have vague parallels in La Magdulena de Ndpoles,
In the opening scene of each, the gracioso argues with Felipo (Rojas'
César) the folly of his passion for the heroine, In both there is another
scene wherein the husband is getting ready to make his departure, 1 have
noted no verbal parallels,

These points of similarity, however, are not sufficient to convitice me
that Moreto knew Rojas’ play, for the gencral outline of plot may be
found in Rivadcneyra’s Flos Sanclorum, and the parallelism of scenes men-
tioned is too vague to serve as proof. Rojas’ play, which is virtually a cape-
and-sword comedy wherein the religious element has been reduced to a
minimum, apparently took suggestions from Lope’s E! prodigio de Etio-
pia" and combined them more definitely with the Santa Teodora theme,

As to whether either Moreto’s play or Rojas’ owes anything to Clara-
monte’s Pdsoseme el sol, saliome la luna, which likewise deals with Saint
Theodora, I am unable to say, for I have not been able to secure & photo-
stat of it in time to complete this study. Cotarclo, as we have noted, tejects
any such relationship. Diamante’s play is a flagrant plagiarism of Lope's,
according to Menéndez y Pelayo.? Of El ttegro mds alevoso y pirala del
honor, I know nothing.

*El bruto de Babilonia

and
Las maravillas de Babilonia (Guillén de Castro)

El bruto de Babilonia which, as Schaeffer has pointed out (08, ci.,

¢ As Menéndez y Pelayo points out in the Royal Academy Edition of LOpc’l
works (Vol, IV, Observaciones preliminares, p. 1xvi), Bl prodigio de Etiopia hns bor-
rowed some suggestions from the life of Santa Teodora as given in the Flo¢ Sanc-
forum,

% Ibid., p. Ixii,

# For bibliographical details, see p. 149 of this study.
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p. 286), is derived from Guillén de Castro's Las maravillas ds Babilonia,u
is the story of Daniel and Nebuchadnezzar in unhappy combination with
that of Susanna and Jehoachim, as taken from the prophecy of Daniel,
When these two Jewish captives marry, they are straightway separated by
order of the monarch, Nebuchadnezzar, who has forbidden their union be-
cause he himself is attracted to the bride. The tyrant assures the audience,
however, that he will not force her will. Nacor and Ahab, who have,
unknown to Susanna, spied on her as she bathes, are not so scrupulous,
and when she repulses their advances, take revenge by claiming that she is
an adulteress and, as such, subject to the death penalty, She is saved from

this unhappy fate, however, by Daniel, who entangles the accusers in their _

own lics and unites the lovers,

On this as a background are superimposed the following episodes from
the Danicl-Nebuchadnezzar story: the prophet's Interpretation of the
tyrant’s dream of n statue; his experience with the lions; the miraculous
events of the fiery furnace; Daniel's explanation of Ncbuchadnezzar's
dream of a tree; the ambitious ruler’s conversion into a beast and his ulti-
mate return to his kingly state,

This miscrable concoction, which gives every evidence of having been
thrown together at a few hours’ notlce, Is, for the most part, a servile imi-
tation of its source, The firat act, Matos' portion in my opinion (Sce pp.
.14‘)-15() of this study), is guilty to the extent of borrowing line after ling—
Indeed wherever the assonance would permit—and of paraphrasing min-
utely almost every speech that Guillén de Castro has used in developing
the -Daniel-Nebuchadnezzar story, The third act, Céncer's to my mind,
has borrowed some two-thirds of its lines from its source,

Act II (Moreto’s part), though following the general outline of plot
that Guillén de Castro had laid out, {s independent of its source in versi-
fication and dialogue. The same is true for the characterization of the hero-
Ine, The sprightly lady of the Valenclan, who literally takes a stick to those
who would assail her, has become o lady of decorum whose lnshes are
entirely lingual, ‘I'he role of the gracivso has gained in importance and the
stress on the supernatural incrensed,

*Caer para levantar
and
El esclavo del demonio (Mira de Amescua)

Matos, Chncer, and Morcto found the story for Cacr para levantar,s
which Is concerned with the life of Saun Gl of Portugal, in Mira do Ames-
cua's Il esclavo del demonio. For Schaefler, who first pointed out this re-

# First printed in the Flor de las wnejores doce comedias, Diego Diaz de In Carre-
ra, Madrid, 1652, It may be read in E, Julid Martinez, Obras de Don Guillén ds
Castro, I11, Madrid, 1927,

% See p. 150 of this study for bibliographical details,

¥ Published in the Tercera parte de las comedias de Lope de Vega, Sebastifn de
Cormellas, Barcelona, 1612. Sce La Barrera, Op. cit., p. 259. I have used M. A,
Buchanan's edition, University of Chicugo, 1906,
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lationship (0, cit., 11, p. 286), the play of the three collaboratold Is &
“pale” though & “polished” imitation of 8 “gigantic” drama. :

The story, as revised, is concerned with three main characters, The
first of these is Don Gil who, after turning the dissolute Don Diegd from
his ignoble life to that of a saint, falls first into the temptation of eloping
with Don Diego’s sweetheart and later into every conceivable crime, In
the end, he is saved from his pact with the devil by the very man whom he
has once betrayed. The second is Dofia Violante, the disobedient daughter
of Don Vasco de Norofa. Having eloped with Don Gil, she joins himt {n his

life of highwayman, but, like him, repents and s saved, The third is .
Leonor, sister of the heroine, who on her way to the convent, is so unfor-

tunate. as to fall into the hands of Don Gil. The latter, moved by her
beauty, sclls his soul to the devil that he may possess her. Satan, however,
Is unable to fulfil his part of the contract,

The simplicity of this story, which stands In notable contrast to the
highly Involved original, has been obtalned only by rigld pruning, Our
authors have omitted four subplots: that of the two Sanchos, both sultors
for the hand of Leonor; that of the peasant Constancio and his daughter
Liclda; that of the scarch for Violante and the revenge which her father
and Don Dicgo mutually demand of cach other; and finally that of Vio-
lante’s atonement In the house of her own father,

In climinating such extrancous materin], the authors have not only
improved the structure of the play but have given dignity and decorum of
tone to the whole. The changes in characterization tend in this same di-
rection, Don Gil is less brutal than his prototype, Don Vasco less vocifer-
ous, Dofia Violante less vindictive, less melodramatic, This same "toning
down’ may be seen in the concluding action of the play: the battle of the
angels for the soul of Don Gil, a physical one in Mira de Amescua’s play,
has become a verbal duel in the revision in which Don Diego and the
guardian angel act as advocates for the bandit.

The term “servile imitation” which Sefior Cotarclo applies to Caer
para levantar (Bibl., p, 22) i3 harsh, but one must grant that the three dram-
atlsts have borrowed most frecly from thelr source. Twenty-fourt? of
the forty-two scenes of Morcto and his collaborators find partial equlva-
lents In the earlier play, and in the case of nine of these (1,1, 3-4,69; 11,
3, 8; I11, 6, 9), the parallel is a close one, Furthcrmore, there are twenty
lines scattered here and there In the first act—ten of them In the long
speech of Don Gil (6)—which are identlcal with those of Amcscun, In the
first half of the sccond act (3), fiftcen of the twenty-five quintillas have
been transferred bodily. One notes also occasional borrowed lines in scencs
4 and 8: six In all,

While Moreto and his co-workers have made an orderly comedy out of
& formless, chaotic mass by cutting the play from 3182 lines to 2660, by
eliminating four sub-plots and the twelve characters involved, and by
transforming the characters and the general atmosphere, the loss of vigor

1,1,3-6,9-12; 11, 1-6, 8; 111, 1-3, 6, 9~11, 14, I cannot give the correspond- ’

ing scencs In the source since it {s not thus divided,
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:\lnd the destructlon of the eplc sweep which Schaeffer so laments are un-
eniable, '
Como se vengan los nobles
and
El testimonio vengado (Lope)

As Fernfindez-Guerra pointed out (0p. cit,, p. xxxi), Moreto has bor-
rowed his plot for Cémo se vengan los nobles® from a play of Lope's which Is
ordinarily known as I/ lestimonio vengado* but which apparently was pub-
lished also under the same title as Moreto's.5

In hoth plays, King Sancho ¢l Mayor has for years concealed the
identity of his illegitimate son Ramiro, fearing that his wife would be im-
pelled by the interests of their three sons, Garcfa, Fernando, and Gonzalo,
to make an attempt against her stepson’s life. In both comedies, too, the
quecen has discovered his whercabouts and has made various efforts to
bring about his destruction.

When the king departs to war against the Moors, he leaves his favorite
white steed with Pedro Sesé, master of the horse (in Moreto’s comedy, he

- is counselor of statc), and gives orders that no one, not even his sons, be

permitted to mount him, In both comedies, Don Garcfa, the cldest prince,
insists on disobeying his father’s commands, and on the refusal of his re-
quest by his mother and by Sesé, the three princes accuse them of illicit
relations. In cach case it is Ramiro who defends the honor of his father’s

‘wife in open combat and forces the ignominious trio to retract their false

charges. Moved by the generous spirit of Ramiro and outraged at the in-
gratitude of their children, the king and queen would make him the heir
of all their kingdom. In the revised story, Ramiro refuses to accept at the
expense of his half brothers the proffered thrones of Castile and Navarre
and contents himself with that of Aragon, of which he becomes first king.
In Lope’s comedy, he accepts the thrones without hesitation.

The story, then, is virtually the same in both plays, but Moreto has
shifted the emphasis. In El testimonio vengado, the title itself reveals the
fact that the author was chicfly concerned with the fate of the persecuted
queen in her conflict with her thankless children; in Cémo se vengan los
nobles, Moreto declares that the true nobleman is one who avenges himself
by returning good for evil. Thus the ambitious and haughty protagonist of
Lope (so punctilious in matters of honor) becomes a model of altruistic
forgiveness in Morcto’s drama,—one who is generous, quick to forgive,
willing to risk his life for a servant even as for a queen, And the queen, who
in Ll lestimonio vengado plays the part of innocent motherhood condemned

8 First printed In Parte XXX of the Escogldus (Jost Fernfndez do Buendfa,
Madrid, 1668), It is, In my opinion, one of the late plays of Morcto, Sce p. 27 of
this study,

% Printed in Primera parte of Lope's comedies (1604), It may be read in the
B.A.E., Vol. XLI,

49 See Schacfler, 0p. ¢it., I, p. 116. Sefior Cotarclo y Mori points out (Bibl., p.23)
that the account from which Lope drew his story is to be found in Marlana's
Historia de Espafia,
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and fs the epitome of self-sacrificing Indulgoncs, fs transformed In Cémio 56
vengon los nobles, Sho becomes the outraged queen, one who, though forced
by the exigencles of the story Into the rdle of the crucl stepmother of the
falry tale, nevertheless, shows hersclf truly royal In the dignity with which
she meets misfortune,

Such changes In theme and characterization inevitably resulted in the
elimination of certaln scenes. Moreto has omitted thoso mastcrli" lttle
sketches of family life found In Lope’s play (1, 4, 6, 7, 10-14); exchanged
the pastoral note of the earlier play,—of Cella (Ramiro’s supposed slster)
and her jealous swain, Marcelo,—for the comic amours of Buscén and his
sweetheart (I, 8; III, §, 12); rejected Lope’s scenes showing Ramiro’s
infatuation for his stepmother (11, 3), his pundonoresque ideas in regard
to Celia (II, 11), his symbolical dream wherein he foresces his own future
greatness (111, 2).

Moreto's play is the superior one, if judged from the technical stand-
point, It has gained Immensely in unity of action and in its logical se-
quence of events. The time of the action has been cut down, and although
e month intervenes between Acts IT and 111, the episodes of each of the

three have been so arranged that they take place within a few hours, In

Lope's play, on the contrary, some weeks pazs between scenes six and
seven of Act II1, Moreto has not concerned himsclf apparently In trying to
cut down the number of shifts of scene: Lope's play calls for ten, his own
for eight. :

On the other hand, it Is undeniable that, from the poctic standpoint,
Moreto's play is quite inferior, not only to its source, but to many of his
own comedies, The few flights of fancy that he has attempted are more
gongoristic than is usual in his work." In Lope’s, on the other hand,
there is much of the lyrical® and a bit of the declamatory, but nothing
of the gongoristic. . , :

In variety of versification, the two plays are on a par, but there is no
question of influence. Lope’s play is written for the most part in redondi-
las (nearly 60%) and guintillas (15%); Moreto’s in romances (53%) and

redondillas (22%). He completely omitted the quintillas, blank verse, and °

sonnets to be found in Lope’s work.

*La confusién de un jardin
and
La confusién de una noche (Castillo Solérzano)

As Sefiores Hurtado and Palencia have pointed out,® La con/midn.‘
de un jardin¥ is taken from Castillo Sol6rzano's La confusion de una #oche,
which s one of six storles Included in Los alivios de Casandra,t

& See Ramiro's description of the Ebro, IT, 4, p. 434; also the king's description
of the horse, I, 14, p. 432, These sound more like Matos Fragoso than Motetd.

& See the queen’s complaints I, 10, p, 407; the duos of Marcelo and Celle, IT,
6, and 111, 7, etc,

8 0, cit,, p, 735, 1f this relationship has been polnted out by an earlies ctitlc,
I have not geen it.
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The plot of Moreto, one of thoso elaborate concoctlon
w'h!ch disgufse {s heaped upon disgulse and Improbability ::;gr{nlglgxbi?
hility, h.as for ita chief characters, two brothers, Don Diego de Silva and
Don Luis de Toledo, both in love with Dofia Beatriz, Each Is ignorant of
the other's courtship, however, and the lady herself is until the last mo-
ment unaware of the relationship that exists between her two suitors. To
comphf:ate matters, Dofia Leonor, younger sister to Dofia Beatriz, is in
love with Don Luis. Her sister is not conscious of this passion, ho»;'ever
and consequently pays no attention to Leonor's wise (if sclf—interested)’

law, he runs into tl'we arms of Don Jerénimo (father of the two girls), who
gencerously offers him protection by hiding him in the garden, thn' Don
Luis also enters s confines, one scene of mistnken Identity follows an-
other, and poor Don Jerbnimo suffers o sleepless three hours In trylng to
find out how he may best avenge his honor. In the end, Don Dicgo marries
Dol"»lz‘x Beatriz whillc ]);)n Luls contents himself with Leonor,
O kecure such unity of time, the dramatist hus wisel

first half of Castillo Solbrzano's story,™ but has made com};):l:ftlluv(l?;} ftg]\:
other changes In the plot, In the source, Beatriz Is aware of Leonor's love
for Luis, and it is primarily for her sake and entirely with her approval
that he is summoncq to the garden, Then, again, the long scene between

the (i)ntcrcst of realism as well as decorum.
ccasionally, the author of La con usién de un jardin is indek

source for a small detail of motivati{m and for iuggcstisonsdg?tsglt:gtx}z:e
For instance, the ruse which Don Jer6nimo uses (1L, 15, p. 521) to find ouf:
whc.:ther Don Luis is the man whom he admitted to the garden is the same
which Don_ Manuel*” employs in La confusién de una nocke. One of the long
speeches virtually amounts to a paraphrase. (Cf. Lg confusién de un jor-
din, 111, 6 with Lg confusién de una noche, p. 37.)

De fucra vendrd quien de casa nos echard
and
De cuando acd nos vino {Lope)

Fernfndez-Guerra (0p. cit., p. xxxi) noted many years ago the rela-

“ F?r bibl.iographical details, sce p. 142 of this study,
:: Fxrft printed in 1640 by Jayme Romeu, Barcelona.
This first ].mll includes a detailed chronicle of the first meeting of Don Diego
::ld DOMcBnc'nth”z’ of the due! which he fights with another suitor over her, of his
hse: i
chmz'uz:lc' ight, his fortuncs in battle and his reported death, of his return to
¥ There scems to be a confusion of namesin Castillo Sol6 !
rzano's story for some-
times the character js called Don Manuel, at other times Don chandt{
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tlonship of De fuera vendrd guien de case nos echard® to Lope do Vega's
Deé cuando acd nos vino The plot of tho latter Is as follows: the fleutenaht
Leonardo and his comrade Beltrén, two young soldlers in Flanders, sot but
for Madrld bearing a letter of introduction which thelr captain, Fajardo,
has addressed to his sister, Dofia Barbara, After losing thelr savings at
the gaming table, they decide to put the Introduction to a use unfore-
seen by their captain, They forge a new letter in which Leonardo {s de-
scribed as the son of Fajardo by a Flemish wife, and with this they galn
admission into the house of Dofia Bhrbara, a widow with a charmlng
daughter, named Angela, Both women straightway fall in love with the
handsome lieutenant, and the mother, in order to triumph over her daugh-
ter, pretends that Leonardo is actually her own son who had been en-
trusted to her brother to rear. The story ends with the appearance of the
captain who accepts the paternity thrust upon him and marrics Leonardo
to his nicce and Dofia Bfirbara to the scarcely enthuslastic Beltran,

To Schaeffer (0p. cit,, 11, 173), tho changes which Moreto has made In
reworking Lope's play are of li(tlo importance (“wenlg wichtig), It ls
true that tho general outlines of Moreto’s plot, if glven hero, would diffes
lttle from Lope's, Morceover, the theme of his play (the dunger of ovete
guarding glrls) may ulso be found In the source, ‘The dramatist of Do fuerg
vendrd hus, howevor, made somo slgnificant changes, o has lnkd more
stress on the theals; has changed the mother-daughter relationshiys to
that of aunt-nicce, thereby making unnccessary Dofia Barbara's ridicy.
lous story (II, 8); has thrown into an expository narrative the opetilng
camp scenes of Lope’s play (I, 1~3) and in so doing eliminated ten minor
characters.

More important still are the changes in characterization. By tomi-
parison with their corresponding prototypes, Dofia Cecilia, the aunt, Is
more the figurén type than Dofia Bérbara, for her strict guardianship uf
the heroine arises, not from memory of her own betrayal as happens th
the case of Lope's character,® but from jealousy of the attentions which
her niece receives, Lisardo is cleverer, less mercenary, more lovable than
Leonardo, though his conduct is not as irreproachable as that of most ef
Moreto's heroes; Francisca is more vivid but less discreet than Angela, for
in her réle is bound up the thesis of the play (De fuera vendrd, 1, 9,p. 62):

Mirad, doncellas guardadas,

% Written in 1653 and published in the Primera parte, 1654, See p. 18 for
date, The detailed description of the siege of Gerona (I, 2, pp. 58-59) leads Jorquin
Manuel de Alba (B.4.E., Vol, XXXIX, p. xv) to conclude that Moreto witnessed
the battle,

80 Mentioned in the second Peregrino and published in the Parte XXI V, 2ata.
gozz, 1633. Played in Perpignan with the title De cuando acd nos vino y gradds de
San Felipe in March 1631, See Rennert ¥ Castro, Vida de Lope de Vega, Madrid,
1919, p. 473,

% Dofia Bdrbara commands our sympathy only In the first act, The dew:lott~
ment of her character In the two acts that follow s unattractive and lacking In
motivation, )
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que aun la calle verlas niegan,
al primero que hablan pegan,
aunque sean més honradas,

Moreto has increased the comic element in developing his other minor
characters as well as in presenting the aunt. One meets: the Heutenant
Aguirre," at once a rank materialist and g philosophie spectator of life;
Chichén, equally proud of his virtue and his ancestry;® Yafiez, gullible
enough to satisfy even the licutenant; Don Martin, convinced that heis
every maiden’s delight; the Licenciate, ready always with his “text” but
never.with his sword; Margarita, as fixed in her dislike of aunts as is
Aguirre himself,

Moreto’s dialogue is frequently very near that of the original, though
scldom so close as to give evidence of the influence of versification. In this
brief analysis, it is not possible to quote the passages in Moreto that have
vague verbal parallels in Lope, One may gain a fairly representative idea
of the nature and extent of his indebtedness to Lope’s dialogue by reading
+the pen sketch which Aguirre and Beltrfin have left us of the serving-maid

~ type. (Sce De fucra vendrd, I, 1, p. 57; De cuando acd, 11, 4, p. 207.) Com-

pare also: (1) Moreto's picture of the gossipers of San Felipe (I, 1, p. 57)
with Lope’s (I, 12-13, p. 202); (2) the description each dramatist gives of
the reception accorded the young adventurers by the captain’s sister (Mo-
reto, I, 11, 12, p. 63, and Lope, 1, 26-27, pp. 205-206); (3) the scenes
wherein these soldiers of fortune are greatly disconcerted by the arrival of
their captain (Moreto, 111, 12, 14, pp. 76-77, and Lope 1II, 11-12, pp,
216-217), ‘There are in addition conceits scattered throughout the work
which Morcto has taken from his source. See, for instance, “Qué qulieres
boca?” (Moreto 11, 1, p. 64, and Lope II, 3, p. 206). I have noted at least
six others of this type,

To me the play is more amusing than Lope's, both in its characteriza-
tion and its situations. In fact there is no work of our author wherein the
vis comica is as strong as in this, no comedy where the characters are more
clearly delineated, and, in short, no play where Moreto has reworked a
comedy to greater advantage than this. :

L

The similarity which Schaeffer points out (0p. cit., p. 173) between the
encounter of the lovers on the steps of San Felipe (De fuera vendrd 1, 3-5)
and the opening scenes of Ef acero de Madrid (I, 1-3) exists, but it is pure-
ly of situation. There is no question of the influence of versification or dia-
logue,

“El desdén con el desdén”
. and
Suggested Sources

It does not lie within the scope of this condensed study to attempt a
detailed examination of the analogics that have been pointed out between

- % See pp. 83-84 of this study for a detailed characterization,
8 See p. 86 of this study for an analysis of Chichon’s character,
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El desdén con el desdén and some twenty other plays. Fortunately, that
task has already been accomplished by Miss Harlan,® It will be necessaty,
however, (1) Lo analyse more fully the interrelationship existing between
this comedy and two others of Morcto; (2) to trace the source 6} the
aforesaid two plays; (3) to give briefly our own conclusions as to Moteto's
indebtedness to his predecessors,

Aside from its almost perfect workmanship, the distinctive elettieits
which characterize this “king of Spanish comedies” are four in numbet:
(1) 4 likable young Jellow named Carlos, who, piqued at the indifferentt vf

a Countess to whose charms he was at first utterly cold, is now, much
to his own disgust, madly in love with this same disdainful lady.

(2) A beautiful young gérl, Diana, whose philosophic reading has led her
to the conviction that all of the troubles of the world have arisert from
love, and who, therefore, has decided to refuse marriage and to devote
her life to study.

(3) 4 situation wherein three suitors are in love with the disdainful hety-
ine.

(a) Two of these would win by the ostentation of their courtshlip.

(b) The third, Carlos, meets “disdain with disdain,” and, by atous.
ing in the heroine the spirit of conquest, worsts her at her own game,
There is thus a love duel in which wit is pitted against wit,

(c) The unsuccessful suitors are paired off with two of Diand's
malds of honor,

(4) 4 “gracioso,” Polilla, who suggests to Carlos his line of attack and
who helps him to carry it out by keeping him posted on the tede-
tions of the heroine, ‘

With these four essentials in mind, let us compare El desdén con el
desdén with Hacer remedio el dolor and El poder de la amistad ™ both plays
associated with Moreto’s name. This interrelation, first pointed out by
Fernindez-Guerra (0p. cit., pp. xxxv and xxxix) exists; indeed, one can find
in the one play or the other every essential element of the best comedy vf
the Golden Age. And, while the chronology of this trilogy of disdain canhot
be established with certainty, it seems probable that the plays were written
in the order named and that EJ desdén con el desdén is but the happy flower-
ing of the other two.%

& M. M. Harlan, The Relationship of Moreto’s “El desdén con e desdén® fo
Suggested Sources, Indiana University Studics, June, 1924,

% Ferndndez-Guerra (0p. cit., p. xliv) has also found analogy between Moreto's
masterpicce and Yo por vos 3 vos por olro. It i3 50 slight as not to concern us hiete,
Both contain & clever servant who renders invaluable aid in helping to win the
heroines—it is a play of double plot—and both have the underlying philosophie
thought that we are interested only in what we do not possess. Neither in its plot
nor in its characters does the comedy bear any marked resemblance to £ desdén
con el desdén,

8 Hacer remedio el dolor was written before 1649 (See pp. 220) and E! poder do
la amistad was finished in April, 1652 according to an autograph manuscript {Ses
Fernndez-Guerra, 09, ¢it.y p. xxxix), We know of E! desdén con el desdén only that
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In Hacer remedio el dolor, the orphan Casandra, after disdaining her
many suitors to woo knowledge (“letras, historla, filosoffa, humanidad"),
is at last after five years of faithful attendance on the part of Carlos so
indiscrect as to admit her love for the young man,—indiscreet because it
is Carlos’ nature that he wants only that which he does not have. In his
own words (II, p. 44):

Aun a mf propio me cansa

esta injusta condicién,

que en llegando a esto de damas,
In que 8¢ me acerca mis

es la que menos me agrada.

And when Casandra would argue the matter, Carlos betakes himself to
woo the fair Aurora who, at the suggestion of her new secretary (and she
is none other than the wily Casandra, who has followed Carlos without his
knowledge), decides to put her lovers over various intellectual hurdles
in order to choose that one who is most “ingenious” and most “skilled,”
First by abetting Ludovico, the most important of the rivals of Carlos,
then by giving him a most thorough dose of his own “disdain,” the able
Casandra wins back her love, .

This comedy, then, stands in contrast to El desdén con ol desdén,
a counter-companion piece in which at first the hero is playing a passive
tble, the heroine an active one, In temperament, however, the protagonists
differ not at all from the corresponding figures in the better-known play.
The Carlos of each comedy is a restless young adventurer who finds joy
in pursuit rather than in possession: a disdainful woman is, thercfore, a
challenge; 2 woman won, a manacle. In cach case the hero has the intel-
lectual grace to be irritated at his own irrationality and to ask himself why
humanity should be so perverse as to desire only that which is beyond its
reach. Casandra, like Diana, has spent her girlhood in reading and has as
& consequence been indifferent to men, When o temporary lapse from this
indifTerence costs her Carlos's love, she s intelligent enough to realize that
she can win back that interest by putting him once again in the réle of
pursuer, The pessimist might say that the story of Casandra and Carlos
is but a sequel to the concluding situation of LI desdésn con ¢l desdén.

There are details which bring the two plays even closer together,
Among the devices by which Aurora helps to test her lovers is the same
charming game of colors (terminating in a dance) that is to be found in
Ll desdén con el desdén, F urthermore, there is in both an involved analysis
of love: love is voluntad and the moment it becomes obligacion, it ceascs
by very definition, to be voluntad,

it was published in the Primera darle, 1654, but two facts point to its being posterior
in date to the other two comedics, The tendency of Moreto in reworking a play was
ever from the intricate in plot structure to the simple, and both Hacer remedio el
dolor and El poder de la amistad have subplots which have cither been omitted or
clse absorbed in EI desdén con ol desdén. Morcover, El poder de la amistad is, in its
borrowing, nearer to Los milagros del desprecio, the play most frequently given as
the source of E! desdén con ¢ desdén, than is El desdén itself,
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The thesis of E! poder de la amistad is, as the title would indicats, the
power of friendship, but since that power is exercised solely in behall of
Alejandro’s courtship of the indifferent Margarita, the interest of the
reader lies primarily in the methods employed by the protagonist ¢ win
the lady of his dreams.®® As Miss Harlan has already pointed out (o] N1
Pp. 95-96), the general situation is the same as that of El desdén eon el
desdén: a disdainful princess, with three outstanding suitors, two of whom
would win her by magnificent display, in the end rejects them both for the
falthful Alcjandro—not, however, until that lover hag learned (Iif fo,
p. 31) from the practical Moclin (who plays cxactly the same rble .Y
Dolilla) that it is nccessary:

s+ & estag ingratas
perseguirlas, maltratarlas,
sacudirlus y dejarlas
para que tengan amor,
The weapons that Alejandro uses are the feigned indifference and jealousy
which Carlos of E! desdén con el desdén and Casandra of Hacer remedid el
dolor employ so effectively; and like the male protagonists of these plays,
Margarita is angry at herself for her irrationality and ingratitude (111, 6,
p. 36):
No siento el ver que yo ame
donde tantas han querido
sino el haberme rendido
& una pasi6n tan infame,
de estilo tan torpe y necio
que a su vil naturaleza
no la obliga una fineza
Y se arrastra de un desprecio,
But, then, love is neither rational nor grateful, as she tells Alejandro (3, 8,
. 24);
P2 La voluntad ella misma
tras lo que quicre se sale;
no hay razones que la obliguen,
ni discursos que la manden,
Amor no es filosoffa
que a consecuencias se alcance;
porque si hubiera razén
para que a amar se obligase,
ya fuera deuda el amor,
y tiranfa el negarle,
¥ por justicia pudiera
pedirse en los tribunales,
Bien veo que el no pagar
en vos finezas tan grandes
es delito; la razén
y0 os la doy, pero no vale,

% For & résumé of this play, see pp. 45~46 of this study.
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Unlike Casandra and Dlana, Margarits Is actusted by no dislike of men
nor by any interest In books or thelr precepts, Nelther {s Alejandro moved
by the desire for conquest that animates the protagonists of the othes
plays of this trilogy,

There are various scenes in EI poder de la amistad that are reminiscent
of Morcto’s masterpicce, Matilda, maid of honor to Margarits, is quite as
willing to marry the hero as s Cintia of El desdén con el desdén to marry
Carlos (Cf, 12 poder, 11, 4, p, 29, with 1) desdén, 111, 10, pp. 17-18), Fuyy-

- thermore, the episode whereln Moclin prompts Alejundro (11, 7, p. 30) and

forces him to compliment Matilda (for the benefit of Margarita whom he

knows to be eavesdropping) recalls the one in Ll desdén con el desder .
~ whereln Polilla keeps Carlos’ cyes fixed upon the flowers (11,9, pp. 12-13)

Still again, Alcjandro, like Carlos, Is for 2 moment on the point of forget-
ting his réle of disdain but n cach case s saved by. the note of triumph
which creeps into the heroine’s voice. (Compare Ll desden 11, 4, with E!
poder, 11, 2, p. 27 and HI, 4, pp, 10-11.)

Finally, there are certain similarities in the dialogue, particularly in
that of the graciosos of the two plays, Compare Moclin's words (EI poder,
111, 4, p. 35): '

Ticso que tieso, sefior, -
haz que no se te da un higo,
la vers como una breva , , ,
with Polilla’s (£! desdén, 1, 1, p, 3 and IL, 8, p. 11);
¢Viste una breva en la cima
de una higuera? , , ,
Ella est4 tiesa y muy alta
Aun esté verde la breva,
Note also Moclin's metaphors (11, 3 and 10, pp. 29, 31)s
Ya van las purgas obrando
Pues vé recltando en mf
que yo soy cf botlcarlo
and those of Polilla (I11, 12, p. 18);
Toma si purga, sefior,
ho hay en la botica emplasto
para las mujeres locas
como un parche de mal trato,

Both graciosos are given to forming verbs from proper nouns, Moclfn (III,
4, p. 35) declares that Alcjandro has gone “a matildar un poquito” just
as Polilla (III, 3, p, 14) asks concerning Diana’s suitors ¢Qué han de
hacer sino cintiarp” ‘
Bricfly, then, we may sum up the relationship of £l desden con el desdén
to the two plays in question by saying:
1. All three have the same philosophic idea that humanity {s so {llogical

as to long only for the more inaccessible fruits,—even though those at hand
are per se more desirable,

-
il
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2, The characterization of the two protagonists s found in Macer
remedio el dolor,

3. The gracioso’s rble and characterlzation are Identlcal with Mocin's

(&I poder de la amistad),

4, The general situation s that of &I poder de la amistad: three sultors
are in competition for the heroine’s hand, which is finally bestowed ot the
one who is wise enough to felgn Indifference. ,

5, There are dotalls of plot and dinlogue to be found In both Hacer
remedio ol dolor and X! poder do la amistad which Moroto has utillzed In
El desdén con el desdén,

6, The germ for the “love duel” whereln wit Is matched against wit,
may be found in LI poder de la amistad, but it s In embryo,

L T ]

If Moreto's own plays, Hacer remedio el dolor and El poder de lu anfs-
fad are the Immediate sources of £! desdén con el desden, there are une
doubtedly remote ones to be found outside of his theatre, What are the
sources of these two plays of Moreto?

