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ABSTRACT 

The present work does not pretend to throw any decisive light 

on any possible interrelationship between Grillparzer and the Duque de 

Rivas, a theme which has already been treated extensively, if none too 

convincingly, by Farinelli and others. The main purpose.of this study 

is rather to bring a parallel light to bear on Spanish romanticism in 

general, and on a specific play of the Duque de Rivas, El desengaflo en 

_un sueno, in particular. The hope is expressed that a direct and de

tailed comparison between Grillparzer's Per Traum ein Leben and 

Rivas' play, both dealing with the same general theme and both of 

similar, though not identical, origin, will help to elucidate several 

problems, not only those relating to the two plays under consideration, 

but also to some important aspects of Spanish romanticism hitherto 

only briefly dealt with. 

German romanticism as a conscious movement came consid

erably earlier than the theoretical writings and first outpourings of 

Spanish romanticism. However, this quirk of chance, largely dictated 

by political considerations, discussed in the body of this work, in no 

way implies any qualitative superiority or seniority. Romanticism 

was never a formal movement in any country in spite of a series of 

impressive literary manifestoes, and it might well be argued that 

v 



both Germany and Spain, besides having what is often loosely con

sidered a traditional romantic past, replete with medieval folklore, 

legends and picturesque ruins of bygone years, were in fact at the 

beginning of the XIX century still very much a living continuation of an 

uninterrupted past. Neither had as yet experienced the social upheav

al of the Industrial Revolution, and the potentially dangerous and 

unsettling thoughts of the French Revolution had yet to strike deep 

roots in countries which were experiencing a marked revival of genu

ine nationalism in the face of the foreign invader. Political liberalism, 

the most congenial environment for romanticism, was to receive a 

severe setback during the Napoleonic invasions in both Germany and 

Spain. However, in spite of the repressions of Metternich (which 

directly affected Grillparzer in Austria), the rising younger generation 

in Germany and Austria was never subjected to a total authoritarian 

rule and censorship such as that of King Fernando VII in Spain. 

Romanticism was never as much a theoretical movement as 

had been much of neo-classicism during the XVIII century. Rather it 

marked a spirited reaction on the part of widely disparate individuals, 

each one to a large degree reflecting national characteristics. Thus, 

though Grillparzer and Rivas were both born in 1791 and were later 

each to write a play dealing with the same theme, the differences 

between the two as individuals and their work reflect the dissimilari

ties both in their national background and individual temperament. In 
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spite of the fact that both were conservatively inclined and raised in a 

neoclassical milieu, as were many of the older generation romantics, 

the overall impression is not one of a common bond, linked in a united 

movement spanning half a continent, but rather of each as a representa

tive of the genius of his country and background. 

The present study has been broadly divided into two main 

parts. No attempt has been made to give a lengthy and detailed account 

of every German influence in Spain; much of the ground--including the 

celebrated Bohl von Faber-Mora controversy--has already been 

studied and commented upon. In the first part of this study I have 

endeavored to delineate those aspects of romanticism which may be 

considered particularly German and which, through several inter

mediaries, were to find their way to Spain. The second part of this 

work is taken up with an analysis and comparative study between the 

two plays mentioned earlier. It is my hope that a critical study of 

the two plays will provide a valuable insight into the nature of German 

and Spanish romanticism, and also shed light on questions arising 

from such a direct comparison. 



GERMAN ROMANTICISM: THE PHILOSOPHICAL AND HISTORICAL 

BACKGROUND. THE INTERRELATIONSHIP BETWEEN 

GERMAN AND SPANISH ROMANTICISM 

The story is told that on the last night of the XVIII century 

Goethe and Schiller withdrew into a sideroom at the court of Weimar 

to drink to the new century in champagne. Little did both men realize 

that the turn of the century was indeed ringing out the old and ringing 

in the new. In fact the appearance of the three volumes of the Athenaum 

literary review, edited by the Schlegel brothers and Tieck between 

1798 and 1800, had already heralded the new tendencies, rejecting the 

narrow utilitarianism and rationalism of the XVIII century in favor of 

an increasing freedom for the role of the individual in literature. 

These men, together with Goethe, were not liberals in the French 

sense, but rather conservative, pro-monarchy and--at least in the 

early part of the new century--also inclined towards Catholicism in 

their religious views. These conservative attitudes were to continue 

among many German romantics until the advent of the Young Germany 

movement and Heine, and thus both Grillparzer in Austria and the 

Duque de Rivas in Spain found themselves direct heirs of a traditiona

list outlook. Though effusive praise and admiration were expressed 

for Byron and the younger generation of English romantics, the 

1 
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majority of writers in both Germany and Spain were either conserva

tively inclined or else extremely cautious liberals. 

It is an inescapable truth that neither Goethe nor Schiller 

showed any great understanding for the new movement. The latter's 

sympathies were mainly classical, while Goethe, an aristocrat to the 

very end, in spite of having fired the enthusiasm of the younger genera

tion with his Wilhelm Meister, later disassociated himself from any 

romantic ideas and was not above ridiculing and parodying the exces

ses of the movement. It is also certainly true that at the height of the 

Calderon wave of enthusiasm in Germany Goethe allowed himself to be 

carried away for a time. * Upon reading Schlegel's translation of La 

devocion de la Cruz in 1802, Goethe stated that the play was superior 

to any of Shakespeare's. It was not long, however, before Goethe re

considered his hasty encomium and placed matters in a truer perspec-

2 
tive. Tiemann has indicated how Goethe's critical opinions vis-a-vis 

Calderon fluctuated according to his own literary work and the people 

with whom he came into contact. The years 1802-1807 were not very 

productive years for Goethe and were largely taken up with translations 

and experimentation. For a brief period he considered writing a drama 

1. Hermann Tiemann, Das spanische Schrifttum in Deutsch-
land, (Hamburg: Ibero-Amerikanisches Institut, 1936), pp. 170-178. 

2. Ibid. 
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to be entitled Trauerspiel in der Christenheit in the Calderonian man

ner. Only a few fragments remain, but it is clear that in his attempt 

to reproduce Calderon's extensive use of antithesis and parallel 

phrases, as well as Spanish verse forms and assonance, Goethe soon 

realized that his verses were mere imitations and devoid of origina

lity. However, this failure did not prevent Goethe from having El 

principe constante performed in Weimar in 1811 in Schlegel's transla

tion. The following year saw the tremendous success of La vida es 

sueRo, translated by Einsiedel, but already Goethe was hedging his 

initial enthusiasm with some important reservations. As director of 

the Weimar court theater, Goethe visualized his task as that of an 

educator and moralist, and it was precisely these qualities in Calde-

ron that appealed to him most. In spite of his great admiration for 

Calderon's stage technique, Goethe later came to consider his plays 

to be calculated in their effect and lacking in spontaneity. It was soon 

left jx> others to popularize Calderon in the eyes of the German theater

going public, as we shall see later. 

The initial momentum to break ground for romanticism in Ger

many was provided, not by any single great literary work, but rather 

by a series of critical and philosophical essays. The methods of the 

XVIII century had been strictly critical; the approach of the Schlegel 

brothers was far more interpretive, an attempt to effect some sort of 

an understanding between the critic and the poet. Paul van Tieghem 
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has well summarized this aspect of German romanticism: 

Le romantisme allemand compte moins d'artistes purs 
et de pontes inspires que de philosophies, de profes-
seurs, de critiques litteraires. ... II n'a peut-^tre 
pas produit une oeuvre maitresse; par contre, il est 
extrSmement riche en idees, en aperqus, en nouveautes 
historiques, litteraires ou morales.^ 

If one were to exclude the philosophical aspects, to a large extent 

much of the above could also be said of the greater part of the literary-

output of Spanish romanticism. 