Moreto found his suggestion for the subplot of Hacer remedio el dolop
In Mira de Amescua’s Galdn, valicnte y discreto,”” The duchess Serafina
(Amescua’s play) would by & scrics of contests try out her suitors for
gallantry, valor, and discretion; in similar fashion, Aurora tests hers for
Ingenuity and skill, Like Casandra, morcover, the duchess has felt no In.
clination to marry: “hombres y bodas me ofenden,” she declures (f, 1,
p: 23). Finally, Flores undoubtedly belongs to the same school of clever
servants as Moreto's Tortuga,

L poder de la amistad 1s, as we have sald, nearer to Lope's Los milagros
del désprecio® than is EI desdén con e desdén, In each case, the protagonist,
after having failed to interest the herolne becauge of the abjectness of hls
surrender, feigns a shift of affection and & consequent indifference to the
charms of the herolne that rapldly bring her to a state of capltulation, In
nelther caso s the herolne addicted to study. Morcover, Motrll, like Hees
nando, acts on the philosophy of “treat-em-rough’ and thereby reduces
to absolute slavery the disdainful serving-maid who has previously patal
leled the actions of her mistress in rejecting the advances of her suitors,
Finally, there are details of vocabulary which are quite similar, It is fre.
quently one of the characteristics of Moreto’s method of borrowing that

% First printed in the Parfe XXIX of Comedius de diferentes autores, Silvestrs
Esparsa, Valencla, 1636, It may be read In the B.4.E,, Vol XLV,

Fernéndez-Guerra, (0. cit., p. xxxv) felt that Hacer remedio el dolor recalls
Calderén’s Afectos de odio y amor (First printed Tercera parta of Calderén’s plays,
Ventura de Vergare Salcedo, Madrid, 1664), Cristina undoubtedly disdains all
men and even goes as far as to lasue “‘premiticas” against them, only to declare i1t
the end that *‘women are born vassals of men,” While this attitude of the herolne
links the play with the general theme of disdaln, I sce no justification for any pat.
ticular analogy with Hacer remedio el dolor. _

* First printed in Barcelona, 1633, Comedias de Lope de Vega Carplo, Parls
XXVII, It may be read in the 8.4 L., Vol, XXX1V,
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he carries over unusual words or metaphors. Compare, then “Jarabes de
sufrimiento” and “dejarte juropear” (Los milagros, 1, 12, p, 238) with
“un jarope que puede tomar un nifio (Z! poder, 11, 11, p. 31); "Ia herencin
del soff" (Los milagros, I11, 7, p. 246) with “Ia frento del soff" (E! poder,
I1, 11, p. 32); “sodomita” (Los milagros, 111, 5, p. 245) wlth "Este amor es
sodomin” (Jif poder, 1, 8, p, 25); “la purgn ha empezndo a obrar” (Los milss
gros, 1,16, p, 239) with"Yu van las purgus obrando' (£l poder, 11,3, p, 29),

It is not impossible that there may be o sllght relationship between
Ll poder de la amistad and Calderén's Pare vencer a amor, querer vencerle,
which has been polnted out as possible source for Moreto's musterplece,
It would be necessary, however, to cstablish the chronology in this case
to know whether Morcto or Calderén was the borrower.® Aside {rom the
fact that the graciosos, Moclin and Espolin, are quite as much alike as
Polilla and Espolfn, the relationship between Margarita and Alejundro
of Morcto's pley is Identical with that of the protagonists of Para vencer @
amor, querer vencerle, 'The heroine in ench case fs indebted to the hero for
her life; yet while admitting the debt, she cannot bring herself to love him
because his surrender s too complete. One may In this regard compare
Moreto's (I, 3, p. 24)

« « o+ Larazbn
. yo os la doy, pero no vale
with Calderén’s (II, 17, p. 178)
Digo que tenéis razén,
pero yo no puedo menos,

There is another verbal parallel. One reads in Calderén’s play (III, 18,
p. 184):

La mina reventando de su pecho,

desdencs y rigores

troct en halugos , , ,

and In Moreto's (111, 8, p, 37 and I1, 11, p, 38):
La mina ardi6, por qulen soy
:qué es’to 'ha'sfd'o c’onira;nir;a
® % B
What, now, is the relationship of £l desdén con el desdén to the following
plays which have been suggested as sources for Moreto's masterplece??®
L. Los milagros del desprecio (Lope), B.AE,, XXXI1V, Flrst printed in
1633.
2. Lavengadora delas mujeres (Lope), B.A.E., XLI. First printed in 1621,
3. La hermosa fea (Lope), B.A.E,, XXXIV, Produced prior to Aprll,
1632; printed in 1641,

® Moreto's play was written in April, 1652, as we have seen, Calderén’s
comedia was first printed in the Teatro potlico de 12 comedias nuevas, Madrid, 1654,
See B.A.E., Vol. XII.

™ Full information as to the first printed edition of each of these may be found
in Miss Harlan's study (0p. ¢it.); or it may be sought in La Barrera’s Catdlogo,
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4. Celos con celos se curan (Tirso), B.A.E., V. There is & manuscript of
1625 in the Bibliotece Naclonal; printed In 1638, ,

5. Para vencer o amor, querer vencerls (Caldorén), B.A.E,, XII, Flrst
printed in 1654,

6. Galdn, valicnts y discrelo (Mira do Amescus), B.4.E,, XLV, First
printed In 1630, »

T, Lncontrdronse dos arroyuelos (Juan Véloz de Guovara); soe Comedids
ot colecclones v escrllas con olros antores, Parle X X111, Madrld, 1668,

8, i’lm honra no hay amistad (Rojus Zotrllln), B.A.E., L1V, Flrst printod
n 1643,

9. Da cosardo @ cosardo (Lopo), B.A K., XLL Flrst printed In 1627,

10, Comedin Serafing (Torres Naharro), Libros de antafio, IX, Madsid,
1880, Permlsslon to print was glven In 1517,

11, La dama boba (Lope), R, Schevill, The Dramatic Art of Lope de Vega,
Betkeley, 1918, There s an autograph manuscript of 1613,

12, Ll desdén vengado (Lopo), Obras de Lope ds Vega Carplo, Royal Acad.
emy cdition, Madreld, 1913, XV, ‘There Is an autograph manuscript
of 1617, Not printed until 1622,

13, La boba para los otros y la discreta para s¢ (Lope), B.A.E, XXX1V,
First published in 1635, _

14, El perro del hortelano (Lope), B.A.E., XXIV, First published in 1618,

13, La dama melindrosa (Lope), B.A.E., XXIV as Los melindres de Belisa,
First published in 1617,

16, Los desprecios en quien ama (Montalbfin), No, 259, Joseph y Thomas
de Orga, Valencia, 1782, Included inVol. 1T of a 3-volume sct of suellay
of the University of Pennsylvania, made by C. H. Ternaux, Madtld,
1833, The play was acted in 1623,

7. Despreciar lo que se quicre {Montalhtin), suelta without publisher, date,
place, or paglnution, Included In Vol. I of same 3-volume cditon,
Yirst published In 1638, .

18, A lo quo obliga el desdén (Salndo Gareés), Escogidas, Purte XXXV}
Madrld, 1671,

I quite agrec with Miss Harlan that one should exclude as possible
sources for Moreto’s masterplece the seven last mentioned. To these seveti
I should add La dume boba and Comedia Serafina; while granting the
slight slmilaritics that Miss Harlan points out (0p. cit., pp. 105-106) In
the casc of those two, they are not sufliclent to convince me that Moteto
was acquainted with the plays, The same may be sald for Ds cosarlo o
cosario and Sin honra no hay amistad. "Though both of these deal with &
herolne who Is scornful toward the other sex, and in the case of the lntter
play, the gracioso Snbafién is a kindred spirit to Polllla, the analogles nre
too general to warrant us in assuming influence. Enconfrdronse dos arygs
yuclos must be ruled out on the basis of chronology; moreover, the herolne,
who scorns men because of her love for study, resembles Laura of La veie
gadora de las mugeres more than she does Diana.

As for Galdn, valiente y discreto, there is, as we have seen, proof that

Moreto was acquainted with it, since it supplied the subplot of Hacer
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remedio el dolor, Para vencer g aimor, querer vencerle has its points of contact
with Moreto's E! poder de la amistad, but the chronology of the two plays
must be established before one can say whether Moreto was debtor or
creditor, Jven if dates permitted, it could not be consldered an Immediate
source for Jil desdén con ¢l desdés,

The first four plays of the list remain. The lnst of these, Celos con celos
se¢ curan, us Miss Harlan polnts out, could have supplied our author with
the Iden of u lover's buttle whereln “scorn is met with scorn” and “Jealousy
with Jealouny,” 2l desdén con of desdén touches La hermosa feu in that the
methods employed by the hero to make the lady full in love are {dentlcal,
Morcover, both have the underlylng philosophic Idea that “apparent in-
difference to charm impels human nature to overcome that indifference
at any cost,”

Aside from those comedics found in Moreto’s own theatre it is, however,

La vengadora de las mujeres and Los milugros del desprecio that offer the ‘

nearest parallels to £ desdén con of desden, We have alrcady pointed out
the analogies between i/ poder de la amistad and the latter play of Lope,
Asa matter of fact, the two plays of the Phoenix are so similur that Morcto
could have drawn from one or the other the general structure and group-
ing of characters wherein three suitors are in love with the heroine, though
the.parallel is closer in the case of La vengadora de las mujeres for the Count
of Barcelona, father to Diana, has his partial counterpart in Arnaldo,
brother to Laura. From either, moreover, he could have taken the charac-
ter of a heroine who scorns the attentions of the opposite sex, though only
Laura (of La vengadora de las mujeres) shares with Diana her interest in
books. In this latter play, too, he could have found the suggestion for a
contest of colors; however, the analogy in this regard is nearer to Ames-
cua’s Galdn, valicnte ¥ discreto. Hernando of Los milagros del desprecio is
undoubtedly the most immediate source of Motril (£! poder de la amislad)
and therefore indirectly of Polilla.

Yet when all is said and done, Moreto's characters in El desdén con el
desdén are his own, None of his predecessors nor his contemporaries, as
far as I know, can offer a prototype for Carlos, though the same character
may be found in Moreto’s Ifacer remedio el dolor. As for Polilla, while he
is nearer Lope’s Hernando than any other gracioso outside of Morcto's
own theatre, the truth is he is brother in the same guild with Hernando,
Flores, Espolin, Sabarfon, and a score of others and, like them, must trace
his lincage back to the clever sophisticated servant of Plautus and Terence
who gained his livelihood by helping his master in his conquests and at
times by assuming complete charge ¢f the fortunes of that individual.

Neither can any one point to a single character and say: here is
Moreto’s source for his heroine, She is like Laura (La vengadora de las
mujcres) and Ortensia (Encontrdronse dos arroyuelos) in that she has de-
voted her life to study and has formed, as a consequence, & disinclination
for men and marriage, She has points of contact with Estela (La hermosa
fea) and Celia (De cosario g cosario), for like them she is determined to
have revenge for the hero's lack of appreciation of her charms by winning
his love and then contemptuously rejecting it. She imitates Serina (Celos

I
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con celos se curan) in using jealousy as her weapon—only to find that her
opponent can use the same weapon most effectively. She suffers with Cella
(De cosario a cosario) In that, Intent on her own plans, she Is caught it the
net she has propared for her opponent. Like all of these, yot quite dissitnilar
from any one of them, Diana Is, when all is sald and done, an original
character—~ag original as Shakespeare’s Portis or Beatrlce,

tEl Eneas de Dios

and
Bl Caballero del Sacramento (Lope)

It has been pointed out by Schaeffer (0p, ci,, 11, 166-167) that the
sltuation of E! Eneas de Dios ¥ Caballero del Sacramento™ {s taken froith &
play of Lope’s which bears the same title as the second half of Moretu's, s
The name which Morcto has preferred is to be found, however, within the
lines of his predecessor (IL, p. 466): “Yo he sido Encas de Dios.”

The initial situation {s the same, though the authors have diverged in
its later development, On the night before her wedding to the king of
Sicily, Gracia of Barcelona decides to elope with her cousin, Don Luls,

but her lover, hearing the cry that Santa Olalla is burning, unceretmoti- .

fously abandons his sweetheart to rush to the rescue of the Holy Sutra-
ment. Gracia's vanity is wounded, and after convincing herself that such
rude treatment can only be explained by love on Don Luis’ part for her
cousin Celia, she marries the king of Sicily and at the same time avenges
herself on her rival by carrying her to her new kingdom as lady-in-waiting.
Don Luis, feeling that he must justify himself in Gracia's eyes, also de-
parts in disguise for the island, There the king learns of the early affectioh
which existed between his wife and Don Luis, becomes jealous, and dectdes
to take revenge,

At this point the plots diverge. Lope’s monarch, in a fit of jealousy,
divorces his wife and thereby loses the kingdom of Barcelona to Don Luls,
who has been miraculously rescued from a fiery death by the Holy Sactye
ment. In the later version, the king thrusts his wife into prison and forbids
anyone under penalty.of death to give her food or water, She is saved from

her cruel fate by the kind mercics of her cousin, Celia, and is ultimately

freed by the timely arrival of the troops from Barcelona under the com-
mand of Don Luis, The king dies in battle, and Gracia renounces the
Sicilian throne in favor of her brother, Gastén, who is, most uncerertotile
ously, paired off with Celia,

There is little in the manner of revision that is characteristic b}
Moreto, In spite of the tendency toward simplification which the revisek
has shown in eliminating the two distinct sub-plots of Flor de Lis and

" For bibliographical details concerning this play, see p, 144 of this study,
. The authorship is, in my opinion, gquite doubtful,

™ Mentioncd in the second Peregrino and printed in the Parte XV of Lope’s
plays, 1621, There is an autograph manuscript of 1610. See Rennert ¥ Castro, Vidd

de Lope de Vega, Madrid, 1919, p. 467, It may be read in the Royal Academy editlor
of Lope's works, Vol, VIIL.
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Juana of Hungary, El Eneas de Dios leaves an impression of formlessness,
Changes of scene are made with bewildering frequency; characters come
and go without rhyme or reason; the stage is left empty any number of
times; the dénouement is forced and unnatural. It js difficult to explain such
lack of order in a theatre which is noted precisely for the excellence of its
technique. (See pp. 42-50 of this study for Moreto’s custom in such
matters.)

Moreover, the changes wrought in characterization are only in part
representative. Without warning, the apparently warm-hearted young
king of the first act becomes a madman, ruled only by the thought of of-
fended honor. Hearing the pitiful cries for water of his once beloved wife,
he figuratively smacks his lips and declaims (II, p. 29):

1Qué bien suena aquella voz
a mis ofdos! sus quejas

son para mi indignaci6n
lisonjas; muera rabiando,
pues adtltera ofendié

mi majestad.

Salvadero is a pale shadow of Lope’s Crispfu, quite without the quips and
cranks that at times make Moreto’s gracioso live in one's memory after
the rest of the characters have been completely forgotten, On the other
hand, the dramatist has softened the spiritual contours of his feminine
characters in true Moretean fashion. In their relationship to each other,
Lope's termagant has become Gracia, “the gracious,” and the vengeful
Dorista, a rival so generous as to lend every possible aid to her in her hour
of adversity, )

Ll Encas de Dios shows a more lyrical (if less clever) dialogue than most
of Moreto's better-known plays. Moreover, the debt of the dramatist to
his sources is, in this regard, greater than is customary with him—particu-
larly in the first act. One finds five redondillas (C1.1, pp. 456-457 of Lope’s
comedy with Moreto’s I, p. 9) and a sonnet (See I, p. 459 and I, p. 11)
incorporated without verbal change. There are other single lines scattered
throughout this act as well as some five consecutive verses of romance in
the second act (See lines beginning “y si celebrado fu¢”: 11, p. 466 and I,
p. 16) which are borrowed verbatim.

The versification, while clearly belonging to the epoch of Moreto, can-
not be considered characteristic of him, The percentage of romances (769)
is a bit high, that of redondillas (109%) correspondingly low, What is more
significant, one finds in Act I (pp. 12, 15) a triple series of romances (e-e,
a-¢, €) without intervening meter. The sccond act (p. 29) shows double
laisses (6, t-a).

*La fingida Arcadia
and
La fingide Arcadia (Tirso de Molina)

La fingida Arcadia™ is, in Schaeffer’s words (0p. cit., 11, p. 284) “a
% For bibliographical details, sce p. 131 of this study.
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reworking of Tirso’s play™ of the same name, suited to the taste b{l the
day.” The debt, if it exists at all, is a very small one, Both comedies have
used the Arcady theme as outlined by Lope: Tirso, that of the Huvel;
Moreto and his collaborators, that of the comedia.™ :
11The play associated with Moreto’s name may be briefly outlified as
follows: I
When the king of Cypress dies, he leaves the throne in the hands of
his brother Filiberto until such a time as Porcia his daughter shall tothe
of age and shall marry. As that moment draws near, the ambitious tegent
is unwilling to give up his regal honots and consequently demands that
his courtier, Federico, shall deliver to Porcia a poisonous letter the sight of
which will cause instant death, Federico, however, loves his princess, ahd
instead of carrying out the orders of the king reveals the plot to het, In
order to keep her throne, she feigns madness until Federico can thtough

parliament place her on the throne and take his place by her side as ptince
consort, This marriage occasions great disappointment to the fickle En.-

rique, who, on learning of Porcia’s insanity, hastily transferred his affec-
tions to Casandra, daughter of Filiberto and heiress presuniptive to the
throne.

A comparison of this résumé with the plot of Lope’s play would show
few similaritics, When Porcia’s insanity takes the form of an excursion
into Arcady, the chief characters all assume the names of Lope’s chatat-
ters: Porcia is Belisarda; Enrique, Anfriso; Federico, Olimpo; Casandra,
Anarda; Carlos (another suitor of Porcla’s), Salicio. Morcover, the love
tangle of Porcia, Enrique, and Casandra affords a perfect parallel for that
of their respective prototypes in Lope’s comedy. There is nothing of the
uncle’s ambitious dreams nor of the poisoned letter, in Lope’s play—for
for that matter, in Tirso’s.

The dénouement of the play is Moreto’s own. Lope in his comedy had

" First printed in Parte fercera of Tirso's plays, Francisco Martorell, Tottosa,
1634. For a modern edition, see Comedias de Tirso de Molina, N.B.A.E., Vol IV,
Madrid, 1906.

% The novel may be read in the B.4 «E., Vol. XXXVIII; the comedy it the
game collection, Vol, XLI,

Proof that Tirso used the novel may be found in the verses quoted in Tltso's
play (I, 2, p. 436) which are taken from the novel of Lope (Book 4, p. 106), Futthet.
more, the Arcadian name which the viejo, Hortenslo, assumes in Tirso's comed is
Clorinaldo, a name that is used for the corrcaponding character in the novel Wt
is not found in the play of Lope.

On the other hand, it is evident that Moreto and his collaborators used the
comedy of Lope rather than the novel, for the characters of Flora and Bato, found
in both Moreto’s play and Lope's, are not encountered in the pastoral novel ot In
Tirso’s work, The same may be said of the name Ergasto (See Morcto, Act 11, 2,
P- 544) which is to be found only in Lope’s dramatic production. The Arcadian names
which the minor characters Carlos and Filiberto assume (Salicio and Cardenlo de-

spectively) are not found in Tirso's comedy, though they occur in both of Lope's
works,
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abandoned the unhappy ending of his novel (wherein the herolne marries
Salicio in a moment of jealousy) and had paired her off with Anfriso,
thereby giving it the conventional heppy ending, And In this regard, Tirso
had followed the play rather than the novel, Moreto evidently felt, how-
ever, that the faithfulness of Federico deserved some reward and so gives
the fair heroine to him (II1, 22, p. 556):

porque se ven
En ol Areadia fingida
El premlo do Ins finezas,

The debt of the later play to Tirso’s s so small that Its very exlstence

might be questioned. Moreto upparently followed the Mucstro de Ia Mez-
ced In modernlzing the setting, Both herolnes pretend Insanlty—In order to
accomplish quite different ends, howover—and fn ench caso this mental
aberration leads to o sojourn In Arcady, "I'he paraliel of the heroine’s mad.
ness with that of Don Quijote occurs to both dramatists, (Sce Morcto,
1, 11, p, 552 and Tirso, 1, 1, p, 436,)

There are no verbal parnilels except that cach play quotes the proverh
Un bole hace clento, (See Moreto, 11, 2, p. 544 and Tirso, 111, i, p. 451.)
I believe that Moreto was ncqualnted with Tirso's play, but I do not conw
slder such evidence conclusive,

*La fuersa del natupal
and
Cuando no se aguarda y brincipe tonto (Leyva Ramfrez)

Mcsonero Romanos™ states that La fucrza del natural Is an Imitation
of Leyva's Cuando o se aguarda ¥ principe tonto, There is unquestionably
a relationship between the two, but it would he necessary to cstablish the
chronology of the two plays before one can sy who i3 the debtor, who the
creditor,

Moreto’s comedy was first published in 1661,"7 and I am Inclined to
think it written a year or s0 previous to that date; Leyva's play first ap-
peared in the Parte X1 of the Eiscogidas, 16757 We have no dates for
Leyva's life, but the carliest publication of hls Is 21 socorro de log manlos,
which appeared in Parte XX XT of the Liscopidas, 1669, If we may judge
by the dates of his other publications, he reached the helghts of his Hterary
fame during the decade of the '70%. Such facts are far from conclusive, but
they Indicate that in this caso Leyva was the borrower, not Morcto,

The story of La fucrza del natural is as follows: Julio and Carlos have
been reared as brothers by Roberto, vassal of the duke of I errarn, until
such a time as circumstances will permit the latter to recognize Julio as
his son. He is eventually taken to court where his father plans to marry
him to the lovely Aurora, but it is soon evident that he is incapable of

% B.A.E., Vol XLII, Apuntes biogrdﬁcas, p. xxvil,
™" Sce pp, 132-133 of this study for full bibliographical detatls of this work,

™ Parte quarenta de Comedios nuevas do diversos atiores, Jullin de Paredes,
Madrid, 1675, .
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culture and that all efforts of Carlos, who has accompanied him 6 the
duke’s, will never make him anything but a country bumpkin, intetested
In food, wine, and his Dulcinea. Carlos, on the other hand, who ks for
some time been In love with Aurora, proves to be the perfect courtler in
spite of his early surroundings and education, It is discovered (Just in
time to prevent Aurora from being pledged to Alejandro, duke of thino)
that the wife of Roberto had substituted her chiid in infancy for that of
the duke and that Carlos Is thercfore the one of gentle birth, ile, of
course, marrles Aurora and Alejandro contents himacll with Camila,
cousin to Aurora,

A general outline of Loyva's play would differ from the one just glven
only In the names, However, events have been changed, the relatlonship
of the varlous characters somewhat altered, and many details of plot
changed, For Instance, thoso firat scencs of Moroto, which wero clearly

written to emphaslze the contrast between the boorlsh Jullo and the dis.

crote Carlos In thelr homeo surroundings, have been omitted, Camlla loves
Alejandro, but in Leyva's play her counterpart Estcla fs in love with
Fadrlque (Moroto's Carlos); ns o result there are erlsodes of misundere
standing between the lovers which are lacking in Morcto's comedy,

Some sccnes of Loyva's work have paralicls In La Suerza del natural,
In both we sec tho arrlval of the two men at court,’ the attempts of the
clever brother to supply tho conversatlonal deficlenclen of the other,® the
final scencs of ench play whereln the Ilentity of euch {s established. "There
aro other vague annlogles of sceno,

I have noted no verbal similarltics,

Haste el fin nadle es dichoso
and
Los hermanos enemigos (Gulllén de Castro)

Hasta el fin nadie es dichoso, aptly characterlzed by Schaeffer a8 &
“plece fashioned with paste and scissors,” 1s, as that critic has pointed but
(0p. cir,, 11, p. 161), & reworking of Guillén de Castro's Los hermanios
enemigos.® By contrast with Its virile sourco, it s so lacking in vigor of
characterization and dialogue as to be the only one of the Primera parte
g654) which Fernfndez-Guerra did not Include in hls collection fot the

AL, .

Moreto's plot s as follows: Suncho, son of the count of Urgel, wishes to
marry Lady Roanna, but his plans are complicated by the fnct that the
king of Aragon wishes to honor him by glving him the hand of his own
sister, the Infanta, The situation {s made still more diflicult by the ehvy
of his own brother, Garcfa, who is abetted by thelr powerful uncle, Don

"® Moreto, 1, 14, pp. 215-216 and Leyva, I, pp. 340-341,

% Morcto, 11, 3, pp. 217-218 nnd Leyva, 11, pp, 349-350, The scene of Leyva
takes place at the balcony; it s one which Immediately recalls a similar one in Rog-
tand's Cyrano de Bergerac.

# First published in 1625, Sce Eduardo Juli Murtinez, Obras de D, Guillds de
Castro, Vol, III both for the date (p. v.) and the text,
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Gastén, The latter presents to the king  letter written by the countess of
Urgel, in which it is declared that Sancho is not her son nor the count’s,
but instead that he is the son of the gardener. Sancho straightway is
stripped of his honors and put to menial labor. Only Rosana and the
count, his father, refuse to believe the story, Ultimately, it is revealed that
Sancho is half-brother to the king: their mother had, after the death of her
husband, secretly married the count of Urgel. Sancho is married to his
beloved Rosana, Garcfa to the sister of the king.

. The two comedics agree in their general outlines, except in the resolu-
tion of the mystery which surrounds the protagonist’s birth, Neither dé-
nouement is a happy one. Morcto's story, that of a mysterlous letter (for

years misplaced), which is, In the darkness of the prison, delivered to the °

hero instead of to the villain (111, p. 33), is but little more plausible than
Castro’s marvellous tale of a hermit (III, pp. 36-38) who appears at the
opportune moment to solve matters for the protagonist,

In characterization, the most outstanding change is the substitution of
the colorless character of the uncle, Don Gastén, for the venomous
duchess, supposed mother of the protagonist, The exchange of characters
is an unfortunate one, for the canvas of family life which Guillén de
Castro holds up to view is as realistic a bit as anything that came from
Goya's brush. Unfortunately, too, Moreto has also replaced the philo-
sophic Lombardo, he who is “honrado en el corazén” and “bufén en la
corteza,” with the rustics Chapado and Marina and the contentious Lafn,
Amusing though these be, they cannot compensate for the loss of this
soldier-lackey who is surely spokesman for the embittered Castro when he
complains (11, p, 19):

« « » El mundo solo mira
lns superficies no mds,
|Cufintos con ostentacién
arrogante y -entonada,
valientes en la opinién,
Hevan desnuda la espada
¥ vestido el corazén!

Y, Icufintos de suerte estén
que parece que hacen raya
en lo hermoso y lo galén,
y en lo que cubre la saya
sabe Dios lo que serén]

Rosana is less daring and more decorous, less the Amazon and more the
conventional lady of the court; she attains to some degree of color only
when, displeased with the excessive humility of her lover in his fall, she
tells him (II, p. 28) that “to confess ignoble blood when one has it not,
is a greater crime than to have it and conceal the fact.” Sancho, likewise,
is less the ambitious prince and more the perfect lover, and Garcfa, though
he has in reality less of the milk of human kindness than his prototype
Ceslau, is more courteous in things external,

Neither the dialogue nor the versification of Moreto's play gives evi-
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dence of any influence of Guillén de Castro’s, The latter shows & virility
that forms & vivid contrast with the fecble lnes of Hasta el fin nadie s

dichoso. All things considered, the play gives the impression of a youth.

ful effort, and one wonders just why Morcto included it in his first vol-
ume when such a play as E! Parecido en la corle was omitted,

El Licenclado Vidriera
d

an
El Licenclado Vidriera (Cervantes)

The debt of B! Liceniclado Vidriera to Cervantes’ fiovela of the same
name, while obvlous, {s nevertheless not great, Morcto himself vaguely
glludes to this relationship In his concluding verses, declaring it “ol Licen-
clado Vidriera sin novela,” Play and novel concur in expressing the bltter

philosophic truth that society will often pay handsomely for the remarks -

of & madman whose antics tickle its fancy while refusing a bare existence
to that same man If sane, There are cssentlal differences, however. The
protagonist of each work conceives himself a “man of glass,” but in the
earlier work It is due to actual insanity which hos resulted from a love
philter; in the other, the réle is feigned in order to wrench a livelihood from

8 world that knows not how to appreciate intellect, courage, and gener-'

osity. Moreto’s charge against humanity is the graver one, then, Cervantes
would accuse it only of carcless, unseeing cruelty; Moreto would complain

of its ingratitude as well, It is those whom the Licentinte has befriended

most that turn a deaf ear to his pleas, The duke in thé sclfishness of his
love Is a tool in the hands of the villain, Lisardo, and therefore utterly
oblivious of the pain of Carlos, who has twice glven him the throne; Laura,
intrenched in her ideals of fillal obedience, concelves it her duty to follow
the wishes of her father by marrying Lisardo, even though Carlos’ whole
life has been consccrated to her devotion; Lisardo, In his love for Laura,
argucs that all is fairin love and therefore leaves his childhood friend (who
has twice secured him in the posscssion of his estate) wounded, penniless,
impotent, to the tender mercies of a uninterested doctor and the *dos mi}
chinches" of & country inn, The thesls is weakened, however, (1) becauss
too many of Carlos’ misfortunes are due to chance® (2) because of the
happy ending given to the play.

There are details that would indlcate that Moreto had read recently
the work of Cervantes,® but oneis surprised that he rejected the aphorisms
that the protagonist of the novel casts before his persecutors, It is true
that Gerundio tells Casandra (111, 9, 265):

El o8 sacart aforismos
pare que un colchén le quicbre,

but only a very loose definition of the term could include the specific accde

% As Gerundlo polnts out (7, p: 249) Carlos’ star Is unfavorable and:
¢l premios lloviera aqut
no se vinlera uno a ti
sl no es a descalabrarte,
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sations that Carlos hurls against his enemies, Our author, then, s in.
debted to Cervantes only for the general philosophic idea and the concep-
tion of character it involves,
. * % @

Sefiores Hurtado de la Serna and Gonzélez Palencis feel® that E!
Licenciado Vidricra recalls Lope de Vega's Lo necedad del discreto®™ and
Matos Fragoso’s El yerro del enfendido.™ It is true that all three have
protagonists who have distinguished themselves at Bologna and that the
chief character in each play cither feigns or else actually experiences in-
sanity, but with these details, comparison must cease. Such vague points
of contact do not point to indebtedness on Moreto's part. The play of
Matos is, however, clearly fashioned on that of Lope, and this, in turn, s

a borrowing from Cervantes' El curioso impertinente,

El lindo Don Diego
and
Ll Narctso en oy opinidn (Gulllén de Castro)

In so far as T know, Leandro Fernfindez do Moratin was the first to
polnt out that Moreto had used Guillén de Castro’s J2 Narciso en su opde
#idn® an n source for his Kl Hindo Don Diego The lntter title was probably
a proverbial phrase by Moreto's day, since Calderdn's ! astrélogo Jingldo,
published in 1632, and Lope’s La defensa en la verdad, written beloro 1635,
both contaln it. It even existed in Guillén de Castro's day in slightly varied
form, for Don Pedro applies the term “gentil Don Diego” to Gutlerro.

1, p. 337).
( "II‘)hc plot of Morcto's comedy, in broad outline, Is identical with I

* Narciso cn su opinién, but there arc some slight changes in the relation-

ship of the characters. In our dramatist's play, Inés, the daughter of Don
Tello, loves Don Juan, but she has been pledged by her father to .the
dapper Don Dicgo. The lovers are in despair until the clever Mosquito,
servant to Don Juan, finds a solution: the maid Beatriz, dressed up as a

82 Compare the vademecum (Morcto 1, 8, p. 253) with vademecum, El Licenciodo
Vidriera, p. 110, Rennert edition,

¥ Hisloria de la literatura espafiola, Madrid, 1921, p, 734,

% Published in Parte XXV, Zarogozn, 1647, The present study was bnsed on
that text.

8 First published in Primera parte ds comedias de Malos Fragoso, Julifn de
Paredes, Madrid, 1658, As Morcto's play was published before 1648 (Sce p. 19
of this study), It Is not probable that Matos' play was written before Moreto's, Tt
may be read in the B.A.E., Vol, XLVIII,

¥ Firat published In Parte segunda ds las comedlas de Don Guillén ds Caslro,
Miguel Sorolla, Valencia, 1625. It may be read In the B.A.E., Vol XLVII,

% Fernfndez-Guerra points out the relationship (0, ¢it., p. xxxvi) but states
that he is indebited to Moratin for the suggestion. Morcto’s play was first published
In the Parte XVIII of the Escogidas, Gregorlo Rodrfguez, Madrld, 1662, It was
probably written within o yenr preceding Its publication,
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lady of high station, so plays on the vanity and greed of the gullible young
dandy that he refuses the hand of the heroine. The secondary love theme
is that of Dofia Leonor, sister to Inés, and Don Mendo, cousin to Doh
Diego. This story crosses the main plot on several occasions when jealousy
leads to misunderstandings,

It is interesting to note which scenes of El Narciso en su opinidn Moreto
has retained and to analyse the additions and subtractions he has made,
In both plays, the audience is allowed to spy on the protagonist as he
completes his claborate toilet (El Narciso, 1, pp. 325-327 and EI linde
I, 8) and on the gracioso as he draws his word picture of the dandy fot hls

listeners (E! Narciso, I, p. 328 and E! lindo 1, 5). In both it.is our good fors

tune to be present at the meeting which takes place between the girls and
the men to whom their father has betrothed them (Ll Narciso, 1, pp.
329-330 and %I lindo, 1, 12); to sce the maid as she recelves Don Diego
(in Custro'’s play, Don Gutierre) In tho rélo of countess (5l Narclso, 31,
pp. 335-336 and 2! lindo, 11, 8); to witness the quarrel between Don
Mendo (Castro’s Don Gonzelo) and Don Juan: (the Murqués of Castro)
which nearly results In a duel (/4 Narclso, p. 338 and Ll lindo, 111, 3-4).0
In no place has Moroto borrowed tho dluloguo o tho verslfication,

Moreto’s reasons for the omisslon of certaln scencs, In part or In whole,
may ordinurily bo clusslfied under two hends: (1) hls earo to prescrve the
dignity of hls characters (Sco 2! Nareiso 11, 24 and III, 1-3, 10-11); (3)
his desiro to subordinate the sub-plot of Dofa Leonor and Don Mendo and
thus mako stand forth In relief tho maln trianglo of Dofia Inés and hee
sultors (2 Narciso 11, 3, 8-9, 21-23; 111, 6, 13~14), In Gulllén de Castro's
comedy, the two love stories were of almost cqual importance; In Moreto's
on the other hand, the love affair of Don Mendo and Dofn Leonor {8 of
Interest only in that it serves to prevent the course of true love from tuti=
ning too smoothly for Don Juan and Dofia Inés,

The scenes which Moreto has added may ordinarily be explained elthet
by the dramatic necessity of complicating the love affair of Don Juan and
Dofia Inés or by the desire of the author to heighten the comic effect, i
the first group come such scenes as the two of jealousy between the lovers,
Don Juan’s protestations of innocence, etc. (Ellindo, 1,2-3; 11,17;111,3, 4
7-9). In the latter, we must include those having to do with Don Tello amj
the veiled lady (I, 6-7; II, 13-15; 111, 2, 12) and more especially, thuse
which tend to heighten the caricature of Don Diego (1,9; 11, 2, 4-5),

In developing his vain protagonist and his clever gracioso, Moretd has
chosen colors that are so much more vivid, has used strokes that ate ]
much bolder, that he has transformed Castro’s comedy of manncrs intu &
comedia de figuron, But if these two characters are portrayed more fitmly
than Castro’s, the same cannot be said for some of the others. Don Pedet
with the egotistic pride of the sclf-made man; the impulsive young Mardula
who, with the disarming frankness of a child, confesses his errors and ls
80 anxlous to win the heroine that he will, If necessary, renounce his wt

% Hesldes those nnmed, one finds scenes in K1 Nurelso which roughly pumﬂei
the followlng In 2 lindo: 1, 11; 11, 1, 2, 3; 111, 12,
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title and accept that of his father-in-law; Dofia Brianda who dares to tell
& harsh father that it is her right to choose her husband, who complains
that “only the woman of honor is without free will”; Don Gonzalo who
expects to win the favor of the ladies of Madrid with doubloons rather than
doublets: these characters are undeniably drawn with more vigor (if less
consistency, at times) in Castro’s work than in Moreto's,

Lo que puede la aprehension

an
Mirad a guien alabdis (Lope), La celosa de st misma (Tirso), ete.

. Even though Lo gue pucede Ig aprehension is a mediocre play,®itisan . .

interesting example of our author's methods, one which shows his skill in

‘deftly interweaving materials drawn from various sources. Into his loom

have gone threads from three different plays:® La celosa de st misma

gl‘irs;))o,2 La desdicha de la voz (Calder6n), Mirad a quicn alabdis (Lope de
‘ega).

There is in the Biblioteca Nacional a manuscript of Moreto’s comedy
entitled Lo gue pucde la aprensién, o sea La cclosa de 5t misma, (See Paz
y Mclia, Op. cit., No, 3916, p. 607.) Morcover, the first half of the title
is also to be found in Tirso’s comedy (II, 9, p. 140), Magdalena, marvelling
over her lover's inconsistency, comments:

Mal ha dicho destos ojos;

Y puede la aprension tanto

que ¢s hastante solo un manto
a amullos y o aborrecellos,

Moreto’s debt to Tirso Is not onc of title lone; from him he drew also
the idea of o romantic, impractical youth who falls in love with a lady
whose features he has never scen. In the carlier play it is a beautiful hand
which serves as so much tinder to the young drcamer’s imagination; in

* Thomas Corncille's Le charme de la voix (Sce Pozmes dramaliques, Bachely,
Lyon, 1698, Vol. 1) was taken from Morcto's play. In the Epistre which precedes
his work, he tells us that the original comedy had been received with greaf applause
in Madrid but that his own had failed in Paris, As Corneille’s play was written in
1653, Moreto’s evidently precedes that date, though it was not published until 1654
in the Primera parte. Whether the Frenchman made use of 2 manuscript or whether
he had before him a suelta now lost to us, I cannot say. ’

#1 Schaefler (0. cit., 11, p. 166) pointed out Moreto's debt to Tirso and Lope,
Georg Michaclis’' Die sogennanlen “‘comedies espagnoles” des Thomas Corneille
(Berlin, 1915, p. ) adds Calder6n’s play as a third source, :

* “Tirso’s play was first published in Doce comedias nuevas del maestro Tirso de
Molina,Madrid, 1627, Sce La Barrera, Op. cit., p. 387, The play may be convenicntly
read in the B.A.E., Vol. V. Calder6n’s comedy was printed first in Paste XLIIT
de comedias de diferentes aulores, Juan de Ibarra, Zaragoza, 1650. See La Barrera,
Op. cit., pp. 54, 686, It may be found, too, in the B.4 L., Vol. XIV. Lope de Vega's

Play appeared in the Parte X VI of his plays, 1621. It is available in the BALE,
Vol. LII.
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APPENDIX _ 1)

the later, it is a golden voice, In both comedies the hero, because of his
love, holds in contempt the excellent alliance which has been arranged fot
him, and in both the heroine keeps her real identity a secret in order thus
to test the stability of her lover. In Tirso’s Play, as fate will have it, the
beautiful hand belongs to the very lady to whom he has been betrothed,
But in Moreto’s, the owner of the voice is not the girl to whom he Is
pledged.

The characterization of our author is entirely independent of La celose
de st misma. The dialogue, on the other hand, is on two or three occaslons
reminiscent of that of the Maestro de la Merced. Moreto has given ug an
expurgated version of Tirso’s story of the gallant who followed a woman
up the street, only to discover when she suddenly faced him that she was
a negress.” Morcover, the graciosos of the two plays are equally skeptical
when their romantic young masters would argue that the lady must be
fair because of the beauty of her hand or of her voice, %

The debt which Moreto owes Calderén is so small that one would hesl-
tate to make the assertion that La desdicha de la vo3 suggested to himt the
exchange of a beautiful voice for the lovely hand of Tirso’s heroine, wers
it not that he has carried over a fragment of a song from this play. Fenlsa,
the heroine of Lo que puede I a brehension, sings (11, 6, p. 176):

Yo quiero bicn,
y este amor de otro se infiere;
que nunque soy yo la que quiere,
no s¢ a quicn,
Compare with this the song of Culderén's protagonlst (11, 28, p, 102):
. Yo quicro bicn;
mas no he de decir a quién,

Far greater is the indcbtedness of Lo que pucede la aprehension to Lopu
de Vega's iMiraed a quien alabdis, In the latter comedy, the king of Naples
Is betrothed to the duchess of Milan whose arrival he expects at any
moment, but he is in love with Celia, sister to Don César de Avalos. Cotisee
quently, he gives orders that the lady from Milan be escorted back to hep
estates. The duchess, highly incensed at this rebuff, offers her hand to
César, who has acted as ambassador in the matter. He accepts but feels-
obliged to concoct an elaborate plan by which he may appear loyal to hig
sovereign. The plan is not successful, and when the king learns the teal
situation, Don César is thrown into prison. Disguised as queen of Hungary,
the duchess now makes her way to Naples in order to free her lover. ‘The
fickle king finds her most attractive and declares himself ready to trahsfer
his affections from Celia to her, She remains faithful to César, howevet,
and by a ruse she not only wins his freedom for him but obtains the king's
consent to their marriage,

The story of César and the duchess, which in Lope's play forms the
chief interest, has been woven into Moreto’s as the subplot. In this ttatg.

% La celosa de st misma, 1, 3, p. 130; Lo gue pucde s aprehension, 11, 1, p. 113,
¥ CL. Lo gue puede la aprehension (L, 4, p. 169) with La celosa de st mismd (i,
3, and 11, 2, pp. 130, 136), , ,
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fer, the duchess, suffers little change of character, César, on the other
hand, has been transformed. An utterly contemptible figure in Lope’s play
because of his cowardice, his cold and calculating ambition, his toady-
ing and his insincere adoration of honor, he has in Lo que puede la apre-
hension become the typical romantic lover, hot-tempered, conceited, torn
between love and honour. The protagonist of Moreto's play (the duke of
Milan) while corresponding i position to the king of Naples, likewise forms
a contrast in characterization to that monarch, Lope’s protagonist is in
his affections as variable as the south wind; the duke on the other hand
is an idealist who has fashioned a girl of his dreams and who is willing to

sacrifice a kingdom for the lovely voice which symbolizes that dream. The.

graciosos of the two plays touch only in that they share an opportunistic
philosophy which leads them to criticise severely the romanticism of their
masters. Fenisa, the one character of distinction, is of Moreto’s own fash-
ioning.
: Ll mds ilustre francés, San Bernardo
and
Ll diablo predicador (Luis de Belmonte)

One must grant the general similarity which Fernfindez-Guerra finds
Op. cit., p. xxxvii) between a scene of Moreto's E! mds ilusire francés,
San Bernardo and Luis de Belmonte's El diablo predicador.® A comparison
of the two plays shows little direct relationship, however. The humor of
the scene in El diablo predicador consists in the prompt appearance of the
devil every time that Fray Antolin wishes to eat and in the devil’s in-
sistence that the friar giveaway in the name of charity the rich viands that
he has hidden in his sleeves for his own delight, Colin, the gracioso of
Moreto’s play, is likewise forced by San Bernardo to renounce the ban-
quet he has before him and to give himself thirty lashes for his gluttony,
Antolin, however, is a Jigurén character “whose stomach is ever an abyss
for which double rations are but as two acorns’ whereas Colin is merely
starved from long fasting.

The scene in question is, T fecl, nearer toonein La Vida ymucrtede San
Cayctano® than to Belmonte's play, and the character of Colfn has much
more in common with Cervantes’ Sancho than with Fray Antolin, Indeed,
there are various evidences that would tend to show that Morcto had
recently read Don Quijole when writing il mds ilusire francés: among them,
references to Don Quijote, M crlin, Gaiferos, Then the “thirt y blows" recall
those which Sancho was asked to give himself; finally, the relations be-
tween the idealistic master and the materialistic, though loyal, servant,
scem to reflect Don Quijote,

Ll mejor amigo el rey
and
Cautela contra cautela 6]

Fernindez-Guerra's statement (0p. cit., p. xxxvil) In regard to E!
mejor amigo ¢l rey, “tampoco desaprovechs nuestro autor tal cual rasgo
del drama Cautela contra caulela,”*" jg misleading, The truth is that the
plays are, 5o far as theme, plot, order of events, and layout of characters
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are concerned, virtually {dentical, It is true that there is little resemblatich
in phraseology and that there seems to be no influence of the versification
of the original on Moreto’s comedy, but there are conceits,*® details of
characterization, and, occasionally, identical lines®® which show that
Moreto had a copy of Cautela contra cautela near at hand while writing
El mejor amigo el rey. Of the fifty-six scenes that make up our author's
play, forty-one (I, 1~6, 8-10; II, 1, 4-5, 7-8,10-11, 18, 20-25; I11, 1, 34,
6-11, 14-17, 19-23) have their partial or complete equivalents in Tirso’s{
and of the twenty-six that Moreto has rejected (one in the first act, eleven
in the second, and fourteen in the third), nearly all have been eliminated
because of his conception of stage mechanics, There are twenty-two added
(five in the first, six in the second, and eleven in the third), most of which
are to strengthen the characterization, to better the motivation, or to Il
crease the comic element.

The theme that friendship can be tested only in the crucible of advets
sity was a popular one with both Tirso and Moreto. To exemplify this
thesis, each author presents a certain prince Enrique, dearly beloved of the
king, who pretends to the court that he has lost royal favor, In each case
the protagonist discovers which servant, which friend, which sweetheatt Is
faithful to him, and his sovereign, by this same tuse, is enabled to find
out who are the malcontents that are plotting against his realm. The few
changes in the plot are not significant: Moreto seems to have omitted
many details as unessential to the development of the action.

Moreto has kept all except two of the characters of his source (Cello
and one of the conspirators), but he has drawn them all with a. mitch firier
hand. Lines which were merely traced by Tirso have been inked in by
Moreto, The king is more loyal in his friendship for Enrique and, therefore,
less casily deceived by the tricks of the traitors. Alejandro and Felips
stand forth in their plotting, haughty, astute, domineering the one; servile,
cautious, and hypocritical the other, Isabel, a quite colorless graciosd it

% The latter play was first printed in Paste VI of the Escogidus, Zaragoa,
1653, but there are 3 manuscripts two of which bear the date of 1635, See La
Barrera, p. 30, It may be read in the B.4.E,, Vol, XLV.

% La Vida y muerte de Sun Cayelano, Act 11, pp. 335-336,

¥ The authorship of this play is uncertain, It was first printed in the Segunds
parte de lus comedius del Muestro Tirso de Moling (Madrid, 1635) and it {s Included
with Tirso’s plays in the B.4.E., Vol. V, However, I agree with Hartzenbusch (See

¢ B.A.E., Vol. V, p. xxx1x) that it has in it much that is characteristic of Alarcot,
The richness of the lyrical and the virility of style point to Tirso, but the theme, the
orderliness of plot construction, the contrast of selfishness and generosity of spirlt
afforded by Elena and Porcia would, in my opinion, point to Alarcén, There 18

perhaps a reference In the play itself to Tirso in the remark of Macarrén to Tirsoy

(Il 151 p. 607)'

% Cf. “Hoy es sebo y antes cera,” E! mejor amigo el rey, 11, 1, p. 607, with "y

scho nos trae de cera,” Cautels contra cautela, 11, 19, p. 510,
% “1Que haya en el mundo estos hombres!” (111, 4, p. $13 of Tirso and 111, 4,
p. 616 of Moreto.,) There are a very few others,
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time from ten years and more to & few days, Moreto and Matos have, as
we should expect, produced 8 more orderly and economical play that the
original, And this Is true, even though our dramatist's comedy Is, from
the standpolnt of structure, more of a chronicle play than Lope’s: the epl-
sode whereln Relnaldos angers the king, which in the carlier play Is given
In narratlve form as so much expository background, has in Moreto's and
Matos’ comedy been expanded to form tho first five scenes of the play.
This gain in technlque can not compensate for the loss In spirit, Lope’s
work Is most unequal, as Menéndez y Pelayo has pointed out, but it is
saved from utter mediocrity by two splendid passages, In the first of these
(11, pp. 268-269), Claricle reviews the injustice that has been done her
husband In & romance of such vigorous lincs that Depping admitted it

among his “antiguos caballerescos.” In the second (III, pp. 288-289), .

Relnaldos establishes his innocence and humiliates thoae who had thought
to mock him, The majesty of these scencs has been completely lost In £I
mefor par de los doce, The splendid lines of the final scene with thelr mog-
nificent epic swing have become Insignificant and lustreless,

This same tendency toward the proaalc Is ovidenced in other ways. in
eliminating the parts of the child Delio and of Malges! (who on rare occa-
slona practices his talents of wlzardry), the collaborators have eliminated
respectively the pathetic and the eupernatural, In adding Coquin, a grg-
¢ioso who {s thoroughly characteristic of Moreto, our author takes still
another step out of the land of fantasy, Even the change In the protagonist
tends toward the conventlonal and commonplace. Lope had followed tras
ditlon In making Reinaldos a bandit, although his character {s sufliclently
punctilious to tuke only what ho needs for his wife and child, Moreto evis
dently folt that his purngon of knlghthood could not under any clrcums

stunces stoop to theft, In a word the Rofnaldos of eple trudltion has be
coma the fdeallzed courtlor of Philip 1V, that Ufeless monarch whom

Muchado has charactorlzed so aptly,

La misma conclencls uensy
‘ and
Despertar ¢ quden ducrme (Lope)

La misma conclencta acusa, or Despertar ¢ guien duerme, 1s, ns Schaeffoe
has polnted out (0p, cit,, 11, P 166), taken from a play of Lope which
carrles o nume that Is Identieal with that of the second title'™ of Moreto's
comody, As the title would Indleato, Lopo would stress the danger of
“awnkenlng sleeplng dogs” wherens Moreto didactically insists (111, 18,
p. 120) that man's own consclence will beteay him;

v o4 ¥ este efemplo

dé escarmiento a los que tratan
do hacer secretos delitos;

pues si cautelas los callan,

1% Lopo's play was published in the Purts VIII of Lope's works, Barcelona,
§617. It may bo rend In the B.A.E., Vol, XLI,
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la misma conciencig acusa,
que es el testigo del alma,10¢
The duke of Parma, whose conscience i8 burdened with the gullt of
having unjustly robbed his nephew, Carlos, of the throne of Parma, cannot
believe his favorite, Enrique, when he reports that Carlos is living In
philosophic contentment on & country estate, indifferent to the luxuries
of the court, Moved by a fear that Is wholly unjustiﬁed, the monarch
brings the latter to the palace to sce if he can make him revesl the hate
and envy which he fecls sure must reside within the depths of his victim’s
soul, and eventually he thrusts him in prison, Awakened a¢ Inst—in part
by this injustice, in part by his love for the tyrant's dnughter, who s belng
summarily married off to Enrique—Carlos gets word of his plight to the
duke of Milan, With the aid of the lntter, together with that of the princess
and of his faithful servant Tirso, the protagonist is cnabled at last to re-

gain his throne and, what is more important, to win the hand of the fair

Margarita, Enrique marries Estela, sister to Carlos.

Lope’s situation, if outlined in similar fashion, would differ from the
summary here given: (1) in the detail that Rugero (Carlos’ counterpart)
is not taken to court; (2) in that the protagonist {cigns affection for the
queen of Sicily in order to secure her aid in battle. Morcto eliminated this
subordinate plot of the queen, who does not enter until the third act of
Lope’s play, and put in jts place the love story of Enrique and Estela, The
last change is in every way characteristic: in dramatic technique, because
it does away with a subplot which was obviously dragged in to the third

fact, Lope's ambitious hero with his opportunistic philosophy of life and
his jealous heroine with her Amazonian methods have been transformed
into models of dignity and decorum. It ig noteworthy, however, that the
heroine, unlike any other that we have met in our author’s theatre, ap-
pears for o moment dressed jn mun's attire, excusing herself with the
remark (II, p. 113) that:

Puedn el amor y la piedad un dfa

més que la propia conveniencia mia,
Unfortunately, with this gain in dignity of characterization,!% there i3 g
corresponding loss of vigor in style,

In comparing the duke and Enrique with their counterparts in Lope's
play, one finds little change. Tirso,)® too, in his verbal mixups and in his
faith in the unlimited power which the office of mayor carrics, clearly finds
his predecessor in the Perote of Lope. However, he is a more vital part of

1% These are the closing lnes of the play,

1% The gain as well as the Joss are at once summed up in the transformation
which Moreto has wrought in the lust scene of Act IT of Lope’s play.

1% Tirso “in armor” and in his encounter with his master in the darkness of
the prison is slightly reminiscent of Sancho’s tribulations in Barataria and of his
underground cncounter with Don Quijote,
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4 roto’ lay hinges
t since much of the action of the third ect of Moreto's p
gltlxehx;:orore. And, we mayaddin passing, the l??t of the second act aitd the
hird offer some rare good scenes o un,
ﬁmAT ::wotrd!;arlly true, Moreto’s versification shows no Influence of
Lope's play, and while fourteen scenes!®? out of the fifty-three of Mureto
have partial parallels in Lope, there are few instances where one may sty
that the dialogue shows any likencss to that of the original, The ?cseﬂst
resemblence In tone, gencral content, and phraseology Is found it the
elghth scene of Act I, p. 104, Icre there are two lincs taken from the
rolres: ¢Pucdo comer y vestlr
, mis que por un hombre? No.

Compare with this Lope's question (1, 4, p. 346):

¢Puedo comer y vestlr

méis de por un hombre yo?

*No hay reino como ¢l de Dios
and
$Defar un reino por otro (Monroy y Silva?)

eino como el de Dios is not, as Sefior Cotarelo thinks, (Btblo-
graf?:z‘: ]1;%5’), & varlant form of Dejar un reino por olro, nor has its aullhttn'
used Lope’s Los mdrtires de Madrid as a source.!®® Rather it s a corzl ete
reworking of Dejer un reino dor olro, which is, in my opinion, incorrec § at-

Moreto,
trlb’il‘ltacedp;:t of Dejar un reino por olro, bricfly told, Is as follows: E?’rlq&a.
having fled from Spain after killing & man whom ho bcllo\{ca to 'I‘u tho
lover of his swecthenrt, Flora, is taken captive by the Turk Zelfn, ] ul 1‘:
latter, who has for three years been scarching sea and land for tdc noa)
Solimén (during his life-time commander of the Ottoman squadro ns":
Enrlque represents a gift from Heaven in that he s the exact countcrpt
of the lost leader. As he has been promlsed denth by the Sultan .{/\muﬂt\i o8
In caso ho should return without Solimiin, Zelin domands that his cap v:
Impersonate the missing chicftaln but stipulates that he shall not daclfcpn
the favors of Luna, daughter of the Sultan, to whom S.ollmtin ha I?ﬁii !
betrothed. The plan is successful, and when Amurates dies, he mimcf1 o
rique successor with the proviso, however, tha.t he shall marr).rﬂ_ u;xt ‘not
the last half of the play, the lot of the roya! prisoner is made di 1cqui °
only by the jealousy of Zelfn but also by the presence at court ? bor l;
his father Feliclano, and his brother Ricurd?, who have Hkewise :{; :
made captives while searching for Lnrique, Eventually, the prot'ago

; ien duerme); 1, 6 and
W Cf, 1,8 (Lamisma conclenclu) with I, § (Despertar a qu '
7 with 1, 3; i, 8 with 1, 4 and 9; 1, 9 with I,6;1, 17 with I, 1.1; I, 18 with g, %gt
I, 19 with I, 13; and IL, 10, 11, 12, 13, 14, 15 with respectively II, 13, 17, 18,
o ; Il as for the dita
1% For bibliographical facts concerning the three dram‘as, as well as for
which leads me to such conclusions, see pp, 125~126 of this study,
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confesses to Luna that he is a Christian and that he fg pledged to Flora.
Refusing to deny either his love or his religion, he, together with his
brother and father, suffer impalement. Flora dies of a broken heart,

The first act of Lope’s very disjointed play, Los mdriires de M, adrid,
is concerned with the love affair of Ricardo and Flora and with the flight
of the hero and his father, Feliciano, as a result -of & quarrel with the
miserly Camilo, The second portrays the life of Ricardo as a soldjer, In
ActIII, heiga captive in the Turkish court and is Joved by the Sultana,
Here he and his father meet Flora, who has followed her lover and hasg
likéwise suffered captivity, Here too, Ricardo meets Numen and recognizes
in him a long-lost brother, The story of the latter's impersonation of the
monarch’s nephew follows, Ricardo refuses the Sultana’s love, Numen
confesses his imposture, and the three men are impaled.

In Dejur un veino por ofro, the life stories of Lope’s Ricardo and N umen
have been combined in that of Enrique, and the rather uscless réle of
Ricardo, brother to the brotngonist, created, The first two acts of Lope’s
play have been reduced to exposition in Dejar un reino bor otro, and vir-
tually all of the story of the latter (which is but & dramatization of the
long story of Numen told in the third act) takes place in the court of the

If we were to summarize No hay reino como el de Dios, we should find
it almost identjcal with that of Dejar un reino por otro. The fow changes
that have been made are, as we shall sce, entirely characteristic of Moreto,
The dramatically uscless rbles of Ieliciano and Ricardo have been elimi-
nated, thus centering attention on the love triangle, Zelfn has been turned
into the sentimental Moor type, the perfect courtier and the loyal friend,
The sweetheart, I lora, has become the faithful wife, Leonor, The rdle of
the graciese, which is in Dejar un veing por olro detached from the storics
of the chief characters, has heen firmly knit with the malin plot in ¥o hay
reino como el de Digy, There are other changes, purticularly In the order
of events and in the names of the characters, but they are, for our purpose,
unimportant. I have noted no verbal parallels, :

As for the versification, the romances have increased from 599 to 70%;
the redondillus, decreased from 199, to 179%; the 300 lines of décimas, less-
ened to 30, There js nothing in the versification to indicate that the peri-
od which scparated the two plays Dejar un veinog por olro and No hay
reino como el de Dios was a long one, Both were probably written between
1640 and 1663,

No pucde ser
and
Ll mayorimposible (Lope)

No pucde ser is, as Fernindez-Guerra has pointed out (0. cit., p.
xxxviii), a revision of Lope's El mayor imposible 9 The two plays are iden-

1% Mentioned in the sccond Peregrino and bublished in the Parte X x V of Lope,
1647. Tt was written in 1615, See Rennert and Castro, Vida de Lope, Madrid, 1919,
Pp. 227, 495, It may be read in the B.A.E,, Vol. XXX1v,
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tical in thesls, though Moreto has refurbished Lope’s phrase, “el tHkyor
imposible es guardar una mujer,” as “no puede ser guardar una mujer,”
It was not a new idea, however, for we find incorporated in the come y bf
the earlier dramatist (11,22, p. 478) a ballad of similar idea which must have
been hoary even in Lope's day:

Madre, la mi madre

guardas me ponéis;

‘ que s yo no me guardo,

mal me guardaréis, :

In both plays there is & corollary to the idea: not only.is it as impoastbie

to guard & woman as to ‘“grasp a handful of sand,” but the very atlempt .

cartles with it grave dangers, since “suspiclons will bring certaintics"

To prove this thesls, each playwright has presented what is virtuaﬂ'y
& play within a play, The question arises in the Academy—in Lupe's
comedy it is that of the quecn of N aples, and in Morecto’s that of a cettain
Dofia Ana of Madrid—as to whether it is possible to guard & woman
against her will, In No puede ser, Don Pedro, brother to the lovely inés,
is s0 rash as to maintain the aflirmative and to wager the protagonist, Don
Felix, who has sustained the contrary, that he can defend his sister against
the world, With the aid of Dofia Ana and his own servant, Tarugo, the
hero, Don Felix, proves his point, but in the meantime he falls sincerely
in love with the heroine, and the play ends with wedding bells,

A general outline of L7 mayor imposible would differ from the one Just
given only in the names of the characters, Morcover, there are twelve
scencs in Moreto’s comedia which have virtual cquivalents in Lope's,Mo
The revision, nevertheless, shows appreciable changes, the most importat
being in the development of the surrounding action, In Lope’s work the
resolution of the theme is in the nature of an entertalnment to the dltech
which will allow her to forget her fllncss while she walts the arrival of her
betrothed, the king of Aragdn, As such, the preliminary scenes are teally
a prologue. In Morcto's comedy, on thoother hand, the surrounding actlon
has been closely linked with that of the Inner play, Dofia Ana would like
to correct Don Pedro's extreme jealousy—has in fact postponed her mag.
rlage to him until he should learn to be more discrete in this respect, Mo.
reto’s change fs effective, then, for it brings plot and subplot more closely
together, makes the character of Dofia Ana more attractive, and eliml.
nates the figure of the king of Aragén and his retinue,

Other changes that Moreto has made are in the interest of the cotife
He has eliminated Albano, a fricnd of the protagonist, and has replnceé
him with the amusingly stupid Sancho. In lieu of Lope’s gracioso, why
frightens the queen out of her fevers and thereby wins the reward offered
for her cure, he has created Tarugo in the role of an cccentric indiano: In
this disguise the clever servant is able to gain admission to the herofne’s
house, later to admit his master to her garden, and still later to effect the

0 Cf, No puede ser, 1, 2 with El mayor imposible, 1, 2; also 1,7,8,9, 10, with
1,7,8,9,10; 11, 15 and 17 with 11, 23; 111, 1, 2 and 3 with 111, 1; 111, 18 with ilf,
19; 111, 19 with II1, 20,
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escape of the lovers. The superstructure he rears has the advantage of be.
ing more closely connected with the main plot than was Lope’s, but it is
so claborate as to violate verisimilitude and, in a measure, to rob the
theme of its deep social significance. It is all most amusing, however, and
if the play is regarded as sheer farce, the changes Moreto has made Jleave
little to be desired.