The importance of Kant as a transitional force can hardly be 

overrated. Kant pointed out that reason in itself was severely limited 

and that it lacked a true creative ability. The whole Aufklarung had 

been too empirical, and had sought to equate experience with percep

tion. Reason was henceforth reduced to a regulative function, while 

the senses were given an interpretive role hitherto denied them. The 

main result of Kant's philosophy was to relegate reason (and conse

quently elaborately formulated literary theories) to a secondary posi

tion, and to exalt the importance of the individual. It is true that 

many of the romantics found Kant's ethical teachings severe and lack

ing in warmth; however, the first blow had been struck and the way 

prepared. Whereas J. G. Fichte may be regarded as the main fol

lower of the moral aspects of Kant's teachings and the chief 

3. Paul van Tieghem, Le mouvement romantique, (Paris: 
Librairie Viubert, 1923), p. 52. 
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representative of the patriotic and philosophical side of early roman

ticism, the Schlegel brothers must be accorded the first place as 

critics and interpreters. However, August Wilhelm Schlegel was pre

pared to go a step beyond Kant in his rejection of his use of reason; 

his position, in fact, is far closer to that of the Stiirmer und Dranger 

than it is to Kant or even to his brother Friedrich. The latter was 

acutely aware that spiritual harmony was an ideal that could be ap

proached, but not attained. 

Romanticism in Germany found an encouraging environment at 

an early date due to a series of fortuitous conditions. The Napoleonic 

wars provided the necessary background for the patriotic surge, and 

there can be little doubt that the popular resistance offered to the in

vader by the Spanish people inspired the divided Germans to close 

ranks in the years ahead. In addition, the mystical teachings of Jacob 

Bohme, in which Nature was regarded as a symbol of God's creative 

power as well as an aesthetic force in itself, gave a religious base to 

much of the movement. The deism of Voltaire, in which the world was 

portrayed as a clock mechanism which had been wound up and thenleft 

to its own devices, was rejected decisively, to be replaced by a sensi

tive attitude towards Nature which already had its roots in the latter 

part of the previous century. Henry Turk remarks: 

To summarize briefly: in the German romantic con
ception the "spirit" in Nature exteriorizes in specific 
forms, such as plants, animals, moonbeams, or even 
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the human forms. The Romantic individual senses 
the intimate relation between the visible things of 
this world and the figments of his own imagination. 
All are equally real, and this mystical identification 
with Nature helps Man to retrace the process of 
creation. This anthropomorphism helps him to per
sonalize Nature, and he finds an "escape" in mystery, 
in the exotic, and he eventually succumbs in a longing 
for ideal love. ̂  

The fundamental aim of the romantics was to achieve a har

monious balance between Man and his environment by endeavoring to 

adapt the inner life to the perfection of Nature's processes. The very 

fact that so many writers of the period failed to attain any semblance 

of harmony iri either their inner or outer lives reveals an inherent 

conflict and even contradiction. The truth of the matter is that the 

romantic writer was often a passionate, yearning creature, ever 

striving after an unattainable goal, of which "die blaue Blume" of the 

mythical medieval poet, Heinrich von Ofterdingen, was the symbol. 

"Alles, " according to Novalis, "wird in der Entfernung Poesie: feme 

5 
Berge, feme Menschen, alles wird romantisch. " In fact, German 

romanticism was soon to divide itself into two divergent streams, one 

firmly rooted in Christianity (especially Catholicism) and the other, 

4. Henry Charles Turk, German Romanticism in Gustavo 
Adolfo Becquer's Short Stories (Lawrence, Kansas: Allen Press, 
1959), p. 17. 

5. Fritz Strich, Deutsche Klassik und Romantik. (Munich: 
Meyer und Jessen Verlag, 1922), p. 55. 
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drawing heavily on Greek patterns, into what Fritz Strich, following 

Nietzsche's terminology, has called the "Dionysian stream. " It is 

this second group, whose leading.figures were Holderlin and Kleist, 

that has provided the popular image of the romantic writer bent on 

self destruction. To a large extent this view is valid, as the Dionys

ian romantic spirit, typified by Prometheus and Faust, was ever 

conscious of the constant need to rise above itself in its protean mobi

lity. In Strich's words: 

Die Romantik also wusste fur ihre Kunst kein anderes 
Gesetz als dieses, dass die Willkur des Dichters sein 
oberstes Gesetz sei, denn nur so ist er Schopfer ohne 
Grenzen.® 

The philosophical content of nationalists like Fichte was bound 

to appeal more in a country such as Spain,which itself was experienc

ing a similar political and military upheaval to that in Germany. 

Though it is largely the "Dionysian" group of writers that has to a 

great extent determined the image of German romanticism, it was 

mainly the "Apollonian" (or more specifically, the Christian) segment 

that was to exert such an influence in Spain. Many Spanish writers 

felt flattered that Calderon had been singled out for special praise by 

the German literary critics, and their frequent espousal of Catholi

cism—almost a Modesache for several years--certainly did no harm 

6. Ibid., p. 20. 
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in furthering the propagation of German literary theories in Spain. 

To a large extent romanticism in Spain was politically motivated (this 

becomes abundantly clear during the Bohl von Faber—Mora contro

versy), and in spite of the fact that neither German romanticism nor 

the language itself were widely known or understood in Spain--least of 

all its fledgling literature--nevertheless Germany came to be regard

ed as an example to be studied with profit. Conversely, to Schlegel 

and his disciples Spain was considered as being synonymous with ro

manticism, an attitude which has prevailed in many quarters to this 

day. Schlegel himself declared that in the Spanish language he could 

still detect "die rauhe Kraft und Treuherzigkeit der Goten, " and other 

7 
German writers found even closer affinities. Whereas the smaller, 

liberal, Protestant group in Germany still tended to study the French 

Encyclopedists, the larger intellectual group, which had its center in 

Vienna, lavished exaggerated praise on Calderon in its ill-concealed 

hostility towards French influences. F. Garcia Calderon states: 

La simpatia al drama hispano fue una forma de galofobia. 
Los dos Schlegel, Guillermo y Federico, criticos de 
ideas generales, endiosaron a Calderon. . . . En una 
epoca de tempestad romantica, Sturm, de nacionalismo 
literario, Calderon fue el poeta por excelencia que 
ofrecia una solucion inesperada al problema del destino 
humano. ® 

7. Tiemann, p.,,98. 

8. Francisco Garcia Calderon, "Nota sobre el hispanismo en 
relacion con el germanismo. " Revue Hispanique, vol. 110, August 
1919, p. 315. 
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If the French classical drama had been characterized by a 

certain plasticity of form and a rigid architectural structure, the ro

mantic theater on the other hand emphasized artistic coloration and a 

pervasive musical background. The power of the noun gave way to 

that of the adjective, and outward form was rejected as being incon

sistent with the true nature of God, love and duration of time. To the 

romantic dramatist, as to his baroque forerunner, drama became a 

9 
palette in which "Farben wurden gehort, Tone gesehen. " In his ap

proach to the interplay of the senses, the romantic writer foreshadowed 

the extensive use of synaethesia by the later modernists. The frequent 

experimentation with free rhythm became increasingly popular with the 

romantics--especially among the "Dionysian" group--and together with 

the daring use of rhyme: and assonance, the latter a direct Spanish 

influence, were employed in forceful fashion to express love and long

ing. The tendency of classical drama had been analytical, whereas 

the romantic concept was more synthetical, favoring a more open ap

proach to the shape of the drama. It was to these technical problems 

of the theater to which A. W. Schlegel was to address himself, and it 

was above all in the poetic plays of Calderon that he sought his main 

inspiration. 