In his charactérization, Moreto displays better taste than L.ope.
Lisardo, the protagonist of El mayor imposible, is a trifler and a philan-
derer, Don Felix is, as we should expect, a knight without re;?roach.l The
issucis hardly defined when he confesses to Dofa Ana that he s gem}mely
in love with the heroine, Inés, The latter is a bit more retiring, a bit less
capable than her counterpart in El mayor imposible. The queen of Lope’s
play is a petulant young ruler who must be amus.ed; Doﬁa' An-a, a se.lf-
satisfied young woman who spares her fiancé’s feelings nothing in the in-
terest of truth: Don Pedro has suffered in several respects at Moretp’s
hands: he is much more stubborn, much less likeable, and much less in-
telligent than his prototype in Lope's comedy. :I'arugo, finally, .plays a
more important part than Ramén: he realizes his intelligence and is aware
that he is the clever stage director of the whole play. Unlike Ramén, his
counterpart, he carcs nothing for gold: he asks instead power over the
other characters, )

The dialogue of Moreto is good: there are few scenes in the drama of
the Golden Age which sound more natural to me than the heated argument
(I, 2) between Dona Ana and Don Pedro. It is a dialogue, moreover,
which is reasonably independent of its source, though in a few places,
Moreto has paraphrased passages from Lopet I have noth, morcover,
two lines which Morcto has borrowed verbatim: (1) “La mujer que sabe
menos” (No puede ser, 1, 2, p. 190 and EI mayor imposible, I, 2, p. 467);
“¢Sois justicia? Ni aun picdad.” (o puede ser, 111,19, p. 207 and El mayor
imposible, 111, 20, p. 483).

Ll Parecido, El Parecido en la corls
and
El castigo del penseque (Tirso)

It is ordinarily assumed that E! Parecido en lo corte s revision of E!
Parecido, also attributed to Moreto.!'? Of the first mentioned, there_are
five manuscripts, all of which, however, bear the shorter form of the title.
One of these, to zll appearances an autograph, carries the c!ate' of January
13, 16523 There is of this version a suella of Juan Sanz which is of the late

M Compare the paraphrases No puede ser, 1, 2, 5 with El mayor imposible 1, 2,
5;1,8with], 8,

™ Fernéindez-Guerra (0, cil., pp. x and xxxix) as well as Cotarelo (Bibl,, p.
34) and Schacffer (0. cit., 11, p. 165) take it for granted that Ef Parecido is the
primitive version, and while a comparison of the two texts leads me to bclicv? that
the chronology they have given Is correct, I do not consider the conclusion inevie
table, :

43 Sce La Barrers, Cal., p. 276 and Fernéndez-Guerra, Op. cit., pp. x and xxxix,

i
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seventeenth century, though the comedy apparently did not appeat I &
dated edition until 174114 Ag to when K/ Parecido was concelved, We
know only that it was first published in 1665 in the Parte XXIIT bf’ the
Escogidas (José Fernfindez de Buendfa, Madrid). Since it s a rewoﬂdhg
of Tirso’s El castigo del penseque, it was perhaps written after the death of
this author in 1648, ,

If we accept the chronology which is ordinarily assumed for the two
plays, we find that they offer in a measure opportunity to study the toki-
scious development of Moreto’s dramaticart, The plot of either version tnay
be briefly summarized as follows: Don F ernando and his servant Taeé,
have but lately arrived in Madrid from Seville, the former in search ot his
sister Ana and her lover, At the church door they meet Dofia Inés, daugh-
ter of Don Pedro de Lujin, and Fernando falls desperately in love with
her, While trying to formulate some plan by which he may further his love,
he is accosted by Don Diego as Don Lope de Lujén (a brother to Dosa
Inés who has been in the Indies for fourtcen years) and taken to the house
of Don Pedro. He first protests, then accepts his mistaken identity, and in
order to cover all verbal slips and at the same time woo Dofia Inés under
the very eyes of her father and her fiancé, Don Dicgo, he feigns strange
lapses of memory. The complications that arise when the real son appeats
are solved by a double marriage, for, as chance would have it, Dofia Ana's
lover is none other than Don Lope,

The changes which Moreto has made in reworking the first half of £

Parecido are few but characteristic. His effort to inject the didactic is mads
evident in the long and undramatic monologue which he has inserted in
the first scene of Act I so that Don Fernando may lament his own wasted
opportunities and at the same time assume partial blame for his sistet's
conduct; his desire to avoid the risqué, in the more sedate conduct of his
heroine. In the one case she gives her newly-found suitor a tryst; in the
other she refuses (Cf, E! Parecido e la corte, 1, 4, p. 314 with El Parecidy,
I, p. 6). As pointing in the same dircction, one may note the excision of &
very plain-spoken bit of dialogue to be found In the carlier version (" Dime
£4 cn que ha de parar, ., ' 1L, p. 13) and In the conversion of the bedrool
gcene (I, pp, 10-12) into a garden scene,

The changes made in revising the latter half of Act IIarein the intetest
of plot-structure. They were clearly designed to concentrate dramatic efs
fect, particularly in the development of the secondary plot of Doiia Ana
and Don Lope. Morcover, in postponing the meeting between Don Lops
and his father until the last scene of the second act, he has secured climax
within the act itself and has at the same time set the machinery in motiot
which is to bring the comedy to a natural conclusion.

The variations which Moreto has made in reworking the third act of
El Parecido are not characteristic, One expects simplification of plot, not

elaboration, Yet here there is a distinctly conscious attempt to imitate
the highly involved intrigues of the Caldcronian comedy. The introductfon

of a new character in the revision (with the extra shifts of scene occasioned
1 Num, 16, Antonio Sanz, Madrid, 1741, See Cotarelo, Bibl., p. 34.
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thereby) seems to serve no purpose other than to afford a point of contact

between Don Lope and Don Fernando.

The dialogue of EI parecido en la corte is simpler, more direct than that
of its source. In the primitive version Don Fernando accosts Dofia Inés
(I, p. 6) in suck highflown language as this:

81 permitfs que un rendido,
que Jo estd desputs de veros,
08 acompafie, scrfh

dichoso para ofreceros

este corazén en alas

de vuestro divino incendio
como & bien que solicito,

In the revision, onc is spared such bombast.

In versification, one may note that ZI Parecido (the longest of Moreto's
well-attested plays) has been cut from 3246 lines to 2912 that the number

of romance lincs has been decreased, the silvas Increased; that the double

laisses of romances (1, p. 9) have been consclously broken up by the addi-
tion of a scene in s#lvas,
$ & &

Many years ago Fernfindez-Guerra pointed out that E! Parecido en Ia
corle “owes something” to Tirso's L casligo del penseque s The indebted-
ness is chiefly one of initial situation. In the play of Tirso, the penniless
Don Rodrigo, accompanicd by bis servant Chinchilla, has just arrived in

Flanders, Here he is accosted by a certain Roberto who addresses him as

ibe son of his fricnd Liberio. In spite of Rodrigo’s fecble protests, he is

taken to the house of Liberio, is accepted by him as a son, and falls in love
with Clarela, his daughter, Eventually he marries her, but only because a
certain haughty duchess has withdrawn her favors,

The situation, then, as well as the grouping of characters who make up
the action, show much in common. The emphasis has been shifted in that
Moreto has climinated the character of the duchess and transformed the

' mercenary protagonist into a paragon of romantic virtues, one who is, in

cevery way, an antithesis to the contemptible Rodrigo. The other charac-
ters have as little in common as Fernando and Rodrigo, if we except Chin.
chilla who shares Tucon's Interest in food and who, like Moreto's gracioso,
takes the responsibility of persuading his master 1o accept the rdle of s0n
and of advlsing him as to how he can carry it out, Of the loss of memory,
however, which plays such a part in our dramatist's comedy and of the
many delightful hairhreadth escapes which it makes possible, there Is no
hint,

The dialogue of Moreto fs reminfscent of Tirso's in one scene only,
Compare Liberio’s orders to his daughter, “Clarela, abraza a tu hermano,”
etc, (Ll castigo del penseque, 1, 4, p. 1) with Don Pedro’s to Ints, “Inés,
abraza a tu hermano” etc. (E! Parecido en la corle, 1, 10, p, 316), From
Chincilla’s brief anccdote concerning the merchant and his hundred

% 0p. cit,, p. xxxix. Tirso’s plny was printed in the Primers parle of Doce come-
dias nuevas del maestro Tirso de M, olina, Mudrid, 1627, Sce La Barrera, Cat,, p. 387,
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END] 191 '
Arr x R T!he‘plgtiol thcdc?llnl;omt?uh ls‘ns {;)llow:l:ljunn B!ulllo,h emperor of
ussia, is dying, and in view of the ntellectual Incapacity of his first born
“escudos, (I ;am’go del penseque, 1, 10, 75), Moreto has evolved the first (likewise named Juan Basilio}, he designates his tfn-yc};r old grandson,
scene of Act IIL. 5 8 @ chx;xctrio, 28 successor and his cousin, Jacobo, as regent, After the death
. « cit., . xxxix) mentions the fact that analogies of the emperor, the ambitious Jacobo attempts to kill h{s nephew and to
havfe;:::mn?:ie?:t(gé wcei: q % tx},’!ﬁez ido en 1o corte and Ly sy mg; s tgke'posscssx?n of the throne, Through the loyalty of his master, Felipo,
(Cervantes), Quitn engafia mds o guitn (Alarc6n?), and the Menaechmi the young prince es?apcs, but thf} after some ten years l.lis fﬁdmg plac.e
(Plautus). ¢ While it is certalnly not improbable that Moreto knesw The is dxscovch, he takes rcfug? first in & convent and then in Poland, Ulti-
Menaechmi, or even the other plays, I can see no evidence of Influence, mately, with the aid of the king of this country, he is ablg to throw off his
Undoubtedly they all belong to the same school: all are comedies of in- disguise, to ovcrcomc.thc usurper, and to marry the fair Margarita to
trigue wherein the protagonist borrows the identity of another in order to . whom he was pledged in childhood. ) )
obtain some desired end, In the case of The A1, enacchint, as with El Parecido . In rekncading Lope's formless mass, Moreto and his collaborators have
en la corte, the impersonation {s made possible by the fact that the prota- secn fit to work out six subplots and thc' nincteen hazy characters involved:
gonist closely resembles the man whom he impersonates, but this same ’ 1 the accidental death of Juan Basilio, heir to the throne, at the hands
statement could be made for Tirso's La venturq con ¢l nombre or Lope de ; of his irascible father, likewise named Juan Basilio; (2) the love of Rodolfo,
Vega’s Los mdrtires de Madrid or Moreto's *No hay reitio como el de Dios, first courticr of the usurper, for Isabella, childless wife to the young Juan;
One may also point out that however much Plautys’ character may protest | 3) ‘hC’ heroic loyalty of Lamberto (the ¥ elipo of Moreto) in sacrificing
against the {dentity that Is forced upon him, people refuse to belleve him his son's lifc in order ther, cby to save his sovereign; (4) the rivalry of the
even as they do Don Fernando and that eventually the protagonist of each Duque de Arnfes for Margarita’s 13an ; (5) Finca's betrayal to Demetrio
play accepts the role, , : of the p!z}ns to kill him; (6) Dcmctfxo s life with the reapers, Bcla'rdo, Febo,
As for Quitn engafia mas o guién, the protagonist assumes, as in EI _ and Lgcmdg. He has, moreover, in shortenmg the time of action and in
Parecido en la corle, the rble of the brother who has been in Amerlea for beginning his story after the death of Juan Basilio, made still another gain
many years in order to obtain admission into the house of his sweetheart, In unity of action, One might point out also fn connection with the changes
The plan fs upset, however, not by the arrival of the real brother but by he has wrought in plot that Felipo, the tutor, docs not dic at the beginning
the machinations of a certain Enrique who lcarns the lovers’ secret, sends L of the second act in Moreto's play as docs Lamberto in LI gran duque de
his rival to an insane asylum, and usurps for himself the réle of brother, . Moscoria, and can accordingly {dentify Demetrio to the king. I‘)urlhcr-
The similarity does not extend to the characters, There is, so far as { can : ;nzrnct, i)sc}l,n;tlr";, lir;s;euld yfpl’)uccog;:% ;:orocl:ol,x; Zﬁfdﬁﬁ‘c'?cm"{ ht:ﬁ {f] ;I;‘tigo
: : - P ount, appensin Lope's , oreto's, N
#6610 Teason to suppose that Moreto was acauainted with the play ' tioned. It is a réle which dctri’cts less from the dignity of the hero and
*El principe perseguido S which at the same time gives & more natural sctting to his conversations
and . n with the princess Margarita,
El gran dugue de Moscovig ¥ emperador perseguido (Lope) , .Of the changes made in characterization, that cflected In Juan Basilio

is the most interesting, The insanity of Lope’s character, 5o violent that
he kills his own son, Is due to an herh (compare with the Licentlate of
Glass) whereas the madness of Moreto's figure conslsts largely in his com-
plete disregard of the nicetfes of the court and in the enlgmutle aphorismg
he husls at those who would mock him, However, In the cruciblo of mige
fortune, his Intelligence s awukened, or, 88 the young rehel of toduy might

El principe perseguido” written by Belmonte Bermfidez, Moreto, #nd
Martfnez de Meneses according to an autograph manuscript which eattles
the censor’s stamp of Dec, 1650, is drawn from Lope's El gran dugue de
Moscovia y emperador berseguido e

W L eniretontda, first prinicd In 1615 In Ocho comedias y ocho entremesss) bd, express ft, “age and suffering press him Info the conformist’s path,”
8chevill y Bonlila, Madrid, 1915, Vo, Vi1, o The other charucters of Moreto und hiy colluborators (with the exceptlon
Quitn engafia mds a quien was printed as the work of Alarcén In the Escoplda, of Rudolfo) stund out more clear) y thun Lope's, but they oceaslon lttle
José Ferndndez de Buendfa, Madrid, 1679, Tomo varlante (See La Barrera, Caldlogo, interest, Demetrio, in the first uct, s unother one of those precoclous chille
p. 702). Hartzenbusch (B.A.E., Vol, 1V, p. 520) doubts that the work Is wholly dren that wlk und uet like courtiers fn thelr thirtles, We are quite In syms
Alarcén's, Certalnly it Is not entirely characterlstic of him, The play may be resad Duthy with bis futher when he tells bim (1, p, 4)) "Muy buchillerlco soly,”
in the B.A.E., Vol, 1V, l In the lust act, he s without that Kenerosity toward hly enemley that ree
" e e e SISO Loward e e e
con c::nf:; {)& ::S;}l,g?;:f,::‘,‘:!xax‘f:; l::)boli(.)gmphlcal detalls and for a discussion read In the Ruyul Academy Editlon, Vol, VI, ‘The Indebtednens of J32 princlpe
M5 Of date 16037 . . . 137 according to Buchanan's The Chronology of Lope de ‘ perseguido to Lope's play Iy there pointed out, p. cxxxill, .
Vega's Plays, Printed In Parte V1 of Lope's plays, Madrld, 1617, The play may be
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deems the esrlicr playwright's protagonist, Felipo's réle, If fonger than that
of Lamberto, {s nevertheless not so distinctive, This change offers Interest,
however, In that the stress on the monarchical {deal of which Lope's chas.
acter was a symbol, s thus deliberately omitted, And finally, Pepino, serv.
ant to Demetrio, is the stercotyped “‘gracloso,” hungry, cowardly, talka.
tive, whereas his counterpart, Rufino, {s soldier and friend to the protag.
onlst,

On the whole, the borrowing is one of plot and of layout of characters.
However, there Is one fragment of dialogue in each act which has been ap-
propriated virtually in fof0, Compare:

(a) the passage of Moreto (Act 1, p. 3) which beglins “Qué caballo
sacarin?”’ with that of Lope (Act 1, p. 603), “Qué caballo han de sacar?”

(b) the passage of Moreto (Act 11, p, 20) which starts “Pucs desntdate
y colguemos...” with that of Lope (Act 11, p. 620), “Desnuda pronto y col-
guemos,” _

(c) the passage of Moreto (Act 111, p, 32) starting, “Gran Duque,
dadme los brazos. ., .” with that of Lope (II1, p. 641), “Dame, Demetrlo,
esos brazos,”

TRE! principe prodigioso
d

an
Principe prodigtoso transilvano (Lope)

In cutting Lope's Principe prodigioso transilvano™® from some 4000
lines to 2888, Morcto and Matos have in EJ principe prodiglosot taken a
formless chronicle play, which s at times Senccan in its brutality, and
transformed it Into & more unified, If totally Insipld, comedy. In {t, Segls-
mundo, “defender of the falth,” contends with Mahometo, last of the
Ottomans, not only for the hand of the falr Arminda, but also for the lnde.
pendence of Transylvania and its religlon, The herolne, a captive In the
court of the Turks who has been stolen In childhood from her father, the
king of Austria, is mysterlously drawn to this Christian sultor who has
been appointed by Heaven to break the Ottoman power and who, in order
to carry out his missfon, must wago war not only with the enemy but also
with the treachery of his own nobles, .

In order to attaln some semblance of regutarity fn plot, the authors
have had to mako radicnl changes, nmong other things: (1) eliminate o
verltablo host of churactors who throng the stage of Lope; (2) fncreusy ﬂ\c
comie element and the love Intereat, motlves which In the orlglnnd weee al.
mont completely lncking; (3) exclse severnl subplots as well ag & plethors vf

1 The play was long nttributed to Véles do Guevara, but 1t 1s now Included
In the thewtro of Lope, (Sce Obras de Lope de Vega, publicadas por Is Real Academla
Frpnfioln, nueva edlclén, T, Mudrid, 1916.) In the Intreduction to this volume (p,
{x), ono mny rend the fuets that have ted the erltles to mnke the tranafor, The exe
cesnlve length, the Blood-Beaput tered stngre, nad the utter formlesances of the pluy
Rto to mo reminlreont of Guevara's theatre rather than of Lope's,

19 oo pp. 139-140 of this study for n discusslon concerning the authorshly of
this play and for various bibllographical detalls,
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greater, though he has rarely borrowed the dialogue,

Moreto’s hero and his opponent have been dwarfed to the proportions of
the drawing room. Scgismundo s, according to the title,a “prodigious prince
and defender of the faith,” but the reader feels little, if any, of that force
which is the heritage of the lcader of men or of that blind fanatical
strength which actuates the religious zealot,

San Franco de Sena
and .
Ll condenado por desconfiado (Tirso), La mal casadg (Lope), ete,

The "“reminiacences” of "I'rso’s L} condenado por desconfiado'® which
Sefiores Hurtado de Ia Serna and Gonztlez Palencin (Iist, de la 1, esp.,
P 732) find In Moreto's San Franco do Sena' had been more speclfically
polnted out by Schreffer (Op. it 11, pp, 183-184), The anulogy Is largely
one of character, San Franco, Itke Enrlco, is a blasphemous young gambler
who prides himself on his evil Hfe but who, like him, has as o redeeming
virtue, & deep-rooted love for his helpless old father, In both plays the
father has been reduced to dire poverty by the excesses of his spendthrift
son, and in both the protagonist returns at the peril of his own life to rescue
the long-suffering parent, who is being unjustly persecuted by the law,
One might point out further that the theme of repentance is common
to both. In Tirso’s play, the Little Shepherd tells Paulo (E! condenado, 11,
10, p. 193):
No desconffe ninguno,
aunque grande pecador,
de aquella misericordia
de que mis se precia Dios,

Compare with this the Guardian Angel’s warning to the audience in

Moreto's play (I, 1 , P 135):

) Pecadores, vivid con esperanza;
No desconffe vuestro error, mortales;
. Por sus cumbres buscad Ja penitencia,

Were it not for the scene wherein San Franco rescues his father, I
should deny the influcnce of El condenado por desconfiado, since the other
similarities of character or theme that have been mentioned could be ex-
plained by the life of San Franco. This was one of the scenes, however,
which led Schacffer to declare (0p. cit., 11, p. 183) that Moreta’s brain was

™ Schaeffer (0p. cit., I1, p. 184) mukes mention of an Tl lego del Carmen, which
is attributed to Lope de Vegn in Vicente Snchez’ Lire pottica, Zaragoza, 1688,
Rennert (Spanisk Sluge, p. 196) notes that Gaspar de Porres played Ll lego del
Carmen in 1605 in Barco de Avila, Tt is not improbable that the two plays are the
same and that this is the real source of Moreto's comedy,

Easily accessible in B.4 £iy Vol V, Printed in Segunda parte de las comedias
del maestro Tirso de M, oling, Imprenta del Reino, 1635,
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young daredevil; like ail of Moreto’s heroes, but unlike the protagonfst vf
the earlier version, he is fajthful to his lady, The women of the revised
work are, as we should expect, more decorous than then: prototypes, .
pecidlly in their relationship toward each other. It is an interesting cotii
mentary on Moreto’s patriotism that it is the Flemish lady, not the
Spanish one, who has been idealized. And finally, the part of the gracivsos
has increased in importance and propriety. ) ’

In versification and dialogue, Moreto's debt is a small one, if we except
the last few pages.of Act II. Here the author has help_ed himself most geti-
erously: the metre is the same and many lines (130 lines out of & possible
400) are virtually identical. It is the portion of'the play where we should
have least expected direct borrowing, for it is in these pages that young
Sancho strangles his rival, Captain Brondux, before the eyes of the ai
dience, Inasmuch as the instances in Moreto’s secular thcatre. wherd &
character meets a violent death on the stage are rare, if .they exist at ail,
the retention of this repulsive scene suggests a collaborating hand.

El valiente juslh:ii;ra
and
El vey Don Pedro en Madrid (Lope)

Moreto’s E! valiente justicicro is, according to the temper of the critle
& “slavish imitation” or an “admirable adaptation”1s of Lope's El pey
Don Pedro en Madrid y el infanzon de Illescas 120 )

The story, as Moreto tells it, is that of Don Pedro the Just in cotts
flict with one of his arrogant feudal lords, Don Tello of Alcal.fv.. The latles,
having won the favors of Dosa Leonor under pledge of marriage, not otily

Rodrigo even dares to rob him of his bride, Dofia Marfa. The encountet vf
Don Tello with his king, his complete defeat at the hands of thelatter, and
the resolution of the two love tangles through intervention of the monatch
—these form the chicf interests of Ji/ valicnie juslicicros .
With a few changes in names the same outline will scrve f?r Lope's
play. Indeed, this is one of the few comedias of thg author in which \Yhole
scenes have been appropriated and in which at times even the versifica=
tion of the original*® has been retained, In the third act, at le.ast t\.vclve o_u;
of the eighteen scenes of Moreto are in content vnrtunlly identical wit
those of Lope; and of these twelve, no less than seven derive a large nutis

¥ Schacffer (0, ¢it,, I1, pp. 180-181) employs the phrase “kncchfisch nache
~ geahmt” and “umbarmherzig gepltindert”; Fernndez-Guerra's (0p. cit., p."xllv)
estimate includes such terms as “admirable refundicién,” “arrcglo cxc?lcntc, ele,
The relationship of the two plays had previously been pointed out by Ticknor, #st,
of Sp. Lit, Vol, II, N, Y., Harper and Bros., 1854, p. 406, uted |
1 First printed in a copy of the Purte X VII, 1621, It has been atfnl.)ute hﬂ
Tirso, Calderén nnd Andrés de Claramonte as well as to Lopc. For {ull bibliograph-
fcal details, see Rennert and Castro's Vida de Lope de Vega, Madrid, 191’?, p. 488,
130 Compare IIT, 11-13 of Moreto’s cogncd_ia with IIT, 11-13 of Lope's; 1, 8
with 111, 8; II1, 15 with III, 14, : .
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ber of lines from the original1 Act 1T is, on the other hand, almost com-
Pletely reworked and offers very few evidences of borrowed dialogue,
while Act I sins in the latter respect in one scene only,

To one acquainted with Moreto's usual methods of revision, it is sur-
prising that he has retained two subplots, which, though interrelated, have
little connection with the main thread of the story. The one, which is con-
cerned with the enmity between Don Pedro and his brother Don Enrique
de Trastamara, has increased in importance until it serves as so much sur-
rounding action for the whole, The second subplot is concerned with the
prophecy of the shadow that Don Pedro wil] die at his brother's hands and
will “become a statye in Madrid""%—¢his in punishment for having killed
& priest within the sanctuary of the church, The element of the super-
natural in the revision has decreased in importance: the shadow appears
thrice to Lope’s protagonist, to Moreto's only once.1%

Even though Moreto’s play, in point of construction, falls short of his
best, it is, nevertheless, in this regard superior to its source, In Act I the
dramatist hag actually staged Don Tello’s abduction of Dofia Marfa
(Lope’s Leonor) on her wedding day, and in so doing has givcp vividness
to the subplot without loss of unity. The changes in the secgnd act are
even happier. Lope’s device for humbling the pride of the hau hty noble-
man—he moves him from room to room without permitting him to see
the king—has certain psychological advantages, but dramatically it is jn-
effective, The beginning of Lope's third act is likewise weak in that it in-

- The last half of this act, like the corresponding portion of the source, errs

3 In Act 11T, of. scenes 8,9,11,12, 13, 15,17 of 1t valiente fusticiero with thele
respective originals 8, 9, 11,12,13,14, 19 i Lope's play, Scene clght has borrowed
14 out of a possible 36 lines; scene nine, 25 out of 76; twelve, 4 out of 13; thirteen,
45 out of 65; fifteen, 11 out of 42; seventeen, 2 out of 36,

In ActII, of, seene 3 of 23 valiente Justiciera with 3 of Elrey Don Pedro and 11,
10 with 11, 18,

In Act I, scene eleven has retained 40 out of a possible 135 lines, There are
also occasional borrowed verses—in all some 10,—~which are scattered throughout
the pages of this act,

2 Reference o the statue of Don Pedro which was placed In the convent of
nuns of Sento Domingo,

' This is & change which Schacfler resents very much because he secs In it
proof that Moreto fajled utterly to comprehend the true spirit of his source, To the
German critic, the struggle thut takes place hetween Lope's protagonist and Don
Tello is of purely secondary interest, As he sees It, it is the conflict of Don Pedro
and a ligher Will which fs primary, The Shadgw would say to the protagonist
“Judge nut lest ye be Judiged,” for Don Pedrg Is o rebel aguingt splritunl authority
even vy Don 'Telly s upainst monarchical rule, and Don Fnrlque Is but the Inatru-
inent of fate by whicl the prophecies of the Shudow ure to he fulfilied, This fs &
prctie Snterpretation whicl lends both unity and besuty to the druma, hut § um
Inclined w tUhink §o Jy Schuefer's, not Lope's,

¥ [ vey un Dedro on Madrld, 111, 3,4, 8
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in shifting the Interest from the main story to the subplot and thus leaiitig
the reader with a sense of the unfinished,

In the matter of charactérization, the most important change that hias
been made in reworking El rey Don Pedro en M. adrid is the transformation
of the peasant girl Elvira into Dofia Marfa of the noble house of Guevatd,
It is a change which has involved others, Busto, the swain of Elvira sitics
childhood days, disappears, As dramatically superfluous, Moreto has ke
wise omitted Don F ernando, father to Elvira, and the crowd of courtlers
with which the display-loving Lope always surrounded his royalty, Finally,
it is a change which has necessitated that the dramatist choose somewhat
less vivid colors for his palette in characterizing Don Tello. Ruthless, attos
gant, and egoistic as he is in Moreto’s drama, he has seduced Doiia Leotiop
by false promises, not by brute force. In the end he offers her his hand and,
with it, his heart. Don Pedro himself has been painted as slightly lesg
cruel, slightly less zealous of his royal authority, more courteoys 13 The
réle of the gracioso, Peregil, contrary to what we should expect, is less proe
nounced than that of his counterpart in El rey Don Pedro en Madrid. '

Lope’s play is infinitely superior to Moreto’s in imagery and poetle
fire. One has only to read the magnificent octaves of the earlier dramd,
verses wherein Don Tello paints for Leonor the panorama of his far flung
dominions, and then put by their side the colorless quintillas of Moreto'®
to realize just what lyrical wealth was Lope's to command, and just How
slender was the vein of Moreto. One can not but regret, too, that the gala
in dramatic structure and in realism of dialogue should have been made
at the expense of the exquisitely embroidered dialogues of Elvira and
Busto,

L w ]

Fernfindez-Guerra (0p. cit., p. xliv) declares with regard to E! valiente
Justiclero that “una de sus mfs brillantes escenas estd caleada sobre otrg
de Los novios de Hornachuelos, de Lope.” Doubtless, he referred to the
scene whereln King Pedro humilintes his rival, first by Ignoring him while
he reads the petitions before him, then by making him pick up the glove,
and ultimately by hitting his haughty head against the wall, As every
detail of this episode, except that of the glove, is to be found in the cyta
responding scene of /1 rey Don Pedro, it seems pointless to search for &
more distant analogy,

Certain Plays of Moreto and their Lost Sources

There are various indications that Moreto used as sources for his plays
comedies which are now lost to us, We have had occasion to mention Lo}
Jueces de Castilla and its brobable relation to Lope’s play of the sate
nume.®? Morcover, us we have polnted out (See p. 194 of this study), it ls

3 Compnro the reception accorded In both pluys to the women's request for
clemency for Don Tello and Den Roddrige, See Moreto (1L 2) wnd Lope (u, .

8 15 oy Don Ledro, 1, 6, p,. 8985 L1 vallente Jusliciero, 1, 10, [URRR L

BT Heo p, 14w, of this ktudy,
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not improbable that Sas Tranco de Sena o EJ lego del Carmen was related
to a play hearing the second half of tho titlo which was performed by Gage
par de Porres In 1608,

On the strength of Internal evidence, Schacffor Op, edr, 11, pp. 170,
174-175), concludes that there were lost sources for Primero o5 Iy honra,
Industrias contry Sinezas, and Lg fuersa dela ley, In the case of the last, the
evidence scems fairly conclusive, The story is that of the stern Seleucus
who, finding that his son Demetrius has broken the law against adultery,
commands that he suffer the usual penalty of the law, that is the loss of
both eyes. In Moreto’s play, contrary to the historical version, the punish-
ment is modified to one eye, Seleucus himself giving up the other eyein or-
der to fulfil the letter of the law, Schaeffer points out (0p, cit,, 11, pp, 174~
175) t};at Lope de Vega’s kI margqués de Mantua contains these lines (I,

Otro por quebrar sy ley
un ojo se sncé a sf
Y otro a su hijots

It scems not unlikely then that Moreto had before him 5 dramatic mode] .

in which the story of history had already been altered, The supposition {s
strengthenced by the fact that this is the only play in the sccular theatre of
Moreto wherein a woman is unfaithtul to her hushand, even in her sccret
thoughts,

Schueffer's assumption of o dramatic model for Primero es Iy honra
rests on his feeling that jis plot structure is characteristic of Lope rather

.. than of Moreto. To make specific his assertion, the German critic has

" drawn a parallel between this comedia and Lope’s La ley ejecutadq 130
There is no question of relationship between the two cited, for Lope’s work
Is a modified version of the Antiochus-Scleucus story'® whercas Primers
es la honra is founded upon the Appius Claudius-Virginia story, There is
a similarity in the general structure, however, In each case, the desire of
the dramatist for g happy ending has lead him in the third act to;resurrect
the heroine, who has supposedly been exccuted at the end of the second, In
Lope's story, she assumces man’s clothing ag a disguise; in Morcto’s the
dress of o peasant Kirl. Both plays would have gulned dramatleally had
they closed with the second uet, The ohiservation of Schucffer, then, is
valid, for our dramatist wag certulnly not as  rule glven to unpremedi-
tated dénouements wherens the reverse [y frequently trye of Lope de Vega,
Morcover, I agree with the critic that the fantastic episodes that make up
the third act are characteristic of the carliep writer rather than of Moreto.
The explanation of such essential differences in structure could find jts

138 Schacfler suggests that “quebrar” {s o textual error for “guardar.”

9 First printed in the Purte XXIV de Lope, Madrid, 1633, 1t is casily acces.
siblein the 8.4 L. Vol XL It is Schaeffer's analogy, no doubt, that leads Sefiorcs
Hurtado and Palencia to say “Puede compararse con La ley ejeentudq de Lope,”
Op. cit., p. 734,

19 As such, it bears a certaln resemblance to £g Suersa de 1 ley, though It Is
doubtiul that there Iy any qucstion of influence,
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answer In & lost drama, such as Schacffer has suggosted, or In a collabornts

ing band, Glven the playwright's usual practlco, elther scoms probable,

‘The critlc’'s reasons for concluding that Industrias conirg Jinesas had
dramatic model, probably & comedy of Lope de Vege, do not scom s0 well
founded, His foeling arlses from the fact that the involved metaphot of
Carlos (III, 10, p. 285) is more characteristic of Lope's period than Mo-
reto’s, I quite agree as to the accuracy of the general statement (See, how-
ever, p. 55 7. of this study), but I do not feel that in itself this detall {5
sufficient to warrant the assumption of a lost source,

3. BisrLioGrAPny: (a) EDITIONS OF Morero Usep
’ IN THIS STUDY

*Addliera penitente (La), N. 18, de tres ingenios, Cincer, Moreto y Matos,
Pablo Nadal, Barcelona, 1797, 32 pp. numbered; probably the sams
edition listed by Cotarelo without number, First dated edition: Parle
IX of the Coleccion de comediag escogidas, Pedro Rodrigucz, Madrid,
1657,

Amor v obligacion, N. 112, de Don Agustin Moreto, Imprenta de I
Viude de Joseph de Orgn, Valencla, 1776, 32 pp, numbered, First dated
edition: Parte XI7 of the Liscogidas, Andrés de ln Iglesln, Madrid, 1658,

Anles mortr que pecar, San Castmiro, Ms, en la Blbliotecn Naclonal (N,
212); 25 hoj, en 4°; letra del slglo XVIL, Not In print, 1 have not seen
the play,

Anttoco y Selsuco, de Don Agustin Moreto, B.A.E., Vol, XXXIX, pp.
39-55. First dated edition: Parie I of Moreto, Dicgo Dfaz de la Ca-
rrera, Madrid, 1654,

*Brulo de Bubilonia (£0), N. 50, de Don Juan de Matos Fragoso, Dot
Agustfn  Moreto, y Don Gerénimo Chncer, José Ferrer de Orga,
Valencia, 1813, 32 pp, First dated edition: Parte XX X of the Escogidasy’
Garcfa y Morris, Madrid, 1668.

Caballero (L), de Don Agustin Moreto, B.4.E., Vol, XXXIX, pp. 289
309, First dated edition: Parie segundy de varlos, Madrld, 1652, Sce
Lu Barrera, 0p, cit,, p. 104,

*Cuer -pura levantar (San GHl de Portugal), de Matos, Chincer, y Moreto,
B.AK, Vol XXXIX, pp. 583-000, (Last verses carry names.) Fiest
dated editlon: Parte X VI of the Liscogidus, Melchor Sfinchez, Madrld,
1062,

tCautcla en la amistad (La), de Don Agustin Morcto; Tereera parte de
comedias de Don Agustin 3 orelo, Antonio de Zafra, Madrid, 1681,

pp. 309-344, First dated edition: Parte NLIII de diferentes antores,
Juan de Ibarra, Zaragoza, 1650, .

Cena del rey Ballasar (La), N, 58, de Don Agustin Morcto, Pablo Nadal,
Barcelona, 1798, 31 pp. First dated edition: Suelta, N, 58, Pablo
Nadal, 1796, .

Céimo se vengan los nobles, de Don Agustin Moreto, B.4,E, Vol, XXXIX,
pp. 427-442, First edition: Parte XXIX of the Escogidas, José Fubs
nfindez de Buendfa, Madrid, 1668,
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*Confusitn de un Jardtn (La), de Don A
fusi gustin Moreto, B.4.7 Vol
AXXIX, pp. 511-526. First dated edition: Barry e reto's
plays, Antonio de Zafra, Madrid, 1681, e frcers of Moreto's
Dcfrc’n:a; gf sgl%gn;t;io (El)i, de Don Agustfn Moreto, B.A.E., Vol, XXX1x,
P. 491-510, First printed edition: Parte XXXV of the I
Lucas Antonfo de Bedmar, Mudrid, 1671, he Hecogldas,
De _;;crla“z'c;u{]rd, gc Don Agusttn Moreto, B.AE,, Vol, XXXIX, pp, §7-
- Yirst dated edition: Parte 1 of M “ar
Madria, o ol Moreto, Diego Diaz d¢ Ja Cvarrcm,
Dejar un reing pbor olro y mdrtires de 3, adrid, Comedi
a famosa de Don
Agustfn'Morclo, Juan Lépez, Mercnder d(’: libros, Murcla, undated;
not pnmnat,cd (lettered A-L), Included In Ticknor Library, Boston
(})173.{0, \,ol. 1), I\:ot n?cntioncd by Cotarclo, First dated edition:
Parte XLIV of thcll',scomdas, Roque Rico de Miranda, Madrid, 1678,
Dcsdl;x ]co;tgclldrsdc‘;l; (Z2), de Don Agustin Morcto, B.A.E, Vol, XXXIX,
Pp. 1-19. First dated editjon: Parte I of M i -
T rrera, Maduig, st ¢ £ of Moreto, Diego Dfuz de In Ca
LEncas de Dios (£, de Don Agustin Moreto: 48
ios  de pp. without year or
place, Not listed l.)y Cotarelo's Bi()/iograﬂa.’l"irst dated cditiol{: l'arle
11 of Moreto, Benito Macé, Valencia, 1676; here named Ll Caballera de}
Sacramento,
1Eu el mayor imposible, nadic bicrda la esperanza, de D
; sible, 1 Crang on Agustin Morcto
B.AE, Vo, XXXIX, pp. 623-637, (Curric; name of Morceto In fina]

verses.) There is only an undated syelty of Juan Sunz, whic
! 2, which would place
itin the carly decades of the 18k century, ' place

tEnganos de up cugalo y confusion de yy papel (Los), de Don Agustin

Moreto, B.ALL, Vol XXXIX, pp. 527543 There is no
oreto, / . X123 , 3. carly dated
cdl]u:m. The suclta of the Viuda Leefdael should be pluced ﬂ.])(){lt 1730
or later,
1Escarraman, Papte X x XVII of the Escopidas Melch Tadri
nd, 1 ] ; or Al N
1671, “T'his is the first dated edition, s ehrer Madrd,
Iﬁs’claro de sy '/I‘i:]'o (1), de Don Agustin Morcto, Parte III, Antonio de
Zafra, Jffadx:xd, 1681: Pp. 38-66. First dated cdition: Parte XX XTIV
of the Izsc.agzda:, José Fernfindez de Buendfa, Madrid, 1670 as LI azote
de su patrig y rencgado Abdenaga,

" *Fingida Areadiy (Lu), BB, A, I, Vol X1V, First dated edition: Pyrse XXy

. ol: the Fiscogidus, Domingo Garcfy ¥ Morrts, Madrid, 1666,
Fingir y atmar, N, ié'il, de Don Agustin Morcto, Imprenta de Joseph de
()rgu_. +« Valencia, Ano 1772, . 32, First duted cditon: Parte XV of
' the Lscogidus, Mclchyr Stnches, Mudtld, 1601,
1I'o'r(zma merecidy (La), Merccer pare alcanzar, de Don Agustin Moreto,
édclrc(clra j}‘frlz.rlc, 1}):1tonlo de Zafra, Madrid, 1081, pp. 185-260, First
ated editions Parte X117 f the Lscopi, ion;
Madiia. 1o of the Liscopidus, Gonatlez de Reyes,
Fuerza de Iy ley (La), de Don Agustin Morcto, B.AE., Vol, XXXIX, pp.

81-100. First dated edition: Parte I of M i
srers, Moyl o ol Moreto, Dicgo Diaz de la Cg-
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® del natural (La), de Chncer y Moreto, B.A.E., Vol XXXIX, b,
Fu;ggiZ;s.";‘irst éate)é edition: Parte XV of the Escogidas, Mclceor
Shnchez, Madrld, 1661,

tGala del m;daﬂ es aa'bcr guardar la ropa (La), Parte XXXVIIT of theﬂE:-v
cogidas, Lucas Antonfo de Bedmar, Madrid, 1672, This Is the fat
dated edition,

fHacer del contrario amigo, de Don Agustin Moreto, Antonlo de Z?fxgz,
Madrld, 1681, pp, 104-148, First printed cditlon: Parte XXXV of the
Escogidas, Lucas Antonfo de Bedmar, Madrid, 1671, Printed here Un-
der title Empezar g ser anigos.

®Hacer remedio ¢l dolor, de Morcto y Clncer, Parte XI de Escogldas,‘(:ﬁ-‘

gorlo Rodriguez, Madrid, date 1658 (?) or 1659 (), Scc' p. 220 o ls
study, First dated edition: Parte X1 of the Escogidas, Gregotlo
driguez, Madrid, 1659, .

Ha:l}aoclrjgn na'dz'c es dt'c'lmm, N. 138, de Don Agustin Mo’rcto, Imprénta de
Antonlo Sanz, 1751, 18 leaves. First dated edition: Parte I of Moteto,
Dicgo Dfaz de la Carrera Madrld, 1654,

fIIcrmLfnos enconlrados (Los),, de Don Agustfr'l Moreto, Antonio de "an'l'l;,
Madrid, 1681, pp. 278~309, First dated edition: Parte VI: of the L.rw%-
das, Pedro Lanaja, Zaragoza, 1653, Found here as E! satisfacer callando
¥ pr’irtccsa delos montes and attributed to Lope de chn‘. L XXXIS

Industrias contra Sinczas, de Don Agustin Morcto, B.A.E., Vol, X3 ';I .é,
pp. 269-288, Iirst dated cdition: Parle 11 of Morcto, Benito Macé,
Vulencla, 1676, i A

tilla (Los), de Don Agustin Moreto, B.4.F., Vol, X3 Ay,

Juc;:):. Z?ﬂ(i‘;;w ‘;’l(rs: (%ntcd edition: Parte I of Moreto, Dicgo Dfaz de a
Carrera, Madrld, 1654, : .

Licenciado Vidricra ( 1id), de Don Agustin Moreto, p.A E, Vol k%k\!i\%,
Pp.249~268, First dated edition: Parte V of the Lscogidas, Pablo de .
Madrid, 1653, e

icgo (E1), de Don Agustfn Moreto B.A.E.,‘Vol.. XXXI¥ p )

Lin;igll_);;tz'D;‘f igr:t( dxlx)t,ed edition: Parle XVI II, of the Escogidus, ‘_Gregol'ﬁa
Rodrfguez, Madrid, 1662, . e,

Lo gue pucde l'a aprehension, de Don Agustin Moreto, Vol, .\?).‘\IX ebn;
167-186. First dated edition; Parte I of Moreto, Dicgo Dfaz
Carrera, Madrid, 1654,

Mds :lirlmx’m l/rrnm;ms (Los); Siete durmientes y mds dlc'/w:os hcrmdnd;
(Los), N. 36, de Don Agustin Morcto, Imprenta de lu,\ !udu'de.;lb'sxi
de Orga, Valencla, 1769, pp, 31, Flrst dated edition: Parte X1X oml e
Fscogldas, Pablo de Val, Madrld, 1662, Hcre given under the | ‘v,
Los slete durmientes, 3 S

p Moreto, Parfe X1
ds Hlustre francés, San Bernardo (ED), de Don Agustin : s 4 f

M ;f t‘l‘:orlu'{c‘ogldu.'v, Gregorlo Rodrfgu'cz, Madrld, 1659, }'lrst dnged edt
tlon: one given above, e

Mcjor amigo el rey (E1), de Don Agustin Moreto, B.4.E., Vol, .‘}hl\él?ﬁ‘,
pp. 601-621, I'irst dated edition: Parte I of Moreto, Dicgo Dfaz tle
Carrera, Madrld, 1654,

204 THE DraMATIC ARrT oF Mozrzro

*Mefor lung africana (La), First dated edition: Suella of Juan Sang of the
early decades of the 18th century, In a ms, of the Bib, Nac., it Is at.
tributed in the fina] lines to “nueve ingenios"; Moreto fs one of the
nine. I have not seen the play,

*Mcjor par de los doce (L), N, 168, de Don Juan de Matos Fragoso ¥ Don
Agustin Moreto, Imprenta de Joseph y Thomis de Orga, Valencla,
1776, pp. 32, Verses carry name of Matos, p. 17 and Moreto, p. 32,
Edition listed in Cotarclo that {s apparently the same except that it
does not carry number 168, First dateqd edition: Payse XXXIX of the
Escogidas, José Fernindez de Buendfa, Madrid, 1673,

tMilagrosa eleceisy de San Pto v (La), de Don Agustin Moreto, B.A.E.,
Vol. XXXIX, Pp. 545~562, First dated edition: Parse XXXIX of the
Escogidus, José Ferntndez de Buendfa, Madrid, 1673,

Misma conciencig acusa (La) (Despertar ¢ qutien duerme), de Don Agustin
Moreto, B.A.E., Vol XXXIX, pp. 101-120, First dated cdition:

" Parte I of Morcto, Dicgo Dfaz de In Carrera, Madrid, 1654,

Negra por el honoy (La), N. 31, de Don Agustfn Moreto, Imprenta de Ia
Viuda de Joseph de Orga, Valencia, 1762, 40 pp. Tirst dated edition;
Parle XXX of the Lscogidas, Domingo Garcfa ¥y Morrfs, Madrid,
1668, '

*No kay reino como el de Dios, N, 5, de tres ingenios, Imprenta castellang
y latina de los herederos de Tomis Lépez de Haro, enla calle de Genova
Scvilla, 31 pp. The last verses: “Cuyo insigne ejemplar caso/escribie-
ron las tres plumas/de Clincer, Moreto ¥y Matos.” (Not mentioned in
Cotarelo’s Bibliografia.) First dated COpy: & manuscript in Biblioteca
Nacional of 670;in print, o suclla of Antonio Sanz, N, 67, Madrid, 1730,

No pucde scr, de Don Agustin Moreto, B.A.E., Vol, XXXI1X, pp. 187-208,
First dated cditjon: Parte X1V of the Escogidas, Domingo Garefa y
Morrss, Madrid, 1661,

*Nucstra Sestorg de la Aurora, de Don Agustin Moreto, Antonio de Zafra,
Madrid, 1681, PD. 222-260. First dated edition: Parte XXXV of the
Escogidas, José Fernfindez de Buendfa, Madrid, 1670,

*Nuestra Scfiorg del Pilar, La primera jornada de Don Sebastitn de
\’illaviciosa, La segunda de Don Juan de Matos, La tercera de Don
Agustin Moreto. Without year or Dlace, 17 leaves, not foliated. (Not
listed in Cotarelo’s Bibliografta.) T'irst dated edition: Parse y of the
Lscogidas, Pablo de Val, Madrid, 1653,

*Oponerse a lgs estrellas, N. 48, de Don Juan de Matos Fragoso, Don
Antonio Martfnes ¥ Don Agustin Moreto, Imprenta de la Viuda de
Joseph de Orga, Valencia, 1763, pp, 36. First dated edition: Parte v
of the Escogidus, Pablo de Val, Madrid, 1653,

Parecido (ED), N, 303, de Don Agustin Moreto, without year or place, 20
leaves, not foliated (of Juan Sanz, Madrid). Ilas name of Moreto
in final verses, First dated edition: Parte XXIIT of the Escogidas,

Jos¢é Fernéndez de Buendfa, Madrid, 1665,

Parecido en la corte (%), de Don Agustin Moreto, B.A.E,, Vol, XXXIx,
pp. 311-330, First dated copy: Ms, of 1652 in Biblioteca Nacional;
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first printed edition was the suella of Juan Sanz belonging to early
decades of 18th century. )

Poder de la amistad (EJ), de Don Agusttn Moreto, B.A.E., Vol XXXi¥%,
pp. 21~38, First dated copy: Autograph ms, of 1652 ; first printad ih
Parte I of Moreto, Diego Dinz de la Carrera, Madrid, 1654,

Primero es la honra, de Don Agustin Morcto, B.A.E., Vol XXXIX B,
229-241, Tirst dated edition: Parte XVII of the Escogidas, Mefe or
Snchez, Madrid, 1662,

Principe perseguido (EI), N, 101, de Don Juan Pérez de Montalbédn,
Viuda de Francisco de Leefdael, Sevilla, 32 pp. Not mentioned by Co-
tarelo, First dated copy: Autograph ms, of 1650; first printed In
El mejor de los mejores libros, Alcalf, 1651,

*}Principe prodigioso ¥ defensor de la fe (El), N, 154, del doctor Jusn
Pérez de Montalbsn, Juan Serra y Nadal, Barcelona, without year vi
pagination; 16 leaves, Not listed by Cotarelo. First dated edition: &I
mejor de los mejores libros, Marfa I° crnfindez, Alcals, 1651,

*Rey Don Lnrigue, el Enfermo (El), de Zabaleta, Martfnez de Meneses,
Rosete, Villaviciosa, Chncer y Morcto, Parte 1X of the Escogidas, Pedto

Rodriguez, Madrid, 1657, Incomplete copy. This is the first dated _‘

edition,

YRosario perseguido (EN, N. 111, de un ingenio de esta corte, Imprenta de
la Viuda de Francisco Leefdael, Sevilla. Burton collection of 2 yol,
(G. 3353.3), Boston Public Library, Not mentioned in Cotarelo's
Bibliografta. There is no dated edition until Antonio Sanz’ of 1748,
but there is in the Biblioteca Nacional a ms, of the 17th century,

San Franco de Sena, de Don Agustfn Moreto, B. A, L., Vol. XXXIX, pp.
121-142. First dated edition: Parte of the Liscogidas, Domingo Gatela
y Morrfs, Madrid, 1652.

tSan Luis Beltrdn, de Morcto, Purte XX VI of the Escogidus, Franclsed
Nieto, Madrid, 1666, I'irst dated edition: Novte de la poesia espafivh,
Jusepe Ferrer, Valencia, 1616, where it is printed as Aguilar's work:

Santa Rosa del Pern, N. 210, de Don Agustin Moreto, without place o¢
year; 20 pp. foliated. First dated edition: Parle XXXVI of the Eaegs
gidas, José Fernfindez de Buendfa, Madrid, 1671.

1El Santo Cristo de Cabrilla (El Cristo de los M ilagros), de Don Agustiy
Moreto, T'ercera parte, Antonio de Zafra, Madrid, 1681, pp. 66-104,
First dated edition: Parte XXXV of the Escogidas, José Fernindes de
Buendfa, Madrid, 1670, :

{Sin honra no hay valentfa, N.107,de Don Agustin Moreto, Imprenta de {4
Viuda de Joseph de Orga, Valencia, 1765, pp. 32. First dated editlom
Parle XXV of the Escogidas, Domingo Garcfa y Morrfis, Madsid,
1666.

Trampa adelante, de Don Agustfn Moreto, B. A. E., Vol. XXXIX, h?o
143-165. First dated edition: Purte I of Moreto, Diego Diaz de 14
Carrera, Madrid, 1654, ;

Travesuras de Pantoja (Las), de Don Agustin Moreto, B. 4, E., Yol
XXXIX, pp. 391-406. First printed edition: Parte XIX of the Escogle
das, Pablo del Val, Madrid, 1662,
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$Travesuras son valor, de un ingenio, Parte VIIT of the Escogidas, Andrés
Garcfa de la Iglesia, Madrid, 1657, This is the first dated edition,

*Travesuras son valoy (revised version), N, 264, de Don Agustfn Moreto,
Imprenta de la Plazuela de la calle de 1a Paz, Madrid, 1729, pp. 32.
There is apparently a reprint of this listed in Cotarelo, Bibliografta,
p. 39, which is identical with jt except that the publisher’s name, An-
tonio Sanz, is given and with it the date of publication, 1747,

Valiente justiciero (El), de Don Agustin Moreto, B, 4. E., Vol. XXXIX,
pp. 331-349. First dated cdition: Parte IX of the Escogidas, Gregorio
Rodriguez, Madrid, 1657, :

Vida de San Alejo (La), N. 185, de Don Agustfn Moreto, Imprenta de
Antonio Sanz, Madrid, 1746, 32 pp. In Cotarelo, the edition of An-
tonio Sanz is listed as N, 160, First dated cdition: Parte X of the
Escogidas, Imp. Real, Madrid, 1658,

*Vida y mucrtc San Cayclano (La), de Diamante, Villaviciosa, Avellaneda,
Matos, Arce y Morcto, Parte XXXVIII of the Escogidas, Juan An-
tonio de Bedmar, Madrid, 1672. This is the first dated editjon,

Yo por vos y vos por olro, de Don Agustin Moreto, B. 4. E., Vol. XXXIX,
pp. 373-390. First dated edition: Parte IT of Moreto, Benito Macé,
Valencia, 1676, .
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Antonio (Nicolas), Bibliotheca Hispana nova, Madrid, 1783,
Archer (William), The Llizabethan Stage, in Quarterly Review, Vo), 208,
1908,

Bacon (G. W.), The “comedias” of Montalbdn, in Reyue Hispanigue, Vol,
XVI, 1907,

Barrera y Leirado (Cayetano Alberto de la), Catdlogo del teatro anliguo
espaiiol, Madrid, 1860,

Barrionuevo (Jerénimo de), dvisos, edited by Paz y Melia, Madrid, 1892,

Bonilla y San Martfn (Adolfo), Vejdmenes literarips « «+ por el Bachiller
Mantuano, Madrid, 1909,

Buchanan (Milton A, The Chronology of Lope de Vega's Plays, Toronto,
1922,

Carrara (Enrico), Studio sul lealro ispano-venelo di Carlos Gozzi, Cagliar,
1901,

Castro (Adolfo de), Una joya desconocida de Calderén, Ctdiz, 1881,

Cortés (Narciso Alonso), “Fl lindo Don Dicgo” y “El desdén cons el desdén,” *

Clasicos castellanos, Madrid, 1919,

Cotarclo y Mori (Emilio), (La), Bibliografta de 3oreto Tip. dela Revisia de
Archivos, Bibl, y M useos, Madrid, 1927,

Cotarclo y Mori (Emilio), Bulettn de lg Real Academia, Vol, I, 1914,
(Bequests of Moreto's sister, Marfa Angela,)

Cotarclo y Mori (Emilio), Coleccion de enlremeses, N.B.A.E., Vol, XVII,
Madrid, 1911,

Cotarclo y Mori (Emilio), I'sidoro M. algues y ol lealro de sy tiempo, Madrid,
1902,

Cotarelo y Mori (Emilio), Marta Ladvenant ¥ Quirante, Madrid, 1896,
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Cotarelo y Mori (Emilio), Obras de Lope de Vega (new edition), Yol, I
Madrid, 1916,
Cotarelo y Mori (Emilio), Sebastidn de Prado, Madrid, 1916,

Cruzada Villaamil (G.),-Datos inéditos que dan a conocer la cronologtd delas

ctmludias representadas en el reinado de Felipe IV, in El Averiguador,

Vol 1, 1870,

Escudero y Perosso (Francisco), Tipografia kispalense, Madrid, 1894,

Fernéndez-Guerra ¥y Orbe (Luis), Comedias escogidas de Don Agustin
Morelo, B.A.E., Vol. XXXIX, Madrid, 1922, (Reprint of edition which
carries a Discurso preliminar dated 1856.)

Fernfindez-Guerra y Orbe (Luis), Rutz de Alarcon, Madrid, 1871,

Fitzmaurice-Kelly (James), Historia de la literatura espaitola, Madﬁd,
1914

Ga]lardc; (Bartolomé José), Ensayo de una biblioleca espanola, Mldfid,
1863-89,

Gassier (Alfred), Le thedtre espagnol, Paris, 1898,

Marti Grajales (F.), Cancionero de la Academia de los Nocturnos, Valeticls,
1905

Guillén y Buzarin (Juan), Escritores del siglo XVII, Don Agusttn Moreto
in Revista de Ciencias, Literatura y Arles, Vol, I, Sevilla, 1855,

Harlan (M. M.), The Relationship of Morcto’s “El desdén con el desdén®
to Suggested Sources, Indiana University Studies, 1924,

Hurtado (Juan) y Gonzélez Palencia (Angel), Historia de lg literdburd
espafiola, Madrid, 1921,

Jests-Marfa (Antonio de), Vida del Cardenal M oscoso, Madrid, 1680,
(The facts of this volume were supplied by Moscoso’s secretary, Juan
Pasano.)

Jinemann (Guillermo), Historia de la literatura espanola y antologia de b4
misma, Friburgo de Brisgovia, 1921, )

Martinenche (Ernest), La comédie espagnole en France, Paris, 1900,

Medel del Castillo (Francisco), Indice general alfabélico de todos los titnlod
de comedias, Madrid, 1735, (Reprint by John M. Hill in Revue Hispanbs
gue, Vol. LXXV, 1929,)

Menéndez y Pelayo (Marcelino), Estudios sobre el teatro de Lope de Vegd,
Madrid, 1922,

Michaclis (Georg), Die sogennanien “comédies espagnoles” des Thomds
Corneills, Berlin, 1915,

Morley (S, Griswold), Studies in Spanish Dramatic Versification of the
“Siglo de Oro,” Alarcon ¥ Morelo, University of California Press,
Berkeley, 1918,

Munch-Bellinghausen (Eligius von), Uber die alteren Sammlungen spans
ischer Dramen, Wien, 1852, '

Ochoa (Eugenio de), Tesoro del tealro espanol, Vol. 1V, Paris, 1838,

Paz y Melia (Antonio), Catdlogo de las piezas de lealro que se.conservan et of
departamento de manuscritos de la Biblioteca Nacional, Madrid, 1899,
Pellicer (Casiano), Tratado histdrico sobre el origen y progresos de la comedid

y el hislrionismo en Espana, Madrid, 1804,
Pérez Pastor (Crist6bal) » Bibliografta madrilena, Madrid, 1907,
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Pérez Pastor (Cristébal), Decumentos parals biogrofia de Coldersn, Madrid,
1905,

Pérez Pastor (Cristébal), Nuevos datos acerca del histrionismo espofiol in
Bulletin Hispanigue, Vols, VIII-XVII, 1906-1913.

Rennert (Hugo), Noles on the Chronology of the Spanishk Drama in M, oderss
Language Review, Vol, 11, 1907, )

Rennert (Hugo), The Spanish Stage in the Time of Lope de Vega, New York,
1909 :

.

. Rennert (Hugo) y Castro (Américo), Vida de Lope de Vega, Madrld, 1919,

Restori (Antonio), Piezas de titulos de comedias, Messina, 1903,

Rojas (Agustin de), Viaje entrelenido, Madrld, 1603,

Romera-Navarro (Miguel), Historia de la litcratura espaniola, Now York,
1928,

Romera-Navarro (Miguel), Lope y su defensa de la puress de la lengua y
estilo poélico in Revue Iispanique, Vol, LXXVII, 1929,

Salv y Mallen (Pedro), Caldlogo de la biblioteca de Salud, Valencla, 1872,

Snchez Arjona (Jost), El fealro de Sevilla, Madrid, 1887,

Schack (Adolfo Friedrich von), Literalurs y arte dramdlico es Espana,
Madrid, 1887,

Schacfler (Adolf), Geschichte des spanischen Nationaldramas, Leipzig,
1890.

Schevill (Rudolph), The Dramatic Art of Lope de Vega, University of
California Publications, Berkeley, California, 1918,

Sticfel, (A. L.), Notizen zur Bibliographie und Geschichle des spanischen
Dramas in Zeitschrift fiir rom. Phil., Vol, XXXI, 1907,

Suppico (Jos¢), A potegmas, Vol. 1II, Lisboa, 1733,

Ticknor (George), History of Spanisk Literature, New York, 1854,

Van Praag (Jonas Andries van), La “comedia” espagnole aux pays-bas au
XVIItel au XVIIIe sidcle, Amsterdam, no date.

Viel-Castel (Louis), Essai sur le thédire espagnol, Paris, 1882,
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v 4. INDEX
A cada paso un acaso o Bl Caballero, 118 Asole de su patria y rensgado Abdinsgs

Academia Castellans, 28, 106

Acero ds Madrid (El), 160

Addltera . penitonts (La), i1, 14, 17,
30-31, 34, 37, 38, 39s,, 41, 46, 541,
59, 61, 66, 70, 71, 103, 123-124,
152-153, 201 ‘

Acrssen (Francls van), 384,

Afectos ds odio y amor, 1654,

Agullar (Gaspar), 11, 141

Albuquerque (Duque de), 264, 106

Alcald (Moreto at), 3, 23

Alcalde do Alcoredss (E1), 261, J0n,

Alcalde ds Zalamea (EI),

Alfaro (Alonso de), 164., 20, 134

Alivios de Casandra (Los), 157

A lo que obliga el desdén, 167

Amantes de Teruel (Los), 135

Amor y obligacidn, 18, 17, 28n., 44, 56,
61, 66, 72, 73, 8., 103, 108, 201

Ande yo calients y rlase la genle, 103

Antes morir que pecar, 14, 17,27, 37, 81,
61, 201

Antes que todo es mi dame, 144

Antloco y Seleuco, 15, 17, 28., 46, 49,
70, 100., 113n,, 114, 117, 201

Antonlo (Nicol4s), 2,27

Aphoristic anecdotes, 56-57

Appropriateness of dialogue, 56-57

Aprended, flores, de mf, 103

Arcadia (La), 32, 103, 171

Arce (Ambrosio de los Reyes), 152, 206

Argensola (Bartolomé Leonurdo de),
103

Arte nuevo de hacer comedias, 30, 55

Asldes (Abuse of), 46

Astrdlogo fingldo (K1), 176

Athlas, 220

Authenticlty of plays attributed to
Morcto, 7-13, 123-152, Sce also
Comedlus,

Awto de Nuestra Senora del Rosarto, Sco
Lisclavo de su hifo (1), 143,

“Avellaneda y In Cuova (Franclsco de),

152, 206

Averlgiiclo Vargas, 104

(ED). See Esclavo de su hijo (EI), 148,
Ballads (Moreto’s acquaintances with),
102
Baltasar (Prince), 25x.