9. Strich, p. 162. 
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In his famous Preface to the Duque de Rivas1 El moro exposito, 

perhaps the single work which initiated Spanish romanticism, ^ 

Antonio Alcala Galiano had acknowledged Germany to be "la cuna del 

romanticismo. This opinion represented a complete volte-face on 

the part of Galiano as will become apparent after a study and evalua

tion of the Bohl von Faher--J. J., de Mora controversy, in which Galia

no supported the latter1 s strictly classical viewpoint. However, in 

his middle years Galiano generously acknowledged Spain's debt to Ger

man thinkers and writers, and nowhere is this more concisely indicated 

than in his celebrated Prologo to Rivas1 lengthy work: 

Para buscar el origen de la escuela "romantica" de 
nuestros dxas, fuerza es que vayamos a Alemania. 
Alii nacio, y de alii han sacado su pauta los modernos 
"romanticos" italianos y franceses. . . . La mitologia 
de aquellos pueblos nunca fue la griega y latina: sus 
habitos nunca los de las naciones clasicas. . . sus 
asociaciones de ideas muy distintas de las que hacxan 
impresion en los sentidos, y reinaban en las cabezas 
de los antiguos griegos y romanos. ̂  

At once it becomes clear that Galiano misunderstood a great deal of 

Schlegel's theory concerning the ancient theater; nevertheless, his 

10. E. A. Peers, "Rivas: A Critical Study, " in Revue His-
panique, Vol. 59, 1923, p. 213 and footnotes on same page. 

11. Antonio Alcala Galiano, "Prologo de 'El moro exposito' 
del Duque de Rivas" in Max Aub, La prosa espaflola del siglo XIX, 
To mo II: Romanticos, (Mexico: Antigua Libreria Robredo, 1953), p. 5. 

12. Ibid. 
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indebtedness to A.W. Schlegel and to Bohl, his former adversary, 

cannot be denied. The reader is constantly aware that many ofGalia-

no's attitudes were determined by a fierce nationalism and patriotism, 

influenced both by a deep historical perspective and the political events 

of the day. Nor did he blindly follow Schlegel's dictates to the letter, 

as will be made clear later. Galiano was generally aware of the con

tent of Schlegel's lectures (none of which was faithfully translated into 

Spanish; the Bohl version is more of an edited commentary and arbi

trary selection rather than an attempt at a definitive edition or trans

lation), largely through French translations. Mme Necker de Saussure 

(Mme deStael) had already translated Schlegel's 1808 Vienna lectures 

into French in 1814 as Cours de litterature dramatique, and soon after-

13 
wards appeared Italian and English translations. 

Generally speaking, Galiano was more interested in the aes

thetic rather than in the historic-cultural aspects of Schlegel's theories. 

Like the German critic, Galiano came to share the view that the 

majority of French and Latin literature were imitations of older and 

better models, though he also realized that Schlegel's condemnation 

of French classical theater was far too arbitrary. It appeared to him 

that Schlegel had failed to take the Christian spirit of Corneille and 

13. Wilhelm Schwartz, August Wilhelm Schlegels Verhaltnis 
zur spanischen und portugiesischen Literatur, (Halle a. S. : Verlag 
von Max Niemeyer, 1914), p. 62. 
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Racine into account, and that a narrow francophobia had clouded his 

literary judgment. Galiano saw French classicism in a different light, 

claiming that it was imbued far more with the spirit of the court of 

Versailles than with that of Ancient Greece, in fact being "mas anti-

clasico que romantico. " Both Schlegel and Galiano agreed that one of 

the first genuine romantic poets was Dante because he was a man both 

of his century and his native soil, and had reflected both in his exten

sive use of allegory. It therefore followed that any "classical" 

literature was merely an imitation without a spontaneous spirit of its 

own; thus the poetry of Fray Luis in the XVI century owed its inner 

spirit to Horace, whereas the romances on the other hand were un

questionably "romantic. " The main faults of "classical" literature 

were further compounded in the XVIII century when Spanish authors 

14 
"sacaron copias de copias. . . la imitacion al doble violenta. " For 

this reason the literary schools of Melendez Vaides and Luzan were 

dismissed as being merely imitative, a literature "vestida de la die-

cion y estilo de los antiguos y buenos escritores castellanos, pues su 

15 
teorica es la de nuestros vecinos durante los siglos XVII y XVIII. " 