Barrionuevo (Jerénimo de), 2, 6, 44, 26,

27, 49n., 106, 140, 152 ,

Belmonte Bermtdez (Luls), 10, 12, 43,
134n., 138, 139, 150, 191

Bencito (Migucl), 16m,

Bernardo, 20, 26,

Blank verse (use of), 67

Blason de los Moncadas (E)), Soe Bnuds
de Divs (L), 144

Boba para lus otras y la discreta pard 5
(La), 167

Boldan (Culixto), 118

Bretén de los Herreros (Manuel), 118

Bruto de Babilonia (EI), 13, 14, 11, 8,
35, 37, 39, 59, 61, 66, 68, 69, 88x.,
138n., 149-150, 153154, 204

Burlador de Sevills (EY), 708,

Caballero (E), 15, 17, 28, 484., 61, 68,
73,817, 101, 102n., 145, 201

Caballero del Sacramento (EI) (comedia
of Aguilar), Sce Gran Pairiares,
Don Juan de Ribera (EY), 144,

Caballero del Sacramento (El) (comedia
of Lape), 32, 93, 169-170

Caballero del Sacramento (El), (comedin
of Morcto), Sce Encas de Dios (El),

Caballero de Olmedo (L), 103

Caer para levantar, 9, 10, 13, 14, 17, 81,
34, 35, 37, 38, 39a,, 44, 71, 10,
119, 150, 154-156, 195, 201

Calderén (Don Rodrigo), 4

Calderén de la Barea (Pedro), 2, 4, L1,
12, 24, 25, 33, 40, 45, 70, 121,
73n., 74, 75, 94, 1014, 111, 117,
119, 120, 121, 122, 123, 131, 144,
143, 148, 165n,, 166, 1067, 170, 174,
179, 197n,

Calderonlan Influenco on Moroto, 24-28,
i22 '
Camponmor y Campoosorlo (Ramén

de), 83
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Céncer (Jerénimo de), 2, 5n,, 9, 11, 12,
13, 16m., 17, 25, 26, 28., 29, 123,
125, 126, 128, 130, 133, 134n., 136,
149, 150, 154, 201, 203, 204, 205

Cafizares (José dc), 151

Capitan prodigioso y principede Transile
vania. Sce Principe prodigioso
fransilvano, 96, 193-194

Cardenal Mordn (EI), 135, 136, Sece also
Milagrosa eleccion de San Plo V
(La), :

Carlos, el perseguido, 1384,

Carpediem, 150

Carrasco Marfn (Francisco), 7

Casamentero (El), 130n,

Castigo del penseque, 33, 72, 78, 188,
190-191

Castillo Solérzano (Alonso de), 16n., 17,
31, 130n., 143, 157, 158

Castro y Bellvis (Guillén de), 17, 31, 32,
47, 153-154,113, 174, 175, 176-17§

Catalina (D. M.), 118

Cautela contra cantela, 33, 47n., 180182

Cautela en la amistad (La), 9, 11, 15,

© 17, 23, 24, 52, 61, 67, 12n,, 93n,,
101, 124-125, 201

Caulelas son amisiades, See Cautels en lIa
amistad (La), 124,

Celestinag (La), 103

Celosa de st misma (La), 33, 178~180

Celos con celos s6 curan, 31, 167, 168, 169

Celos de Lscarramdn (Los). Sco Escap-
ramdn, 128,

Celoso extremeno (FJ), 103

Cena del rey Bultasar (La), 14, 17, 28,
28n, 37, 39, 40, 43, 46, 60, 61, 66,
86, 201

Cervantes Sanvedra (Miguel de), 32, 33,
$7, 103, 175, 176, 180, 191

Characterlzation in Moreto's plays,
76-94. Sce also:

characters

graciosns

graciosos
protagonists (men)
protagonists (women)

Characters

cast of characters, 76

characters as a reflection of author's
personality, 93-94
characters contrasted with Lope's,
76~77, 92-93
characters not found In Moreto's
. theatre, 94
Chatles V, 1474,
Charme de la voix (L), 20, 178n,
Chronology of Moreto's plays, 17-22, 28
Cisneros (Alonso de), 1385,
Claramonte (Andrés de), 31, 135, 182, .
1971,
Clarity and naturalness of dialogue,
53-54
Classics (Moreto’s acqualntance with),
101-102
Classification of Moreto's plays, 13-16
Climactic effects, 45-46
Closing lines of each act, 6768
Cocllo (Antonio), 220
Columna sobre columns, See Nuesira
Senora del Pilar, 151,
Comedia Serafina, 167
Comedias
carrying names in final verses, 9
in autograph manuscript, 10
of Primera parte, 5,9
of Segunda and Tercera partes, 8-9
of Verdadera tercera parte, 9
rejected by varfous critics, 8, 16,
written In collaboration, 10, 11-12, 13
wrongly attributed, 11, 12, 13
Como 36 vengan los nobles, 18, 17,23,27,
28, 31, 35, 44, 46, 50n., 59, 67, 70,
73, 84, 86, 87, 94, 96, 97, 109,
113n., 114, 156-157, 201
Conceptism, 54-55
Conciscness of dinlogue, 52
Condenado por desconfiado (EJ), 34, 194
Condesa de Belflor (La), Sce Perro del
hortelano (El), 16,
Conflicts of love and honor, 74
Confusion de una noche (La), 31, 44, 143,
157-158 -
Confusion de un jardin (La), 9, 12, 15,
17, 31, 35, 50, 66, 67, 1283,, I42-
143, 157158, 202
Contlenda de Gorcla (La), 146
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Coplas de Jorge Moanrigus, 103 )

Cornellle (Thomas), 20, 119, 1785,

Creative imagination (Lack of), 75-76

Cristo de los Milagros (EI) or El Santo
Cristo de Cabrilla, Sce under second
title,

Criticon (E1), 2, 861,

Crowne (John), 119

Cuando w0 se aguarda ¥ princips lonto,
32, 36, 172-173

Curloso impertinents (El), 176

Curtains (Use of), 48

Cyrano de Bergerac, 173

Dama boba (La), 7n., 167

Dama melindrosa (La), 167

De arle amandi, 102

Debt to his predecessors summarized,
34-36

De cosario a cosario, 31, 167, 168

Decrees against the theatre, 254, 71, 78

De cuando acd nos vino, 31, 10n., 17n.,
83, 158~160

Dédain poyr dédain, 119

Defensa de la verdad (La), 176

Defensor de su agravio (ED), 13n., 18,
18,27, 46, 47x., 48, 50, 51, 55n,, 58,
59n., 70, 74, 82, 924,, 95, 96, 1024,,
103n., 108#., 109, 113n,, 139, 202

De fuera vendrd, 15, 18, 23, 26, 28p,,
31, 35, 50m., 70, 72, 80, 83-84, 46,
88, 89n., 90, 914., 94, 96, 101, 117,
158-160, 202 3

Dejar un reino por olro, 9, 11, 14, 18, 33,
37, 61, 125-126, 185-186, 202

Dei rey abajo ninguno, 0., 104

Dénouements, 45

De regs, 975,

Desdeén con el desden (£, 9,16, 18, 231,
26, 28n., 31, 32, 38, 43, 50, 56n.,,
57, 72, 18, 80, 81-62, 85u,, 90,
102., 103, 106, 111s., 117, 118,
119, 121, 138, 148, 160-169, 203

Desdén vengado (L), 167

Desdicha des la vos (La), 33, 178-180

Despertar a guten ducrme, 33, 183~185

Despreciar 1o que s6 gulere, 167

Desprecios en quien ama (Los), 167

Diablo predicador (EI), 33, 180

Dialogue of Moreto’s plays, 5260, Seq
alsos
sphoristic anecdotes
appropriateness of dialogue
clarlty and naturalness of dialogue
conceptism
conclsencss of dinlogue
lyrical (Lack of)
mctaphors
phrascs that recur in dialogue of
graciose
Diamante (Juan Bautists), 31, 133,
153, 206
Dfaz (Pedro), 141, 146
Dfaz de In Carrern (Diego), 69
Discreta venganza ( La), 161,
Doctors (Animadversion toward), 99
100

Dohrn (C. A.), 118, 119

Don Diego i1 damerino, 119

Donna Digna, 118

Don N. N., 11, 131

Don Quijote, 103, 172, 180, 1845,

Don Sancho el Malo, See Travesuras o
valor (primitive version), 34, 142

Doria (Andrés), 147s,

Dorotea (La), 77n.

Dos Carlos (Los). See Coutels on la

* emistad (La), 124,

Droma of the Sigle ds Oro (Moreto’s
acqualntance with), 103~104

Dramatic production of Moreto by
epochs, 23-27

Dulces prondas por mi mal halladas, 108

Dumaniant (Antolne Jean Bourlin), 119

Durdn (Agustin), 123, 134, 151

Eliche (Marqués de), 123

Emerson (Ralph Waldo), 42

Empesar a ser amigos, Sce Hacer del bone
Srario amigo.

Enclso (Diego Jiménez de), 103

Enconlrdronse dos arroyuclos, 32, i67,
168

Encas de Dios (EI), 8, 10, 12, 15, 18, 34
32, 3, 36, 451., 60, 62, 66, 69, 70n,,
74, 96., 99, 102, 113n., 144, 169~
170, 202 .

En ol mayor imposible, nadls plerda ba

esperanza, 9, i1, 13n., 15, 18, 24,
45, 66, 67, 68, 113n., 126-128, 202

Engafios de un engaflo y confusion de un
papel (Los), 12, 15, 18, 24, 28, 67,
144-145, 202

Enrfquez (Rodrigo), 16,

Entremes del doctor Carline, 17, 19

Entretenida (La), 34, 191

Escarramdn, 11, 14n., 18, 60, 62, 67, 74,

- 128-130, 202

Esclavo del demonis (&, 31, 34, 154
156, 195

Exclavo de sy hifo (1), 9, 12, 14,18, 36,
59, 60, 62, 66, 67, 68, 145~147, 202

Lspatiola de Florenciq (La), 47

Estrella de Seviila (La), T0n,

Entrofus Yricas, 66

Exposition, 43

Lxtent of Moretos borrowing In specific

© plays, 30-34

Fajardo y Monroy (Juan Isldro Yifiez),

i7 :

Futher and son as rlvals (Sltuntion of),
70

Foulty thymes, 69

Fernindez de I Cueva (Francisco),
See Albuquerque (Duque de),

Fiestas de palacio (Las), 26n.

Figueroa y Cordoba (Dicgo de), 16n.,
142

Fingida Arcadia (La) (comedia of
Moreto), 8, 11, 15, 18, 27, 32, 34,
47, 54, 68, 72, 89., 103n., 106, 131
170-172, 202

Fingida Arcadia (La) (comedia of Tirso),
170-172

Fingir lo que puede ser, 161,

Fingir y amar, 15, 18, 28x,, 44, 62, 72,
87, 103, 105, 116, 202

Flos sanctorum, 37, 70, 153

Fortuna  merecids (La) (comedia of
Lope), 132

Fortuna merecidy (La),comedlaot Morcto
% 11,15, 18, 24, 45n,, 60, 62, 132,
202

Fuersa de la loy (La), 135, 16, 19, 234,
+26n., 28n., 34, 35,43, 46, 49, 51, 53,
70, 73, 14, 81, 921., 95, 96, 97n.,
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1017, 1027,, 1045, 1104,, 1135,
114, 124,, 139, 200, 202

Fuerza del notural (La), 8,9, 11, 16, 19,
32, 36, 68, 73, 79, 86, 102, 106, 117,
118, 132-133, 172-173, 203

Puerza lastimosqg (La), 70n.

Gala de nadar (La), 12, 15, 19, 24, 4s,
53, 62, 66, 63, 71, 79, 89, 100,
103, 115, 116, 147, 203

Galdn dela membrillg (£1), 103

Galdn secreto (7). Sce Secreto éntre dog
amigos (1), 16,

Galdn, valiente ¥ discrelo, 72, 163, 167

Gangr amigos, 70n,

Garcin (Franctuco), 20, 201,

Garcllngo do Jn Vegn, 103

Gaspur do Porres, See Porres (Grapar
de),

Gerona (The slege of), 18, 101, 1594,

Gil Blas, 4

Godinez (Fellpe), 9, 11, 124, 138

Gongorlsm, 31

Gonznga (Fernando de), 1475, ‘

Gozzl (Curlos), 119

Goya (F rancisco), 87

Gracitn y Morales (Baltasar), 2, 864,

Graciosas, 86-87

Graciosos, 84-86 )

Gran dugque de Moscovia y emperador
derseguido, 34, 57, 76,96, 191-193

Guarini (Giovanni Battista), 102

Guzmin (Diego de), 147x,

Gysry (V.), 119

Habeneck (C), 119

Hacer del contrarip anmigo, 9, 12, 13, 19,
23, 24, 25, 514, 62, 67, 93n., 147
148, 203

Hacer remedip ¢f dolor, 10, 12, 16, 19,
25n., 27, 32, 56, 59, 60, 62, 66, 68,
71,72,78,87, 90, 1001., 102,, 106,
115, 161-162, 163, 165, 167-168,203

Hasts ol fin nadis g5 dichoso, 13n,, 18,
19,26, 28x., 32, 35,43, 44, 45, 46n.,
52, 54, 59, 62, 73, 78, 84, 88n,, 98,
100, 102, 1134, 133, 173-175, 203

Hermanos encontrados (Los), 9, 11, 15,
19, 25, 60, 63, 66, 67, 68, 69, 71,
134,203
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Hermanos snemigos (Los), 32, 173-178
Hermosa fea (La), 31, 32, 166, 168
Hermosura de Angelice (La), 103
Heroine
courted by various suitors, 72-73
dressed in man's apparel, 71~72
in search of faithless lover, 71-72
pledged to a man she does not love, 73
Hijo de Marco Aurelio (ED), 162,
Iifo obediente (E1), 161,
Homer, 102, 104
{onrado hermano (EI), 77,93
Huerta (Antonlo Sigler de), 134n,
lusire fregone (La), 103
Incrustation of metres, 68
Indusirias contra finesas, 16, 19, 27,285,
32, 34, 46, 50, 53n,, 68, 72, 87, 106,
107n., 109, 200, 201, 203
Inquisition (The), 126, 152
Interest in words, 51-52
Ir contra el viento, 118
Irlarte (Bernardo de), 147
Jiméncz do nclso (Diego), See Enclso,
Jueces de Castilla (Los), 9, 13n., 16, 19,
25n., 34, 35, 50, 54n., 60, 66, 73,
87, 94, 95n., 100, 103, 113n., 114,
1281., 199, 203
Kipling (Rudyard), 93
Kizonyt Kvzonynyel, 119
Krook (Enoch), 220
Ladvenant y Quirante (Marfa), 117
Ldgrimas panegiricas, 23
Laﬁgunges (Moreto’s knowledge of),102
Lanini y Sagredo (Pedro Francisco de),
13, 151
Lara (Bartolomé de), 4
Lasso de la Vega (Garci), See Garcilaso,
Later plays of Moreto (Characteristics
of), 27-28
Legal profession (Moreto's Knowledge
of), 100-101
Lego del Carmen (EI), 194,
Lelva Ramirez de Arellano (Francisco
de), 32, 36, 172
Lemus (Juan de), 11, 126, 127
Length of Moreto's plays, 60
Leonardo Argensola (Bartolomé de),
Sce Argensola, ‘

Leopolido (Emperor), 137,

Lesage (Alain René), 4

Ley efecutada (La), 200

Licenciado Vidriera (EJ) (novel of Cst.
vantes), 175-17¢

Licenciado Vidriera (EI) (comedls of
Moreto), 16, 19, 25, 28n,, 33, 34,
38n., 44, 45, 50, 53n., 54n., P3n.,
86, 87, 94, 100s., 107, 113, 118,
175-176, 203

Lindo don Dicgo (EJ), 16, 19, 28,4 33,
35, 45, 51, 53, 54, 73, 80, 84, 8o,
91,92, 1001., 1021, 104, 1054, 111,
118, 119, 176178, 203

Linguet (Simon Nicolus Itcnrl), 119

Lira, 24n.,, 67

Lira potiica, 194n,

Literary development of Moroto, 44-48, ,

Sce also;
Caldcronlan influence
dramatic production by epochy

lnter plnys of Morcto (Charactotlstles
of)

Lopean Influence

Livy, 102

Loa de Rueda y Escanio, 147

Loa sacramental de Lope, 132

Locality (Choice of), 49-50

Lopean influence, 23~24, 103-104

Lope de Vega Carpio (Felix), See %u
Carpio.

Lo querrl)a religion puede en un Roble
cataldn. Sce Eneas de Dios (EI), l“f

Lo gue merece un soldado. See Cauteld 84
la amistad (La), 124,

Lo que puedela aprehension, 16, 20, 1Bn,,
33, 35, 43n., 56n., 57n., 60, 69, 74,
74, 77n., 90, 102n., 178-150, 303

Luis Pérez el gallego, 127n,

Lyrical (Lack of), 57-59 .

Lyric poetry of Spain (Morecto’ aes
quaintance with), 103

Machado (Antt))nlo)z, 183

Magdalena (La), 1525,

Magdalma ds Ndpoles (La), 30, 434=
153 .

Mafquez (Isidoro), 117
Mal casada (La), 34, 194, 193
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Manos blancas wo ofenden, 725,
Manrique (Jorge), 103
Maravillas de Babilonig (Las), 17, 31,
153-154
Marcus Aurelius, 112
Margarita (Infanta), 1374,
Mariana (Juan de), 97n., 1564,
Marino (Giovanni Battista), 102
Marivaux (Picrre Carlet de Chamberlain
- de), 119
Margués del Cigarral (), 9, 16
Marqués de Mantug (Z1), 114, 200
Marttnez (g uan), 124
Martinez de Meneses (Antonio), 10, 12,
16n., 134n,, 138, 139, 191, 204, 208
Mdrtires de Madrid (Los) (comediq of
Lope), 128, 185-1506, 191
Mirtires de Madetd (103). Sce ¥o kay
Felno como el o Dios, 125
Mds dichosos hertmanos ( Los), 14, 20, 37,
59, 63, 105, 203
Mds illustre Sraneés (Ef), 14, 20,26, 284,
33, 34, 37, 391, 41, 59, 63, 67, 69,
103, 152, 150, 203
Mds verdudera copia del mefor original
(La), 16n,
Matos Fragoso (Juan de), 9, 12, 13,
16., 32, 33, 68, 72n., 10, 123,
125, 126, 128, 133, 135, 137, 138,
139, 140, 145, 149, 150, 151’ 152,
154, 176, 182, 183, 193, 194, 201,
204,206
Mayor tmposible (E1), 23, 33, 186-188
Medinilla (Baltasar Elisio de), 1
Mejor amigo o rey (£D), 13x.,, 16, 20,
28n., 32, 33, 35, 45, 47n., 131, 84,
95, 96, 102n., 143, 150-182, 203
Mejor esposo (1), 220
Mejor luna africana (Lg), 9, iin,, 14n,,
16,20, 63, 113, 134, 204
Mejor par de los doce (71,9, 13, 15, 20,
33, 35, 38n., 43, 46, 59, 63, 66, 67,
68, 71, 85, 94, 1104, 113n., 114,
150-151, 182-183, 204
Mefor rason Ig espada (La), 118
Mejor representante San Gines (£,
16,

Melindres ds Beliss (Los), See Dama
melindrosa (La), 167,

Mena (Juan de), 103

Menaechm; (The), 34, 191

Mendoza (Antonio de), 103

Merced en ] castigo (La), 161., 1485,

Merecer parg alcanzar, See Fortung
merecida (La) comedig of Moreto,

Mesa (Crist6bal de), 103

esoncro Romanos (Ramén de), 101,

11t

Mclamorpl;o:e:, 102
Metaphors, 55, 87
Milagrosa eleceion (La) (comedia of
Felipe Godfnez), 135 '
Milagrosa eleceion de SanPlo y (La), 11,
14, 20, 135-138, 204
Mllagrosa eloccion dg Sesto V (La), 135
Milugros gl despreclo (Los}, 31, 32,
162n., 165-166, 168
Mirad o guien alabdls, 33, 5n, 179,
178-180
Mira de Amescyg (Antonio), 9, 161,
31, 34, 72m, 154, 167, 195
Misma conciencia acusa (La), 6, 16, 20,
28n, 33, 35, 40, 45, 59, 71, 73, 74,
86, 8., 94, 9., 97, 99, 103, 108,
109, 124n., 150, 183-185, 204
Mistaken identity, 73
Molidre (Jean Baptiste Poquelin), 119
Monologue (Use of), 46-47
Monroy y Silva (Crist6hal de), 11, 125,
126

Montaigne (Michel Eyquem de), 42
Montnlbdvn (Juan Pérez de), 10, 11, 23,
128, 135, 139, 140, 167, 205
Montero de Espinosa (Ramén), 165,
Morales Medrano (Junn de), 141
Morattn (Ferndndez de), 122, 1765
Morcto (Agusttn), cousin to dramatlge,
3n., 23x,
Moreto (Agustin)
Life of Moreto
academic training, 34
actor in court theatricals, 4, 5n,
birth, 2
brothers and sisters, 3x,
cleric of minor ogders in Toledo, 4
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contemporary references to Mor-
eto, 2

death and burlal, 7

fanciful tajes of early critics, £

flight from Basques, §

Parentage, 2, 3,

priest and chaplain in Toledo, 5,6,7

relations with court, 4,8

resident in Madrid, 4,3

resident in Sevlila, §

will and testament, 7

Personality and Interests

academies (Pleasure In), 106

characters (Reflection of personaf.
ity in), 93-94

cosmopolitanism of author, 115

dances and other nmusements, 106

didacticlsm, 87, 107, 111~112

dress (Interest in), 104-108

dramatic contemporaries (Rela-
tions with), 101

food and drink (Interest in), 105~
106 ‘

Intellect (Glorification of), 107-108
literary background, 100-103
love and disdain (Interest in themes
of), 78, 110-111
money (Contempt for), 108-109
mysticism (Lack of), 40-41
order and symmetry (Tendency
to), 4246, 116-117
philosophic outlook, 107-112
poor and needy (Sympathy for),
6,99
pundonor (Attitude toward), 74,
109-110
religious idenls (Sincerity of), 6,7
Place in literary history
- opinion of critics, 119-121
opinlon of dramatic public, 117-
118

opinion of reading public, 118-119
special contribution of Moreto,
121-122
Success or failure of Moreto in various
genres
comedies of character, 116
comedies of intrigue, 116

comedies of novelesque typd; dis-
116

epic and historical plays, 11d-§14
tragedy, 113 e
Theatre (Religlous), 37-42,
chronology, 17-22, 28
church (Dramatist’s attituds be-
ward), 41-42 '
classification, 37
comic element, 39-40
list of religious plays, 14
love story, 37~-38
mystical (Lack of), 40-41
sources (Use of), 37
stage machinery, 38-39 -
supcrnatural clement, 38
Theatre (Sccular), Sco under head.
ings: .
authentlcity of plays attributed to
Moreto
characterization in Moreto's plays
chronology of Moreto’s comedfay
classification of Moreto'’s theatrs
dialoguc of Morcto's plays
literary development of Moreto
plot-structure in Moreto's plays
setting of Moreto’s plays
situations in Moreto’s theatre
+ social organization of the day
sources of Morcto's plays
versification of Moreto’s plays
vocabulary of Moreto’s plays
Moreto (Julign),
Moreto (Marfa Angela), 3. ~
Moscoso y Sandoval (Baltasar de), 8, 4,
5,6, 119
Mother end daughter as rivals (Sltua.
tion of), 70
Muerts de Buldovinos (La), 130
Muerto casamentero (E1),128, 130
Nadie pierda lo esperanza, See Bw o
mayor imposible nadie pierds bo
esperanza, 126-127, ©
Narciso en su opinion (EI), 32, 176-47%
Nature asa background, §7-58
Necedad del discreto (La), 32, 176
Negra por el honor (La), 13, 15, 20, 241
45n., 46, 50, 60, 63, 67, 71, 148, 304
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Negro mds alevoso ¥ pirala del honop (Z1),
31, 152n,, 153

Negro mds prodigioso (E), 31, 152n,

Noble classes in Moreto's theatre, 9798

No hay reino comp ¢ de Dios, 9, 12, 14,
20, 33, 37, 39n., 43x., 44, 63, 68,
69, 70n,, 73, 104, 110, 125~12¢,
185-186, 191, 204

No puede mentiy ¢} cielo, 161,

Ko Bucde ser, 16, 20, 23, 27, 28., 33, 35,
44, 45, 46, 48n., 55, 60, 66, 74, 76,
78, 84, 86, 90, 96, 103, 105, 106,
107, 108, 117, 186-13, 204

Novel of Spain (Moreto's acquaintance
with), 103

Novios de Hornachuelos (Los), 34, 199

Nuestra Sentora de la Anrora, 9, 12, 14,
21,25, 37, 38, 39u,, 41, 59, 63, 66,
68, 69, 136, 204

Nuestra Seitorg del Pilgy, 13, 14, 21, 37,

. 38,60, 64, 68, 69, 115, 151, 204

Ocasion hace gl ladron (La), 9, 15, 161,
36, 68, 721, 101, 136-138, 1504,

Ochoa (Eugenio de), 118, 119

Olivares (Conde-Duquc de), 1, 961., 149

Olmedo (Alonse de), 128, 130

Opening scencs, 42-43

Oponerse q lys estrellas, 10, 12, 16, 21,
ggz, 28, 59, 60, 64, 72, 106s., 138,

Order and Symmetry of Moreto's plays,
43-44, 50-51, 69, 76, 116~117

. Ortegén (Pedro de), 25n,

Osorio (Dicgo de), 19,21, 22, 138, 144

Ovid, 102

Parallelism and contrast (Use of), 46

Para veneer g Mo, quercr vencerle, 166,
167, 168

Parecido (Z1), 9, 15, 21, 33, 45n,, 58n,,
60, 64, 69, 148, 188-190, 204

Parecido en Ig corte (EJ), 9, 10, 15, 21,
26, 28n.,, 33, 35, 43n., 50, $5n., 69,
71,73, 85, 87, 88n., 89, 1024, 116,
117, 118, 175, 188-191, 204

Pasano (Juan), 2, 27

Dellicer {Cusiano), 254,

Leregrine (Zn, 114, 1594,, 169n,, 1824,
186n., 195,

Pérez de Montalb4n (Juan), See Mont.
alb4n,

Perro del hortelans (&), 16n,, 72, T1n,,
78, 93, 167

Peter the Cruel, 27

Petrarch, 102

Philip 1v, 5, 25n., 27m., 49, 94, 96x,,
107, 114, 131, 183

Phrases that recur in dialogye of gra-
cioso, 55, i

Pintor de su deshonra (EI), 705,

Plagiaristic policy

int7c5rp7rgtcd by literary critics, 29-30,

satirized by Céncer, 28-29
Plautus, 34, 191
Plays
of character and idea, 15-16, 28, 35-
36, 116
of historical or epic themes, 135, 254,,
28, 113-115
of intrigue, 15, 28, 35, 116
of lnlo6ve]t:sque interest, 15,28, 35, 115~

Pliny, 102 :
Plot-structure in Moreto's plays, 42-47,
Sce also;
asides (Abyse of)
climatic effects
dénouements
exposition
monologues (Use of)
opening scenes
orderly construction
parallelism and contrast
sub-plots
symbolism (Use of)
Pobrezas de Reinaldps (Las), 33, 80,
182-183
Poder de I3 amistad (L), 10, 21, 26,
281, 45, 72, 78, 79, 85, 87, 103,
161, 163-166, 168, 205
Porres (Gaspar de), 194, 200
Portugal (Rebellion in), 18
Pradillo del Carmen, 1,7
Prado (Antonto de), 25n.,, 1524,
Prado (Scbastitn do), 19, 20, 22, 123
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Premio en ls misma peng (ED. See
Merced en el castigo (La).

Primero es la konra, 13s,, 16, 21, 27,
28n., 34, 35, $2, 66, 69, 70, 74, 80,
2, 93, 95, 96, 103, 108, 110n., 111,
113, 150, 200, 205

Principe despenado (EI), 70n.

Principe perseguido (£1), 10, 12, 13n.,
15, 21, 25n., 34, 35, 41, d2n,, 44,
S0n., 64, 66, 73, 94, 6., 107, 114,
117, 138-139, 191-193, 208 .

Principe prodigioso (El), 11, 18, 21, 24,
34, 44, 46, 59, 64, 66, 85, 113n,,
114, 1284, 139-145, 193-194, 205

Principe prodigioso transilvano, 34, 80,
96, 193-194

Principe y el villano (ED), 118

Prodigio de Etiopia (El), 152n., 153

Professional classes as seen in Moreto'’s
theatre, 99-101

Protagonists (men), 76-84

Protagonists (women), 88-93

Puns (Moreto’s delight in), 51

Psoseme el sol, 31, 1521,, 153

P.V.delL., 118

Quevedo y Villegas (Francisco de), 103

Quien ama no hoga Jieros, T0n,

Quitn engana mds o quién, 34, 191

Quifiones de Benavente (Luis), 147

Quintillas, 66

Quilar el feudo a su patria, 16n,

Redondillas, 66

Renegado del cielo (1), 1271,

Renegado Zanaga (El), 1479,

Ressemblance (Le), 118

Retor de Villahermosa (EI), See Argen.

sola (Bartolomé Leonardo de),

Rey Don Enrique el Enfermo (ED), 1in,,
16, 21, 64, 95, 96, 102#., 113, 140,
205

Rey Don Pedro en Madrid y ¢l infonsdn
de Illescas (L)), 34, 48, 57, 70, 72,
197-199

Rey Don Rodrigo v la Cava (ED), 26

Reyces Arce (Ambrosio de los). Sce Arce,

Rodriguez {Bernardino), 1474,

Rojus Villadrando (Agustin de), 141,

146

Rojas Zorrilla (Francisco de), 3, 1,
117, 120, 121, 152-183, 167

Romancs del rey sin reino, 127n,

Romances, 60-61, 68-69

Romera (Bartolomé), 132

Rosa (Pedro de la), 140

Rosario (El), 141, 146

Rosario perseguido (LI, i1, 14, 21, 84
66, 67, 68, 69, 128x,, 140-141, 20‘

Rosete Nifio (Pedro), 16n., 1345., 205

Rostand (Edmond), 173

Royalty in Moreto’s Theatre, 95-91

Ruisenor que volando vas, 103

Ruiz de Alarcén y Mendoza (Juan dt);

34, 68, 70, 111m, 117, 120, {3,
147,181n., 191

Salado Garcés (Francisco de), 167

Salid sin duelo, ldgrimas corriendo, 108,
150

Stinchez (Vicentc), 194,

San Franco de Sena, 14, 21, 28n., 34, 3,
37, 38, 39n., 40, 43n., 66, 71, BY,
95n., 100n., 105n., 150, 194-193,
200, 205

San Gil de Portugal, 119, 150, 154

San Isidro, 135

San Luis Beltrdn, 11, 14, 21, 64, 66, 8},
68, 141, 205

San Martfn (actor), 11, 128, 129, 130

Sannazaro (Jucopo), 102

Sanla Rose del Perst, 13, 14, 22, 37, 88

39n., 60, 65, 98, 105, 151-152, 208

Sanlo Cristo de Cabrilla (EJ), 12, 14, 22,
38, 59, 65, 67, 69, 71, 103, 104,
143-144, 205. Sce E! Cristo ds lo3
Milagros, .

Sanz y Morcno (Juan), 165,

Satisfacer callando y princesa de los
monles. See Hermanos encontrados
(Los), 134,

Scarron (Paul), 119

Scenery (Simultancous), 49

Schreyvogel (Joseph). See Dohrn.

Schroeder, 119

Scbastidn y Latre (Tomds), 118

Secrelo enire dos amigos (L1), 8, 15, 168,

Segundo Molsés, San Frolldn (£1), 1om,

Sencca, 102

. 218 Tug Dramaric Ary or MoreTo .

Serving classes Moreto’s theatrg lS
»  Suppleo (Pedro José), 2, 4
98-99 Symbolism, 46 T

Scttian’g of Moreto's plays, 47-50, Sce S3ép Diego (4), 119
50! Table

curtnins (Use of) of chronolo 1'7-2

locality (Cholce of) of versificatian, 61.as

scenery (Sxmultancous) Tante hagas erants fagas. See Troleld

shifts of scene vengada (La) "
_ unitics of time ang place Tasso (Torquato). 102
Shakespeare (William), 149, 169 Tauro (Rafacl), {19

Shifts of scene, 47, 49-50 Teodora (San

» 3 t l
S'wle infantes de Laga (Los), 130 Terence, g, 86 123 158 153m
g{flcr de Huerta (Antonio), See Huerta, Testimonio vengado (El), 23, 31, 30n.,
.Sl' v;s, 67 ) 57a,, 70, 74, 94n., 156157

i5 fonra no hay amisted, 167 Textual difficultics, 7-10
Sin honra no hay valentla, 9, 13, 13, 22, Ticknor (George), 117

2«;, 45n., 5ln,, 05, 66, 67, 7in, Tiempo de regocifo y Carnestolondas de

s 148149, 208 . ) Madrid, 1304,

am;);:é]l (Jean Charles Leonnrd de), Tirso de Molina, 20, 21, 31, 32, 33, 34,
. 08, 70, 72, 75, 104 i1in,
§1£uutlox:u In Moreto’s Thentre, 69-76, 12;, 135 'l 36', 137., 133,‘1{6177,’ ll?g,'

Sco also?

conflicts of love and honog 1!;;: ll‘)zz,'l‘}zsi‘)ygl'ogil’ 153 188,

;t;tf; :nd gon as rlvaly Todo es enpedos a:r'mr, 1'5,'167;.

. Torres Nuharro

mistaken identity : Traictdn venguds ((I;;;:«;l,o%i.dc), o7

motlzcr and qaughtcr asrivals Trampa adelante, 18, 22, 26, 28x., 43

unfaithl wife 47, 53, 66, 71, 73, 85, 86, 87, 08y

!\:l[c unjustly accused 1001., 102,, 116, 205 o '
. Social organization of the day, 03~101, Travesuras de} Cig (Las), 8, 130, 133,

150

See alzos
noble classes Travesuras de Pantof
i antofa (Las), 18, 22, 24
rofessional ¢l 1 19, 42, 24,
foya!t;ona classes 27, 28, 49, 52n., 60, 69, 1002., 101,

102x, .
serving classes 205” » 1131, 115, 118, 125n,, 1961.,

Socorro de los mantos (ED), 172 Travesuras son valop (primitive version),

Soldier (.Lii.c.of the), 101 . 11, 15, 22, 25, 60, 65, 66, 106 41~
Solfs (Dionisio), 118 142, 195-197, 206 T
Sour;gsl of Moreto’s plays, 28-36, 152- Travesuras son valor (later version), 12,
. i. S?e als?: 15, 22, 34, 35, 45, 65, 99, 109,
reative Imagination (Lack of) 110, 113, 114, 141142, 105197
debt to his predecessors summarized 206 '
cxtc{xt.of.borrc?wing in varlous Plays  Tres soles de Madrid (Los). See Dejar
Plagmnsuc policy un reino por olro, 125,
gp.moza’(Bur'uch), 112 Trotz wider Trotz, 119
=pinoza’s philosophy and Moreto’s, 112 Unfaithful wife (Situation of), 70
gt:;,gmg of plays, 38-39, 47-50 Unities of time and place, 50
ub-plots, 4445 Unzueta (Leonor de), 149
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faulty thymes
Valcdreel (Julldn), 146
Valdés (Pedro dc): 1432 :ncru;u‘tloln
Valdlviclso (Joé do), 147 s ”engt of play
Valante gludics (11), 119 e

intlllng
Hente Justiclero (EJ), 3n., 16, N, 27, qu
ve 28, §4, 35, 38n., 43n, 44, 45, 51 redondilles
39, 66, 71, 95, 96, 97, 113, 1;;, r;)lmuncen
.y 140, 150, 197~ silvas
};;' ;32’ 119 137w, 140, 130, _ tebleof verslﬁc?g;r;“
) + [}
io (Lope de), 9, 16n., 23, Viaje entretenido, i
vegazss?nz);: 3(1, 5, 33, 34, 35,43, 44, Vida do San Al (La), 14, 2%03.6,
47 49, 50, 51, 38, 57, 68, 70, 72, 28n., 37, 38, 39, 65, 66, 6086, M
73' 75,76, 771, 83, 92, 94, 961, 103, 104, 131, 143, 150, 2 (L)
97;1. 99, 103, 104, 111n.,, 114, 115, Wida y muerte ds San Cayelangs 99,
117, 119, 120, 121, 125, 126, 127, :8'5 21?2 3178'03&1;3'9"56660' ) 99,
132, 134, 133, 140, 142 , 152,180, "
Ty 11271,' 14%,'149, 1520, 133, 154, Villamediana (Juan do Fonls y Poralta,
156, 157, 138, 159, 165, 166, 167, condo dc)r 103 _
169' 170, 171, 176, 178, 179, 180, Villana de Vallecas (La?, 136
182' 183’ 184, 183, 186, 187, 188, Villano en su rincon (1), 103
191, 192, 193, 194, 195, 197 198, Villavielue (Sehastitn Rodrigues de),
199, 200, 201, 703 13, 125, 126, 131, 153, 204, 208,
2
Veldzqu;z (Dlego Rodrfguez de 8ilva), vi 50?02 04
i, '
Vé!efsde Guevara (Juan), 31, 130, Vocabu!u;y of Morcto's plays, 50-52,
Sec also:
134n., 167
{sm (Satire on)
Vélez de Guevara (Luls), 4 134n., 1935, gongor
Va;:adora de las mzdmy.v ,(La), 31, 32, Interest in words
s o ndids, 103 wf::n(scm 118
Ven muerts, lan escondida, AL, o
Venluracor;d nombre (La), 191 Wlfe7 ;f;;xstly accused (Situation of},

123
Veml';‘: ity Villrroel Juan de), 123, Yerro del entendido (EJ), 32, 176

’ 9, Yo por vos y vos por olro, 16, 22, 44;
Versification of Moreto’s plays, 60-69, 1’;5"" 57, 86, 116, 150, 1010 200

blas:li tles:se (use of) Zabaleta (Juan de), 167., 205 ~
closing lines of each act Zamora (Antonlo de), 151

estrofas lfricas Zorrllla y Moral (Jos6), 118

ADDENDA ET CORRIGENDA '

(1) Oponerse g las esirellas was writton in op before 1649, for it is Msted

In the Décimas ds Felipe IV, which, according to Rostorj (0p. cit,, pp. 30-
), were composed between 1644 and 1649,

(2) Hacer remedio o dolor was probably written In or bofors 1649,
since it {s mentioneg In the Décimas ge Felipe IV, which Restorl (0, cll,,
PP. 30-34) places between 1644 and 1649, According to Cotarelo (Bibl,,
P 29) the play was first printed in 1659 In the Parie X1 of the Escogidus
(Gregorio Rodrigues, Madrid), However, that volume wag probably g
reprint of one published in Madrid in 1658, Inasmuch as there is in the
Bodleian library a copy of one of this latter date. (Sce MUnch-Belling-
hausen, Uber gie dlteren Sammlungen Spanischey Dramen, Vienna, 1852,
P. 58.) I am unable to tell whether the cdition I have used In the Ticknop
Collection (Boston) is that of 1658 or 1659, for the original title page iy
Incking, The volume tallies with Fernfindez-Guerra’s description of the
1689 Escogidas (0p. cit., p. L) except that there s no mentjon of the ycar
of publication nor of Gregorlo Rodrfguez, In the book which I haye at
hand, however, Hacer remedio el doloy ig attributed to Moreto and Clincer,
not te Morcto, Clincer, and Matos, as the Spanish critlc declares (0p, cit,,
P xxxv). A sueltg of Seville by Don Diego Lopez de Haro prints it ng the
work of Moreto and Clincer, Salvy (Catdlogo, I, p. 607) suys: “Ln yna
edicién moderng que posco, sc dan por autores de esta comedin g Clincer,
Matogy Morcto, v Medel I clita anbnimg,”

- Fernfindez-Guerrg ig of the opinion that “In tercera Jornada es In que
Prrece por su estructyrg y glros de la plumg de Moreto,” I hesltate to
venture an oplnfon gg to the divislon of lubor in this comedy, The play is
really 21 desdén cor o desdén In embryo (Sco p, 162 of this study), and ong

The title of the Dutch version ig Spiegel der wanschikkelyke looneelstubken
(Mirror of Bad Comedies). (Sce Van Praag, La “comeqia" espagnole aux

’ pays-bas au XVILe o au XVIII¢ sidcle, Amsterdam, no date, pp. 63-64.)

have at hand only the printed edition of the Escogidas, In order to
solve the problem of authorship, one must needs study also the manuscript,
the translation of Krook, and the proge version of Athias,—if this last ig

. 8till In cxistence,

(4) Onereads in the Nuevos dutos of Déres Pastor (Bulletis Hispaniqus,
Vol Xvi, 1914, p. 464) under dato of L'eh, 26, 16611 “Certificacitn de que
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la companifa de Escamills ha de hacer s S, M. y estd onsayando Is comg}dla
de Finzir y amar do tres Ingenlos y que por esta causa no hay funcién hoy
8n &l Corral de la Crus,” The work has everywhore else been attributed to
Moreto alone, I no longer have this play In my possosslon and a0 cannot
reéxamine it, At the time I road It, I noted nothing Inconslstont with
Morcto's workmanship, .

(5) Stlofel (Zeltschrift far vom, Phil,, Vol, XXXI, pp. 360-361) notes
that thore exlsts & suclta of L Jinglda Arcadis which s attributed to
Antonlo Coello and concludes that the “Don N, N.” to whom it s ordin.
etily ascribed In collaboration with Calderén and Moreto {5 none other
than he,

(6) Stiefel (Zeitschrift Str vom, Phil.,, Vol, XV, p. 221) mentions an
El mejor esposo'which is to be found In the library of Munich and which
I8 ascribed to Moreto, Guillén de Castro {8 nuthor of a play by this naie,

(7) In the list of Moreto’s brothers and sisters given on p, 3 of this
study, there Is no mention of Julitin; yet the dramatist oxpressly names
his brother, Julitn Moreto, as one of the executors of his will,

(8) Vanse y salen Filiberto, Such stage directions (Sce p, 48 of this
study) are not Included in the B.4.L, verslon of La finglda Arcadia, but
may be found In the edition of Antonlo Sunz, Madrld, 1753,

George Bants Publishing Company




208 HISPANIO REVIEW o '
' I 1 have not been abls 4o fing Inted version of Moreto's wor
NKE TH MORETO'S NAMZ ve no D able to find a pringe version of Moreto’s wor /
MANUSORIPTS LI D W1 - ) though the form of the title (Comedsiq Jamosa de} / Eneas de Diog
: de / Don Agustin M, orelo) wag the usual formulg fop printed editions,
Dros :
Ev Enpas pn The plot of the manuseript i ag follows; The ount of Barcelona,
El caballero del Sacramento o El blasén de los M. oncadas) In order to avoid wgr with Bicily, pledges the hand of his dayghter
{ 6 th contury m anueeript of the Isabel to his nephew, the king of that island, Thereby he wins the
El Eneas ds Dios) a seventeeln has pointed out,” a different e enmity of the Almirante, who g g4 court as representative of the
Biblioteca Naclonal, i, 83 Cotarelo uburghed in Parte XV of the Fronch king's suit, and sends black despair into the heart of his
Play from the one of the SAM6 namo panuscript which should. b - own nephew, Dop Luis de Moncada, who loyes and is loved by
Escogidas.® It is the comedia ill:li Ill-:e d work.! Both versions of Isabel,  Sho ig to sail for Biclly next day, accompanied by hor
attributed to Moreto, not the publis " lay, El caballero ‘ brother Gastén, who must save the broprieties since the papal
e D4 based primarily on Lope’s play, S .
El Eneas de Dios are details of the manuseript which have dispensation necessary for the marriage is to be sent to the islang
§ del Sacramento," but there arel © uthat prove an interrelationship,t irect from Rome in order to gaye time, The lovers decide to
3 & counterpart in’the printed p ayl ter dramatists was the borrower, leave for Aragon that night, but the cry that the chureh of Sants
Bofore asserting which of tt{e}f“;;eachronology of the two plays.t Olally, is burning lesds Dop Luis to abandon hig Plans for the
one would have to establis 44, 160, 170, 'Ths moment and to 80 to the resoue of the Holy Sacrament, Ag 8
*No. 17118. Bee The Dramatic "’f;{,,f:;”;‘f,’,hﬂf,;: rolative of Dt;minsﬂ , result of 5 mistake, which hag been occasioned by the gracioso
manuscript belonged to one ‘xﬂizt::::%glg’he Spanish Slage in the Time of Lope ‘i“ Isabel concludes that Don Luig {g too timid to take the risk and
i .de Ia Plana Wh°’£§§.fgx?tgy of Amerlcs, Now York, 1008), was in 1062 an actot I in her tontempt and angoer, leaves him g5 & parting gift a box of
: g:gﬁiﬁ?tgﬂﬂnpm of Juan Pérez do Tapla, ‘ relics. "She takeg with her ag maid-in-waiting Rosaura, who has
1 " Bill, p. 96, long been in love with Don Luis, !
. s Melchor Bénchez, M:ﬁ",‘f{nff,ﬁ}npff—m the photostat of this play, ordoﬁﬂg The suggestion that he is & coward maddens Dop Luis, an'd he )
: W“““f“{’"ﬁ “fﬁﬁ n:t arrlve in time to be of any valuo to me;;-_l i“r l:f , decides to follow her to clear himself of the charge Once in Sicily, i
b ' 1 . 0 : . . .
1 :::’:’;l‘! ::;::;hth: :3t};onuolt,y of the prlnltsd Vg{:ﬁ’:;lev?ﬁ ZK;: 3&3’; (;Is'apam',, he dregses 28 & pilgrim, hoping under pretext of giving Isabel o 5
% Moreto, p. 144, Mr. W, L, Fichter, in rf;mgs(p' 353) that the manuscript “may memorial, to n'xakfa known to her the truth.  Chance wijjg ﬂf ?hat |
i Review, 1033, 1, 852-350), quotes m(’i' “;m briefly analysing the work, concludest the document ig given into the hands of the king, whoge suspicions ,
i ) a j
%“ supply the 1;:{; t°l the Bitmg?:;t lfcl:w'eforward be rejected as Moreto’s-"l deparlde ‘ Did both plays carry origtnally the title £l Enegg 4, Diosf In both, at least,
'Ei "the publis uM pﬂay(éaubao de las piezas de tatro que se conservan met tef that this name fs to be found within the verses (Escogidas, 1, 169 g, and Ms,, 1, 26),
: . * Paz y Mo 3:0, de la Biblioteca Nacional, Madrid, 1899, p- 170)&“33,",“ Or was the version of the Escogidas represented under gomg other name gnd did
% mento de mamzam ar wrote a play El caballero del Sacramento and 16 of this the printer, recognizing it as another version of the older Play, print it under the
% ancisoodit; u:}?:l antiguo espafiol, Madrid, 1860, p. 9) mentions ‘1‘ ‘"‘M El gran better-known name of Moreto, hoping thereby to Increase his salog? Ho hag, in
£ (Cawﬁ:ﬂbuted to him. Paz y Melia adds that it i:;h:ho s:;n;? sn‘éyer the latter the same volume, attributeq Montalbﬁn.'s El mejor padre to Calderén ang Lopo's
5 name ) ibera. I have scon Aguilar's pla, La batalla del hongp 4r Zrato, BeoLn Barrora (0p, city p. 603),
1 patriarce I .d.dDi:n A‘r{;;ndfolf ;;rm espailola, Jusepe Ferror, v“lemla&:%g); and It was played in Soptomber, 1680 gg Lo qus la relipisn puede en un nobly
& namo (inclu ei hip to Lope's play or to either version of El Eneas 4 'Ma calaldn, Bog Ma, 1608D of the Bibliotee Naclonal, whioh oarrles this npme,
: 1t has no relllat ongespof the memoriales (Eacogidas, II, pp. 163 r. to 165 v.; ?45 xf: Rennert (784 Spanieh Stags, p, 548) states that Osorlg de Velgeco presonted
i Ot ¢ e he disguise of the peregrinos (Bacogidas, 11, p. 164 v. an i Caldorén’s comedies, £} Eneas dy Digy and Anfes qus todo g gy dama In 1651,
[ H:.PIP- 7;13, also the de Velaseo? 1 am Inclined . I have found ne other referenge to Calderén’s having writton & play £1 Fnegs g
pp. 1 and 8). 1651 by Osorlo de Velnaco Dios. It is probably an errop on Rennert's part, for the notlen is apparently
ich was the play acted in ti There was good ) , .
¥ ¥ Wh s 1a because of its Catalan 8o ng. taken from Péroz Pastor'g statement {Documentys para la biografia de D, Pedrg
B to think ithw:hhg::::owﬁozfgg ire::;regted in tho wars with Catalonia ft:ll?: :l::t Calderdn dp 1g Harca, Establecimionto tipogréfico dg Fortanot, Madrid, 1005, P
eﬁdeﬁet;:ﬁm years of the decade of the 1650's. oo Ih‘l{ﬂ ‘II°5°TIP;§;’—“5 g) Mo 185): “Obligneion de Diego Osorio, autor do comedias, de ir con gy compafifa g Jg
H ce L} ¥4 + . . L Y L “ ! LN 2
over, El dle’sdén con ?l g:sil)z and I Carrera, Madrid, 1654), with their Catalat
Moreto's Parte I, Dieg

settings, glve further proof of his interest in the political situation,
'
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o later strengthened by the knowledge (which he acquires through
:;: ﬁ:ﬁspectiig Rosa.ug;) that Don Lus, his rival, is on the islang.
At a masked ball, he has Don Luis and Isabel seized and commands
that the former. bo burnt to desth and that the latter bo thruat {n
prison. Before these orders can be executed, chanco gives .Isabel
&n opportunity to free Don Luis, who arrives at Barcelons, just in
time to take the place of Don Gastén as leader—the latter is dying
from & wound—and to dofent the Almirante’s forces. The count,
angered at the havoo which Luig’ trip to Bloily had wrought, puts

ison &8 a traitor, :
himﬁ: tll)lg beginning of the third act, the forces of the king of Stelly
are besieging Barcelona, The Almirante, astounded at the ingrt}ti¢
tude of the Count, frees Don Luis, who not only x_nanages. t.o BAVE
the imprisoned Isabel from the prison which the 'kmg of Sicily hnﬁ
prepared for her, but, by entering battle at o decisive moment wilt]
" the Holy Sacrament as his standard, is enabled to defeat the
forces of the Sicilien, He claims for himself Isabel’s hand and for
irante, Rosaura’s,

the’léli?changés effected in the original are the usua] ones: the pio§
has been unified ; the characterimtion,'made more consistent; the
protagonist’s rle, sentimentalized; the gracz'oso’g, increased, Moirt;;
over, the play has been shortened from 3471 lines to 3141, wh ﬁ
total includes 17 lines of song.®® In its genernl percentages, the
versification {g quite charncteristio of Moretg: romancee,' 1:7114
(64.5%); redondillas, 1056 (34%); décima, 10; &ilva, 111; qumtz: a,
118; pareados, 57; prose, 8; lira (ABABCC), 50. The use o B
2-line estribillo, ‘however, one line of which gerves at the same time
to form the Jast assonated line of a series of romances (see .I, bp.
8-17), is not to be found elsewhere in Morqto.’a theatre, Finally,
the method bt borrowing is quite characteristio: there are scenes
which clearly have a definite source, such as the fire in Sants
Olalla," and Isabel’s gift of relics to Don Luis; ¥ but if thore are
any verbal debts, I have not noteg them, -

¥ Theao figures vary evor 80 slightly from $hose glven by Me, Fichtor (3104
with nr'f 2d:iltl§nal 22 lhfos of song). Beo Iispanio Review, 1, 858, ‘ fl‘ho dizoreps
ancy in the verses of song {8 nutural, since the first lino of the estribillo forms h(::
five occasions the last assonated line in & sorica of romances, M, Flchtar
counted the line twice, I only ones, Varintiona are not suficlont to alter poxs
centages noticoably, My totals were mado bofore I had ssen his figurcs an
ohecked after hig eetimatea were printod,

¥ Escogidas, I, pp, 158 v.-150 v.and Ms,, I, pp. 25-28,

¥ Escogidas, I, pp, 161 r~169 v.and Ma, 1, pp, 84-6.

g T s =
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EL myo OBRDINNTH

There s, in the Biblioteen Munielpal of Madrid, g play in
manuseript entitled 1) hifo obediente, e which ig of sufficlont {m.

the following: Jesds, Marta, Joss / vead

diente / Comedia famosa / de / don Agustin Moreto ¥ Cavana / (a
name seratched out) / 1678 / Sandobg], 18 This is all in the same
hand as Agt I except the name of ““Sandobal, " At the end of
act I we find; “go 8ac6 en Madrid g 7 de Marzo de 1678"; at the
end of aet II, “Don Gerénimo de Cérdamo Baleedo Y Ztnig,
1878, en anencia”; and at the end of act III, “gge
Moreto,” The handwriting of each gt ig different,

in spite of the difference of blace, are apparently on the same paper,
but are different from that used by the copyist of Act IIT, Aot I
I8 80 very similny to Moreto’s own hnndwriting as to at first Jead
one to think it his, but cloge Comparison with the autograph gy

poder de I amistad rovepls one's error, The play concludes with
‘the following verses:

Pueg s logro tanta dicha
‘en que el aplauso me eliente,
Por corona del perdén
que aquests plumpa og merece,
vuestros vitores darg (sig)e
el fin dichosgo que tiene,
el premio Que en esta historjg
da el ciclo g) hijo obediente,
18 No, 1~35-5,
¢ Theso letters are incorrectly copled, I Buspoot, since they must be the
Vomd o]0 e found in the autograph manuscript El poder g, lo ams. .
Vi-7-4) and ¢ the heading of the sccond act of B principe perssguid, (no. R. 81),

have scon thege
four letters only in 5} hijo obediente and in the manuscripts of the two works juat

indlcatcd, 8 fact that leads me to Buspect that this Play was taken directly from
Moreto’s copy. Efforts to find g clue as to the significance of the letters, which
are found in every inatanco jyst below the word, Maria, have been in vain, Could
they be “Virgini diejt laudes Morctug 7 9 ]

** Probably Jerénimo de 8andoval, who was in the companies of Alonso de
Ia Pas, Antonlo de Castro, and José de Prado in the Tespoctive years of 1655, 1658,
and 1658, Seo Péroz Pastor, Nueyos datos, Bulletin Ilt'apam'que, XYV, 429, and
Rennert, The Spanish Stage, p, 598, For reasons which I sha]] givelater, 1 suspect,
this play belongs to the early 1050's,

!* This play glves overy ovidence of being hastily copied. Thereare numerous
orrors, especially in the first act,




TS o PR das g X TN 8 ArrdRlR e

MANUSORIPTS LINKND WITH MORETO'S NAME 804

Fajardo doos not list the play in his Indez, and this s to be
expeoted sinoe it has not (to my knowledge) ever boon printed; but
Medel,* who theroe is ronson to think had acoons to tho Ozunp library,
attributes a play by this name to Moroto and stlll enother to un
tngenio, Ferndndoz-Guerra.,“ without having soen the comedia,
surmised that it was the comedy ‘“‘sometimes printed under the
name of Beneyto, sometimes under that of Guillén de Castro.”
I have read the EI hijo obedients which is attributed to Bonoyto,
and there is no relationship between this work and Moreto’s, §
am inclined to think the play El hijo obedients, which is mentioned
in the Lista sessoriana of date 1666, is this play in manuscript,
not Beneyto’s,

The characters listed are: EJ infante Don Fernando ; El princlpe
Don Carlos; Dofia, Blanca, damn; Elvira, orinda; Garlbay, gracioso;
el rey Don Juan; Don Bernardo Booabortl; Don Juan de Beamonte;
soldados, unos eatalanes; un alealdo do villano The plot is as
follows: Juan II of Aragon is father of the envious and turbulent
Carlos by his marriage with Dofia Blancea, who had inherited the
kingdom of Navarre from her grandfather Carlos ol Bravo, His
sccond nuptials with Dofia Junna Enrfques, daughter of the
Almiranto do Castilla, had given him Fernando, who by way of
contrast to his half-brother is g model of obodiones, genorosity and
valor, In the repeated wars which Carlos wages againat his father
for the posscssion of Navarre, Fernando on more than one occasion
flsks his own life to save his father’s, "He is, novortholess, in so far
88 circumstances permit, generous toward Carlos and his wife
Brianda. Onone occasion, feeling that the king's orders to imprison
Brianda are unfair, for she thoroughly disapproves of Carlos’ wara
against his father, Fernando even disobeys the commands of the
lattor, in order to restore her to his brother, Eventually, Carlos
is thrown from a horse and killed; Brianda retires to a convent,
leaving her children at court with their grandfather; and Fornando
is made king of Castile and Aragon,

% I'ndice, p, 104,

% BAE, XXXIX, p. xxxvi. :

# Printod in Doce comedias de cuatro poclasnaturales do . . , Valencia, Aurello
Mey, Valenoia, 1608,

% Sco Rostorl, Piczas de ttulos, Messina, 1003, pp, 86 and a7,

% Listod here as Dofia, Blanca, this character is throughout the play written
correctly as Dofia Brianda, The ohildren of Briands and Carlos, though not in«
cluded in the dramatis personae, appear on tho stoge, sovertheless, Don Juan de
Beamonte sometimes appears under this name, gometimes under that of Don
Juan de Benavente,
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This play bears the unmistakable stamp of Moreto’s personslity
in its characterization, its versification, and its vocabulary, We
have Fernando, the hero 8ans reproche, who discrestly meneages to
obey the letter of the Jaw while breaking the spirit of it (always for
& noblo ond, of ooursol); Juan II, tho kind-honrtod king, who s
moro fothor than monaroh; Brianda, dignified wifo and loving
mother; Garibay, omniprosont gracioso with his nont commontaries
on tho situation, Theso, ns woll ns the courtly atmosphoro in whioh
they movo, nro entiroly Morotoun, "Tho voralfiention, too, 1s ohnre
poterintio, excopt thut the copy Is o most imporfoot one nnd Hnos sro
frequontly lncking, "I'ho throo nots, with thelr total of 2773 lines,
show tho following distributions of VOreos: romances, 1547 (66.8%);
redondillas, 848 (30.8%); silvas, 204; quintillas, 65; octaves, 104;
prose, 8. All acts end in romances, ,

There is, finally, a detail in the play (I, p. 28) which brings
to mind El desdén con el desdén: the condjutors of Carlos in his
robellion against his father are ‘ol vonde de Fox con los terclos de
¢+ » bearnezes,” Now the Condo do Fox and the Principe de
Boarne are two rivals of Carlos in Moreto’s masterpiece,

El hijo obedients is g revision of Lope's K] piadoso aragonds,st
In dealing with the characterization of the latter play, Menéndes

- ¥ Pelayo * terms the whole “una falsificacién continua y sistomdtioa

de In historia,” ono in which the Principo de Viana (Carlos), “tan
culto, tan humano, tan dolorosamente simpdtico . . . especle de
Hamlet de la historia” is portrayed as “un ambicloso insensato y
brutal, como un mal hijo . . . vencidq ¥ perdonado una vesz y
otra”; ono in which “el terrible D. Jusn II . , . tan inaccesible
& la compasién como al temor « + + 10 haco mds quo perdonar & su
hijo y gemir y loriquear por su ingratitud y rebeldfa’ and in which
there are “monstruosos anacronismos’ whereby D, Fernando el
Catélico . . , aparoco genendo batallns contra ¢l (Carlos),” gl
though it is woll known thut tho lattor was doad four yonrs bofore
his helf-brother appears on his first battlofiold, T'o this I may add
that Lope has made Carlos’ death duoe to a fall from g horse instead
of & “pain in his side,” as Zurita would have it,%7 or to the many
tribulations of his unfortunate life as Mariana 2 puts it. He hasg,
® First published in Parte XXI, Madrid, 1635, An autograph ms. of 1626
(R. 108) oxists in the Biblioteca Nacional, The play may be read in Obras de
Lops de Vega, ed. Acad, Vol. X. Thisisa relationship which hag not, inso faras
I know, beor pointod out proviously, .
# Qbras de Lops ds Vega, Vol, X, pp. olv~ovil,
¥ Anales, IV, Juan do Lanajs ¥ Quartanet, Zaragoza, 1610, pp, 97 r and v,
88 The General History of Spain, translated by Capt. John Stevens, London,

1699, p. 403, Mariana adds that publie opinfon in Catalonis attributed his death
to & slow poison,
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%00, changed to Elvira Abarca the name of Carlos’ mistress, jBriand&
Y fontad ' o justly o
Pelayo’s harsh words apply even mor
El mni%jggaza. I\/gareto has sontimeﬁtalized ntllt}f:;'z};o&uil!\::
d blackenod moro
Lopo the charactor of Don Juan an e ar ot
Is vorelon of tho Princo's
Morcovor, ho has followod Lope in h ou dooihy
horolno her corroot histor
On tho other hand, ho hos given tho o oriony
in accordaneo with his non
nome, Brienda, though h? hos e
lowful wifo Instond of his mistrozn,
Py o nor Celon lo aro quito in accordanos
‘T'ho othor changos Moroto has made q ardinos
ho work of Lope, wrlitto
with his usual dramatio praotiocs, I P o
hasls on Juan an
August 17, 1626, has plaood’tho omp i Y
is horo rolatively unimpor
relations to Carlos, Fernando's role toront 1 muportutit
to’s play, on the other hand, tho interes
:I[*‘I:anl:dagxrdeo? Elphz%i'é obediente, and the tunﬁapfp); ;“3:';;31?0 l:gt;w}*zg&
Juan and Carlos but serve as an opportunity fo oot
ity toward his brother,
his loyalty to his father and his goncron rommar
lots formed by Fornando's
Moreto has supprossed the two subp Ve
3 bel; has cut the cast of chate
for Dofia Ana and his marriage to Icabol; . o
H racteristio gracioso, Gar 5 O
acters from 17 to 9; has added the charnge priatlo A
tk s unquestionably Moreto’s, As 8
whig‘l?ed:;‘l)s with Ferdinand the Catholic and with }f}ha:lll?s o'g
Viana, “‘more famous for his misfortunes than any other thing,

it deserves printing, »
Ev myo prépiao

There {8, in the Biblioteoa Munielpal of Madrid, an eighteenth

90 hijo prédigo, It {8
anuscript ® bearing the title Bl hijo or
::a&%lze? to Cztnogr, Moreto, and Matos, but has for its conclusion

the following verses:

que al hijo prédigo aquf
da ¢l poeta fin dichoso,

: ho elghteonth
hose plays stoged in Valenola d'uring t.
gzng\ig?g gr.o Juﬁd };lats one entitled El hifo prddigo, which ls