Galiano's contention was that Spanish authors alone among their Euro

pean contemporaries had failed to break the confines imposed by 

14. Alcala Galiano, p. 6. 

15. Ibid., p. 13. 
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foreign theorists of the XVII and XVIII centuries and by Luz an and his 

followers. The urgent need, therefore, was to reject artificial, imita-· 

tive theories from abroad which in the first place were based on a 

misunderstanding of their original models, and to replace them by a 

study of 11 nuestras pasiones y conmociones internas. 11 Having rejected 

a set of artificially imposed literary theories, Galiano was in no mood 

to accept slavishly any other, irrespective of its origin. Thus, in 

proclaiming his sympathy with the new group of German writers, 

Galiano was careful to distinguish between its philosophical inspiration 

and literary examples to be admired on the one hand and its purely 

theoretical aspects on the other: 

De contado la literatura alemana ha descubierto y puesto 
en claro una verdad importantisima, a saber: que hay 
mas de un manantial, mas de un modelo de perfecci6n; 
o a lo menos, que para caminar hacia la perfecci6n 
literaria, hay caminos diferentes, y cada cual de b e 
seguir el que mejor se adoptare a su situaci6n y circun
stancias .... Lo que a nuestros ojos parecen rarezas 
de sus escritores, les es natural y esta enlazado con 
sistemas filosoficos, llenos de misterios y oscuridad. 16 

What were the salient points in Schlegel 's lectures which had 

produced such high praise? One is also tempted to ask why such an 

int ense interest in G ermany was shown in Spain at the turn of the XIX 

century. Certainly compared to Spain's golden literary past there 

was hardly anything comparable in Germany, a nation still divided 

16. Ibid., pp. 1 4, 15. 
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religiously, politically and geographically. In the past Spanish mysti

cism had been a force in Germany and had also influenced certain 

17 
aspects of German baroque writing. During the early part of the 

XVIII century a reaction set in and Spanish literature was considered 

to be rhetorical and artificial compared to French clarity and simpli

city. Spanish eloquence was set aside in favor of the epigram and the 

literature of reason. The XVIII century was an unpropitious time in 

classical Germany to introduce Lope and Calderon, but largely due to 

the rudimentary stage of development of the German theater there was 

a very practical need for new plays to be performed and, as had been 

the case in France a century earlier, Spain seemed to be a likely 

source. Towards the end of the XVIII century Wilhelm von Humbolt, 

the founder of the University of Berlin, visited Spain and wrote to 

Goethe that the country had the appearance of Europe of the XVI cen-

18 
tury, having retained its customs and true identity. This sympa

thetic approach was to form the basis of much of Schlegel's later work, 

and gradually the Black Legend was changed into a Golden Legend. 

The educated man of the Aufklarung took pride in claiming all nations 

and periods as being worthy of study (a point they shared in common 

17. Tiemann, p. 92ff. This theme is handled at length, but 
does not form part of our study. 

18. Ibid., p. 113. 



15 

with the later romantics), and soon interest was shown in Calderon 

for what was considered his didactic and moral wit. It is thus incor

rect to state that it was Schlegel and the romantic writers who redis

covered Calderon; most of the initial work was in fact performed by-

scholars such as Dieze, Bertuch and Denina, most of whose early-

contributions have now been forgotten due to later improved transla

tions and critical methods. However, whereas the earlier approach 

had been largely encyclopaedic, the romantic writers came to evince 

a keen interest in the literature itself, and with the arrival of Herder 

and his concept of the Volkslied applied to the Spanish romance the 

stage was set for the decisive intervention of Schlegel. 

Though literary contacts between the two countries had been 

re-established, there was still considerable misunderstanding on both 

sides. As late as 1828 Agusti'n Duran still considered Schiller to have 

been a romantic playwright, and only a few brave souls among the 

19 
later Catalonian group of romanticists, largely due to the influence 

of Heine, even attempted to learn the German language and to put mat

ters into their proper perspective. It is thus one of the ironies of 

literary history that Schlegel (who never visited Spain and who was 

largely unaware of the literary controversy being waged in his name) 

19. These included Lopez Soler and Buenaventura Aribau. 
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and the vast majority of Spanish romanticists never had any direct 

contact with one another. It was thus that only through the efforts of 

Nicolas Bohl von Faber, Hanseatic Consul in Cadiz and father of Fer-

nan Caballero, a man of considerable literary background who acted 
i i 

as an intermediary, that the romantic concepts of Schlegel ever be

came known to a wider audience. Bohl's contributions to Spanish 

literature date from 1805 when he first evinced a keen interest in the 

Spanish theater, through 1814 when he first made available a few 

selections of Schlegel's 1808 Vienna lectures,which were to result in 

the famous controversy with Mora, until his death in 1836. 