% In my opinion this play was written around 1651-1061% 'It:n; viot:g cgf
Juan de Austria against Catalonis scems to have impressed :re 0 l;311-yy pouss
One wonders if all of these plays with a Catalan sitting may no po!

politissil :ign xigﬁ;)cl:.to state whothor or not Moreto owes a verbal debt to Lope,

for I discovercd the source after the manuscript was no longor avallable to me,

12, ) ) .
:; Igo .Jmtf-l’rqferencias tealrales del piblico valenciano en el siglo XVILIH,

Revista de Filologta Eepaiola, 1933, XX, 113-159,
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attributed to Céncer, Matos, and Moreto.ts 14 was played only
twice, Ing manusceript of the Nacional,» likewise of the eighteenth
century, it ig attributed to gres ingenios. If the play has been
printed, I have not seen jt,36

- The story is the Biblical version of the prodigal son, upon which
has been Buperimposed g love triangle, Liberio, heedless alike of
his father's pleas and of hijs cousin Celia’s love, goes to Rome to
spend the inheritance which has at his own fequest been turned
over to him, Celja ig adored by Lidio, brother to Liberio, but she
cannot give up the Intter, and in order to stay near him follows him
to Rome dresged in man’s attire, Here, against her advice, Liberio
enters Blrenn’s homeo and fy, in due time, robbed of iy monoy and
his costly rafment, Ilo fleeg to tho mountaing where he becomes
80 destitute as not to be recognized by his friend Experio who has
come in his search, Indeed, he is so ashamed that he tells him
“Liberio is dead,” Persuadcd_ by his servant Capricho, who never
leaves him in his misfortunes, the prodigal decides to go home,
His arrival is none too soon: Celig hag returned and, convineced
that he is dead, has promised to marry Lidio if by the end of that
day her true loye has not appeared. The fatted calf i8 thus doubly

.appropriate, Lidio, bitter at first because of the injustice of it all,

later accepts fateo gracefully and welcomeg his brother,

The play is o reworking of Tirso's Tanto s lo de mds como lo de
menog,’s g relationship pointed out by Durdn. In order to secure
the simple story outlined above, the earlier play had to be pruned

© vigorously, In Tirso’s work the prodigal son stands between the

rich miser, who denies even the crumbs from his table to the starving
beggars, and the saintly Lézaro, who {s so improvident as to give
away his ontlro fortune to tho poor and who dics of starvation ab

%1 queation very mueh theso names boing found in the sourco from which
Br, Julid took his data, Whether this omlinont student of tho drama knew this

particular Inanuseript of the Munieipal Library or whether he drew his informa.
tion from elsewhere, I cannot say

# No, 14803,

¢4
fragedias, , , | Yy olras obras correspondientes al Theatro I espafiol, Imprents, Real,
Madrid, 1785, Paz y Melia (Catdlogo ds Igs piezas de teatro, p, 234) states that
1t has been printed a8 8 auclla,

® First printed In Doce comedias nuevas del maestro Tirsy ds Moling, Madrid,
1627. 8ce La Barrera, Catdlogo, p. 387, T4 was played in Valenels In1628, Bes
E, Merimée, Spectacles ef comédiens & Valencia, Toulouse and Paris, 1013, ¥or 8
modern edition, oo Cotarclo y Morl, Comedias dq Tirso ds Moling, NBAE, vol,
Iy, Madrid, 1006,

% Beo Puz y Mella, Catdlogo ds las piezas ds leairo, p. 234,
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, versifieation, g
his rich uncle’s door. All three ate, when the story opens, suityrd reads ltke a play o? :1!?: 122301"{?33%::5 : t?e wﬁc‘)rk of the three, I
for the hand bf Felicia, Having married the miser for merceniry » & uninspired one,
reasons, she ves to repent it in the boredom she suffers. Libetls, : LA MBEJOR LUNA Armic ANA
his inheritance wasted in riotous living, ultimately returns to sat La mejor luna africang Is, in i
the fatted calf which his fathet so joyfully sacrifices, By this time, Nacional.of Madrid ¢ entitl d' L la manu.scnp b of the Biblioteca
too, Felicia i8 & rich widow, a stroke of apoplexy having carried off collaborators: ! 8¢ La tuna africana, attributed to nine
her gluttonous husband, Her marriage to Liberio occasions nd . .
suffering to the brother inasmuch as the Iatter is not in love with Memor.xa de los ingeniog
Felicia, : que se Juntfa.ron 3 lfacer
The changes made in reworking Tirso’s play are only in patd ;i:'g Zt;m];adlm: eltp.nmero
charactoristio! one oexpects, and finds, unification of plot by excislon Luis Véleze I:!o;.:' tgas' él
of all extrancous materials; idealizatioh of the heroino ; lessening of . luego Don Juan Vlzfez("{ 6
the lyrical. The gracioso’s role was already very importanti {6 - : quien acabé Ia primera-u
would perhaps have been difficult to inerease it. But one is fiol empez6 la otra después'
prepared for the dull creature that is Capricho in the later play, el maestro Alfonso Alfaro:
nor for g heroine who, dressed in mar's attire, follows her lovet,tt quien lo vino & suceder
The presence of the situation is all the more surprising because it s ' fué Don Agustin Moreto,
not found in the source. Finally, the versification is not what : ¥ 8 la segunda el pincel
we expect: ldo Do;;éﬁ(.intonio Mertfnes
8 aca
I: romances, 400; redondillas, 408; pareados, 50; décimas, 20; silvas, 28} ) La gostrerz f,?,ﬁf,’ﬁ:g"
songs, 24. con Don Antonio Sigler-
IL; romances, 334; redondillas, 360; Ppareados, 24; décimas, 10; song, 4. de Huerta; siguiése luego
III: romances, 346; redondillas, 262; pareados, 136; décimas, 60; quintillus, Ia ingeniosa pulidez
135; songs, 12, ' de Don Jerénimo Céncer,
'The comedy shows a total of 2601 verses with the following disttis ¥ acabblo, como veis,
bution: romances, 1080 (419,); redondillas, 1020 (38.8%); pareados, _ Don Pedro Rosete, . , ,
210; quintillas, 135; décimas, 90; silvas, 20; songs, 40. Tho song : Moreover, within the pages of the manuseript, the scribe hag
nonr the olose of Aot I (nade up of 8 and 8 ayllablos with a rhyming ' indicated the portion that belongs to each.t Op the final page
eoho which rocalls Aledzar's Disourse por la hermosa Kov) 1s nob, there is tho censor’s stamp of Francisco de Avellaneds (¢ Page,
obo o . aprobada muchas y i & (“vista
In 2o for a3 I know, charsoteriatio of Moreto o his collaboratots} \ eces, Madrid, a 16 de henero de 1688”) and above
the percentage of redondillas s unusually high, that of romances ute {t in the same handwr iting as the text: “trasladéla Salbador dela
usuelly low for this trio of dramatists, whoze other works writter In Cueva, afio de 1680 en Madrid, a 8 de henero,” # As the graciose
collaboration show respective figures of 20 to 30 and 60 to 70.% i named Cosmo snd his r0lo is obtrusive, one wonders if it were
Finally, this work gives evidence, aside from the closing lines, of b« nob ercated for the great Cosmo P ¢roz (Juan Rana),
ing written by one man only: the author has in the course of shg :: }Voklﬁbl«io.
play used 7 different assonances and has consclentiously avoided R Act 1, p. 8 v., ono reads “haaty o uf Don I, "
using the same assonance twice. Matos, Cdncer, and Moreto did lséntgclin‘rntgghiondone fnds scatterod thm"gh"gt the p"ggshtg: gzg:o::;ér mg
not, in their collaborated works, display such care in matters of 5v., 10 r.,i;rr,or glven above. S0 I, 18'v. and 24 Vi Il 11r, 175, 247 101,
% The eituation, virtuslly unknown in Moreto's secular theatre, is found It is tho same ,
howeveTr, 1.11 his religlou‘; plays,ybut can usually, if not nlway:? bo explained by th; (Ms., Va-7-4, 111, ppflgg(:'.f}:g.b“ eoplod two pages of £y poder de la amistad
exigencies of the dramatio traditlon, Boe The Dramatic Ar of Morelo, p, 71,
% Caer para levantar; No hay reino como el de Dios; El bruto de Babilonia,
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All of the printed versions which 1 have seen  carry the title
La mefor lung ofricana, and are all attributed to tres ingenios;

La mejor luna africans

_ tenga finy aplauso, pues
piden perdén de sus yerros
tres plumas a vuestros pies.

The play has likewise been linked with Calder6n’s name, Medef #
attributes s play of this title to him, and Fajardo ¢ notes: “ Mejor
luna africana de Calderén entre lag sueltas; suelta en Madrid, Leé6n
[a bookstore], y-dice ser de tres Ingenios.” Vera Tasis does tivh
include it, however, and certainly there is nothing in the play thab
- would bring tb mind the poet of La vida es suefio,

I see no reason to discredit the manuscript. It is a careful pieva
of work and was apparently taken directly from the original—
perhaps with some small cuts in long speeches, since the printed
editions possess a few lines not found in the manuseript, The

part attributed to Moreto ig small but characteristio enough,

W. A, Kinecaid, in his study of Belmonte Bermddez,!" points
out that Pérez de Hita's Guerras civiles de Granada is the source vf
this play. In its centra) situation, it brings to mind Lope’s Bl
testimonio vengado 4 op Moreto's version of the latter, Cémo se
vengan los nobles *—but done in Moorish dress. The beautiful
Sultana, wife to Boabdil el Chico, is aceused by the traitor Gomial
of illicit relations with Hazén,~with Hazén, the perfect knight,
whose only thought is for the Christian slave, Leonor! It is
proclaimed that the wife will be put to death on g certain date if
10 one comes to defend her honor in single combat, Hazén,
sustained morally by the redoubtable Don Juan Chacén, makes
Gomel at the point of the sword deny his charges; then, having

& Vda, do ¥r, de Loofdael, Sovilla, without dato; Antonio Bans, Madrld
1783; Vda. do Josoph de Orga, Valoncln, 1764; Alonso del Riogo, Valladolid,
 Indfce, p, 210, '
% 0p. cit., 85 v, ‘
% Among others, see Ms,, I1, 21 v,, where wa find viendo and estruendo thymed
* eorrectly, In the printed editions, {t is everywhere viendo and ruido,
47 8ee Revus H- tspanique, LXX1V, 176-178.
% Printed in Parts I of Lopo’s comedics, 1604, It may be read in the BAB,
1

 Firat printed In Parts XXIX of the Facogidas, José Ferndndes de Buendls
Madrid, 1668, It may be read {n the BAE, XXX1X,
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Fenounced the Croseent for the Cross, he marrfes hls true love,
" Leonor, The characterization of the three main figures (the King,
the Sultana, and Hazén) differs littlo from corresponding charaoters
in Cémo so vengan los nobles, I have noted no verba) parallels,
When Schaoffor t0 terms this play “nicht verdientslose,” he must
have had in mind the portrayal of the character of blun Don Juan

Chaetn, Only that could hope to save it from an otherwiso merited
oblivion,

tempts,  Cémo se vengan los nobles wus, on the other hand, probably
ono of his Intest. It ig interesting that in this last he dared to pros
sent the story to the bublic without a loyo motif, 8

Figurea of versifiention for the different portions are as follows:

Belmonto: romanees, 208; redondillus, 204,
, Tl Véles: ramances, 432, redondillas, 88,
Jurn Vélez: romances, 114; tedondillas, 170,
Alfaro: romances, 378; redondillas, 100,
Morcto: romances, 184; redondillas, 116,
Martfnes: oclavas, 72; redondillas, 270,
Bigler de Hucerta: romances, 10; redondiling, 148; stlvas, 84; prose, 17,
Céncer: romances, 100; décimag, 70; pareados, 70,
Roseto: romances, 229; gilyas, 40; octavas, 24; proso, 8,
This gives a total of 3157 lincs: 1658 of romances (62%); 1108 of redondilles

(35%); 130 of ailvas; 06 of octavas; 70 of décimas; 70 of pareados; 25 of
prose,

No PUEDE MENTIR EL CIELO

No puede mentiy el ctelo, which La Barrera attributes to Rodrigo
Enrfquez (though with the qualifying remark that “en alguna
edicién” it has been ascribed to Diego Enrfquez), {sin g manuscript
of the cighteenth century * aseribed to Moreto,

Y este verdadero caso

da fin; vuestrs piedad supla
de Don Agustin Moreto

con piedad las fnltas muchas,

A note at the end of tho manuscript stutes: “Tsta comedia ands

en nombre de dos autores, de don Agustin Moreto y de Don Andrés
Gil Enrfquesz,” -

3 Gezchichts des spanischen Nalz‘onaldramaa, Loipzlg, 1890, I, p. 284,

¥ The only othor play in which Moreto makes this daring departure s £l
hijo obediente, which s til] in manusoript,

# No, 15242,
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La Barrera’s phrase “on elguns, sdiolén” would indignts that
the play had been printed. Morcover, the form of the title (N,
Comedia famossa / No puode montir el olelo /de Don Agustin
Moreto / Personas) s the sterootyped ono used by the printers,

have, however, found no copy. Model ® attributos g play of
thiswame to Don Diego Enrfques. This may have boen tho sourcs
of La Barrera’s information, Fejardo docs not list it In his Index,
Ferndndez-Guerra, evidently know nothing of the manuseript, nhot
had he scon a printed edition, Cotarelo * lista the play as apochry-
phal, adding that Jusn de la Calle ropresonted g comedia of this
name in Madrid during November of 1059,

The plot of the manugeript {8 as follown: Conrado, Duke of
Francobia (sic, Franconin?) s, aftor somo dissension among the
eleotors, made emperor, and his first move is to take vengoance
on Leopoldo, leader of the forces of oppocition, Not only doos he
deprive tho latter of his cutates, but ho orders ong Rugero to put
to denth Enrlque, tho infant son of his cnomy, hoplng thus to dofy
Heavon's dooroe that tho boy ehall sucocad him to tho throno,
Rugero, kindor than hig maater, loaves tho ohild in the foront where
tho noble Ricardo plokes him up, To lull any sugplolons Conrado
may have, Rugoro sonds him tho heart of an animal, % When the
play opons, Conrado is urglng tho marriego of his daughtor Clorinda
to the powerful Astolfo, but loving Inriquo as sho does, and knowing
- that Astolfo 1s boloved by her cousin Fonicia, she refuses to glvo
her consent, Moved by the ever-present fear of losing his throne,
the emperor first tries to encompass the doath of Leopoldo, but fails.
Enrique, to whom he hag intrusted the commission, decelves his
soverelgnyinto thinking his encmy doad, but in reality ho saves the
life of his father, moved by some strangs tonderneas which he cannot
8xplain to himself, A letter from the dying Ricardo now leads
Conrado to suspect that Enrique is the one designed by Heaven
to succeed him, Accordingly he sends him to Astolfo, to whom he
has, while on the battlefield, dologated his powora as ruler, and
with him sealed orders that the messenger is to bo put {o death.
Luckily for the lovers, Enrique meots Rugero, who again saves his
life, this time by exchanging for'the decres of desth a forged note
in which he commands Astolfo to marry at onco Clorinda and
Enrique. Thus the emperor returns to find a son-in-law, Philo-
sophically. resigning himself to the will of heaven, he accepts the

8 0p, cit, p. 218,

% Bibl, p. 41,

¥ Cf. the romancs of Galferos, 8ee Menénd Pe)
Uricos castellance, IX, 5758, ey ey, dnlologia de polan

810 HISPANIC REVIEW s

marriage, returns Leopoldo his estates, and marries Astolfo and
Foniola. The keavens cannot lte.

In my opinion the play Is Moreto’s. The Josts of the gractoso,
tho characterization of the disdainful horoine and of the perfeot
knight, the vocabulary, the phrascology, the use of dances and
glosacs, the attenuated drawing-room atmosphere, all proclaim 1t
the work of the same author as Indusirias conira finezas, Hasta el
fin nadie es dichoso, and La misma conciencia acusa,®® It is remls
niscent of the last montioned oven in its situation, Figures for
versification are: a total of 2061 verses, including 2400 lines of
romances (81%); 239 of redondillas (8%); 90 of décimas; 168 of

- stlvas; 46 of songs; 18 of prose,s”

. And, finally, the play gives further proof of Moreto's authorship
In {ts mothod of rovision, It Is takon from Lopo do Vega's Dios
hace reyes.®® Tho thread of the story, If we should outline Dios
hace reyes, would differ only in minor detalls from No pucde montir
el ciclo, a8 given above. Moreto has carried over the names and
rOles of the three main characters (Conrado, Leopoldo, and En-
rique); has fused those of Leonido and Lisardo into g single char-
acter, Rugero; has transformed the dramatically unimportant
Teofinda into the very essential Clorinda ; and has changed the
name of Rolando to Astolfo. He has added the gracioso Escabeche
and the cousin Fenicia, who in a measure fill the dramatic gap
created by the loss of Bato and Dorista, though their respective
rbles are quite distinct from those of the source. As is to be
expected, he has omitted many minor characters (some seventeen
in all) and with them at least three sub-plots.

The plot has gained immensely in unity. Lope, beginning his

* I do not know sufficiently well the characteristics of any of the dramatists
Enrfquez to be able to assert negatively that No pueds menlir el cielo is not charac-
teristic of them. There is certalnly no resemblance to Sufrir mds por querer
menos, which is, In Parts X of the Eecogidas (Frencisco Borrano de Figueroa,
Madrid, 1658), attributed to Don Rodrigo Enrfquoz.

$If it Is objected that the porcontago of romances is unusually high, ono may
point out that No puede ser, also writton in 1659, had 769 of romances,

% Printed in Parte XX111 of Lopn's works, It may also be read in Obras,
Acnd., nueva cdiclén, Tlip, de la Rev, ds Arch., Bibl, y Museos, 1917, Vol. IV, If
the relationship has beon polnted out previously, I have not seoen it,

Befior Cotarelo (soo Prélogoe, p. xxiv to Vol, IV Just mentloned) s of the oplne
fon that this is ono of the first of Lopo's plays, although it is not mentioned in
either Peregrino list, and that Corvantes fs referring to this work whon he writee
(Quijote, I, xlvill): “3Qué mayor disparato puodo sor en ol sujoto que trotamos
quo salir un nifio en mantillag en la primers cscena dol primer acto y en In segunda
salir ya hecho hombre bérbaro?”
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play before Enrique's birth, centera the interest of the firat sot on
Leopoldo and in the second and third transfora it to Enrlque,
Whon Moroto's curtain goes up, tho son s alroady young man who
has mnde his way at court, The plot and charactorlzation show &
gain, too, in verlsimilitude of dotail, Nevortholess tho play romains
of the novelesque type: the improbable dénouement with ite forged
letter and its heaven-willed marriego has boon kept in foto, In
Enrique and Clorinda, we have the idealized protagonists se
characteristio of Moreto. And, finally, tho lyrioal hes been cut to
make way for the comio.5

Ev rey Don ENRique nL Exronumo

Pas y Melia® asserts that the monuseript El rey Don Enrique
el Enfermo * which s attributed to Znbalota, Mart{nos do Menoncs,
Rosote, Villaviclosa, Céncer, and Moroto was printed In Parte V1
of the Escogidas.® He was mistaken in thinking the two plays the
same; they are entirely diffcrent, It is the manusoript which la
the work of the six collaborators, :

The printed play was written at an earlier date—if one may
judge by its structure and versification—and by & toledano, if the
final words of the play are to be taken literally: ‘ :

¥ vuessastedes perdonen
rudezas de un foledano,
losca planta de aguel monle®

¥ 1 cannot say whother there is or not & verbal debt on Moreto's parh,
The discovery of the source was mado aftor the manusoript was no longer at hand,

% Catdlogo de las piezas de teatro, D, 442,

& Ms, 15543,

& A typographical error for Parte IX » Pedro Rodrigues, Medrid, 1657,

8 The Toledan background agninst which the actlon Is outlined (contrary o
historical tradition which ordinarlly places it in Burgos) substantiates this states
ment. Could it be the work of Rojas Zorrilln? Mo was born In Toledo and had
gome Interest in the character of the pleturcsque Villona, i the manuseripé
Lo qus querta ver ol Marqués de Villena is corrootly attributed to him, (Sco Pas y
Mella, Catdlogo de las plezas de teatro, p. 279, whore Duriin's referonce would geom
to rolate it to Ruls do Alarcén's Le cueva ds Salamanca,) Furthormoro, the
intorost In tho Military Ordors could bo a refloction of Rofes’ porsonal nspirations
for elootlon to the Ordor of Bantlago, As Intornal ovidonco in favor of Ita nttrlbye
tlon to him, we may noto tho vigor of etyle that characterlzon eoms of tho vorses,
On the othoer hand, the loosoly-knit struoture of the play, a8 well ns the use of
popular elements (partioularly in Aot III), reeall Tirso’s or Lopo’s days.

Thore has long been a tradition that Philip IV wroto a play by this name,
8ee In Barrora, Catdlogo, p. 160, It is impossible to oo the languid hand of thab
monaroh in this orude but vigorous work, )
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The historien] background wag drawn direot]
according to the author's o worde, ree y'from the ohronjoles

Y estd escrito on sus anales,t

The play’s main Interest is the passion of th
o king for May
faithful w!fg to Enrique de Villena, This ambigious nﬁb%:rrriz?;
aceedes to his soverelgn’s wishes and hag his marrlage annulled; ag g

of szlatrava. Thus he exchanges “one ¢ross for another,” ag the
gracioso neatly observes. Only in the closing scene is the kin
able to forget his love and his cuartangs sufficiently to ca]] t§
accoupt his haughty nobjes for their usurpation of his wealth and
to f:lfum the power and dignity that should &ccompany his regal
bosition, Indeed, the conflict with his nobles ig g mere episode
oner which is completely overshadowed by the love trinngle, ’
1‘1‘10 ma.nuscrx'pt version, on the other hand, centers its Interest
on this politica] struggle, The plot is as follows: To Enrique III
weakened by fevers and robbed of his patrimony by his rich nobles’
comes Ferndndey Ydfioz, a doctor from the University of Sulnmnnca,
With him is his daughtor Elvira, whom the haughty and dissolutc;

- ~Don Mondo had found attroctive, ovon in hig colloge days, Bribing

hor sorvants, he gets into hor room, and oneo thop

bre_ak down her resistanco oxcept b,;/ o writton plgi;zoﬂo’}dxis;frgg:“
This pledge he later gets away from her by wile, replacing it wityh'
another wherein he agrees to marry her “when her rank shall be
equal to his own and when there shall be in Spain a king who has
sufficient power to make him keep his word,” e The king has in
the meantime been ap unseen witness at g sumptuous feast of hig

¥ cavallerias de Santiogoe, Calatrayg y Aledntara, Jun :
the love story is not found in Gil Gonzdlez D:ivih,z’s ¥/ 3:013;2?«1;&&3;0;8:5&;5 3123
szy D. Enrique 111, Francisco Martines, Madrid, 1638, Reference to the | .
triangle which forms the plot of this dramp may be found jn Georgiang Goddg;':
King's A Brief Account of the Military Orders in Spain, Hispanic Boclety of

e
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contemptuous insolence, that such a king as Enrlque III can’t ralses
her to his rank-—this, though the latte. has proved himself Mendo's
superior in & hand to hand combat. ‘With the ominous promise
that he will nevertheless equal their stations in lifo, the king has hls
opponent beheaded and in the hour of doath gives his hand to
Elvira, This* bloodlotting " (sangris), recommondod by the doctor,
was accepted by the king only after all loss violent means had been
proved of no avail,

I doubt that Moreto and his friends knew the work of the same
name, which was, as we shall see later, not printed until after the
comedia now in manuscript had been represented. True both
versions contain in common three dramatic episodes: (1) the scene
wherein the king is reduced to such poverty that he must sup on &
shoulder of mutton and the partridge he himself has killed; (2) the
contrasting one wherein he is a silent observer of the feast spread
before his nobles; and (3) the highly dramatic one where he demands
restitution from his nobles. But such coincidence was tho ite
evitable result of the historie tradition. The same scenes are to
be found In Los novios de I1 ornachuelos,® and it was this play which

sorved o8 o sourco for the corrgsponding scones of Moreto and his

frionds, not the work of tho Liscogidas, Dotalls show {t. Morcovor,
a8 we have polntod out alrondy (sco n, p. 311), the version of the
Escogidas gives Toledo as sotting for this cplsodo; the other two,
Burgos,

The collaborators’ debt is not limited to Los novios de Hornds
chuelos. They also drew freely from El rey Don Pedro en Madrid
(El Infanzén de Illescas).®” The love story of Elvira has bestt
carried over (even to the name), and so has the scene wherein the
king disarms his haughty opponent and proves that he is soverelgn
not only by inherited right but by native ability,e8
~ The work of the collaborators is interesting for various reasons,
Apparently made from an autograph, it carries within its pages thy
exact portion which should be attributed to each of the six men,
the first sixth being the work of Zabaleta, the other five being

% Lope's? Vélez de Gueovara’s? Found in a manuscript of the Bibl, Nae'l,
dated 1627, which is attributed to Vélez de Guevara, Ensily available in ths
Obras de Lope, ed. Acad,, Vol. X. See Rennert ¥ Castro, Vida de Lope de Vega,
Madrid, 1019, p. 501, for a brief summary of the problem of authenticity; alse
Hill, Los novios ds Hornachuelos, New York, 1029, ‘

% Lope’s? Printed as Lope’s work in Parte XX VII extravagants, Bags
celona, 1633, according to La Barrora. Available in Obras de Lope, ed. Acnd.p

Vol. IX. Beo Rennert y Castro, Vida do Lops ds Vega, p. 488.
8 C1, El rey Don Pedro, I11, p, 511, and the manuseript III, p. 7,
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written by"Martfnez de Meneses, Rosete, Villaviciosa, Céncer, and
Moreto in the order named. %
Is this the play to which Barrionuevo refers in his letter 70 of

Sept. 22, 16557 “Habrg ocho dfas que vino Rosa, el autor de
comedias, a esta corte, ¥ la primera farsa que ha hecho y que hasta
hoy dura, es la comedia de D. Enrigue, el de las espaldas de carnero,
En todas partes hay espejos donde se pueden ver los remedios
eficaces de nuestra restauracién; pero la ldstima es que nadie ge
mira (sic) en ellos que lo pueda hacer.” There is in my mind, no
doubt but that it was the manuscript version which was represented
at that time, Certainly the wavering conduct of the king-in the
Escogidas edition is not exemplary enough to serve as a mirror
even to the weak Philip IV.n Moreover, both structure and
versification show it to be of an earlier date than 1655, whereas
the play in manuscript is normal in its percentages for this period;
a total of 2743 lines with 1800 of romances (65.6%,), 726 of redondillas
(26.6%), 110 of décimas, 70 of pareados, 17 of prose, and 20 of songs,
_ Theplayis interesting, too, becauso of its conelusion, The love
story of Elvira and Mendo is taken from Elrey D. Pedro en Madrid
(El Infanzén de Ilescas), as I have sald, and if I mistake not, we
have here the ending of the play as Lope wrote it, Iam convinced
that Menéndez y Pelayo ” was right in arguing that the version
which we have of this play is probably Claramonte’s revision of
Lope’s work; and if we may judge by the final lines, the original
had a tragic end: '

Y aquf tenga fin dichoso

de Illescas el Infanzén

con prodigios y sin muertes,”

The conviction that the ending of El rey Don Enrique el Enfermo is
very near the original is strengthened by the fact that this is the
only play in Moreto’s whole secular theatre which has a tragic end,

#8ee I, p. 15; I, p. 28; II, p. 14; II, p. 29; 111, p, 10; I11, p. 33.

7 8ee his Arfsos, Vol II, p. 131,

™ One wonders if there may not have been a silent conspiracy on the part of
the dramatists of this time to arouse the king from his lethargy, Was the decree
in favor of historical plays, made in 1651 (see Rennert, The Spanish Stage, p. 250),
instigated in a measure by patriotic, as well as religious and moral, reasons?
However, if the ancedotes of Barrionuevo ©p. cit., 1, pp. xxvi~vii) which paint
the dire poverty of the royal family at this time were true, one can imagine that
this particular play must have consoled as well as pricked poor Philip,

™2 Obras de Lope de Vega, Vol. IX, pp. exlii-clxxvi,

% The printed edition of Barcelona (1677) ends “sin casamiento y sin muerte,”
Bee Restori’a review of the Roysl Academy Edition, Zeitschrift, XXIX, 127,
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Moreover, Elvira is so forceful in her just anger that she is much
nearer Lope’s animated heroines than Moreto’s decorous ones,
After reviewing for D, Mendo in masterly fashion the history of his
duplicity, she asks him to marry her, He refuses; thereupoti
Elvira pronounces these ringing words:

¥ ¥a que os he conocido, )

aunque de todos los cetros

que empufian brazos invictos

me hiciesen una corona

que con todo su dominio
. cifiese imperial mis sienes

de diamantes y zafiros, {

no me casara *¢ con vos ’

por ingrato, por indigno,

por traidor, mal caballero,

por villano, ast lo digo, L
que al que afrenta en sus acoiones -
tantos blasones antiguos,

{de qué sirve lo heredado

si es infamia lo adquirido?

and leaves,

Finally, the work is interesting because of its intrinsic valug,
One normally expects a play written by six collaborators to bo &
hodgepodge, disorganized, lacking in climax, inconsistent in chats
acterization, pale and uneven in dialogue. Yet none of thesd
things is true. The story is firmly knit and has a straightforward,
onward march; the characters even to the minor ones, well-delines
ated; dialogue is foreeful and, in genersal, natural; the gracioso’s
humor, if at times a bit broad, is undeniably amusing,

Buch facts lead one to wonder if the play could be incorrectly

attributed,” but examination shows that the menuscript, written
in a precise, neat hand, is a careful piece of work that must be
taken seriously, Those places within the three acts which carry
respectively the names of Zabaleta, Rosete, and Céncer are the

™ The form is casaré in printed editions, In the Mas., seo 111, pp. 19-20, for
the quotation,

* It has been printed as Cafiizares’ work in a suelta which I have seen in the
Biblioteca Nacional, but as Cafiizares was not born until 1676, and the Mas.
carries this notation, “La escribi4 LP.GY.en Zaregoza a 4 de abril, afio 1689,"
it could not be his work. Moreover, there is every reason to think, as we have
shown above, that the play is the one Rosa pleyed in 1655, It;is attributed to
““un ingenio™ in a suelta (N. 125, Vda. de Joseph de Orga, Valencis, 1768, 32 pp.)
which 8r., Emilio Cotarelo ¥ Mori possesses, -
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5, both In content and versifieation, for these authors
z;zl;{);g,%lﬁllgndeg;vz tholr pens, Moroover, Villaviciosa's fonc}nce:s
for tho entremés is revealed In the stress ho has glven to the graczflao 3
role in his sixth: Cdncor's intorest in popular songs 1s made ev(l:1 e}nt
in the portion attributed to him. If the tmglo’conolusion and the
brfo of the heroine are unexpected in Moroto’s part, these facts
can have an explanation in its nearness to the lost comedy of

Lope de Vega.
pIt is & play which deserves a modern reprint and a closer study,

Rurk Len KpNNEDY
Smith Collegs
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