Schlegel's literary theories came at a particularly propitious 

time, as neo-classicism by the end of the XVIII century had already 

20 
begun to lose much of its power. As E. A. Peers points out, "had 

its reign continued much longer, the resulting reaction must certainly 

have been violent and prolonged. " In fact, many of the writings of the 

Salamancan School of the XVIII century were romantic in spirit, if not 

in form, and a study of the literary production of Cadalso, Jose Igle-

sias de la Casa, Jovellanos (especially his plays written in the pre

vailing fashion of the comedie larmoyante) and Melendez Vaides 

immediately shows that the transition from classical modes to the new 

20. E. A. Peers, A History of the Romantic Movement in 
Spain, (New York and London: Hafner Publishing Company. In two 
volumes, 1964), I, p. 14. 
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literature was by no means abrupt or even consistent. In the earlier 

part of the century Luzan had even praised Calderon for having raised 

Spanish drama to its greatest height and almost to the greatest degree 

21 of perfection to which that type of comedy was capable of attaining. 

Thus, the literary atmosphere was not altogether hostile towards the 

new teachings, nor should it be forgotten that patriotism and a deep 

awareness of Spain's past literary glories were by no means absent 

among those favoring classical theories. 

What was lacking among the Spanish proponents of the new lit

erature was a philosophy and sense of direction. Both of these were 

provided by A. W. Schlegel, "un critico segundon" according to Ramdn 

Perez de Ayala, but who nevertheless succeeded in asserting "la 

supremacia del fondo literario--o sea, el sentimiento, el impulso, la 

inspiracion--sobre la forma y medida retoricas, las cuales, segun el, 

no pueden dar de si' sino frialdad, tiesura y afectacion. " The same 

novelist-critic continues: 

Paralos filosofos alemanes la retorica no existe, y la 
estetica es una rama de la metafi'sica. De aqui que 
Schlegel, alardeando de asentar una teori'a nueva, 
fuese a buscar sus fundamentos y justificacion en 
autores antiguos, sobre todo en Calderon de la Barca, 
que fue un poeta casi tan metafisico como Dante y mas 

21. Ibid. 
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que cualquiera otro (pues los teorizantes revolucionarios 
son como los recien enriquecidos, que lo primero que 
hacen es procurarse antepasados y tradicion]l,22 

Be that as it may, it is certainly inaccurate and unjust to deny Schlegel 

his place as an extremely perceptive critic. It would be more to the 

point to criticize Schlegel1 s shortcomings as a lyric poet and drama

tist, for his total inability to transform theory into practice, for his 

myopic admiration of Calderon's "romantic" dramas in which potential 

tragi-c conflict is overcome in miraculous fashion literally through the 

grace of God, a feature which was to find its way into Jon, one of 

Schlegel's comparatively few original dramatic ventures. 

Both August Wilhelm Schlegel and his talented brother, Fried-

rich (whose tragedy Alarcos, written in 1802 already reveals a Cal-

deronian influence and which supposedly united the antique and the 

modern drama) were rather catalysts than innovators. Friedrich 

Schlegel, more than any other German critic of the period, represents 

the Christian content of romanticism, the Apollinian attitude of seren

ity and identification with the Crucified One. He considered Calderon's 

unique achievement to have been the creation of a new life and the 

transfiguration of the inner man in the face of death and suffering, 

something that no other romantic writer had hitherto attempted or 

22. Ramon Perez de Ayala, Divagaciones literarias, (Madrid: 
Biblioteca Nueva, 1958), p. 10. 
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23 
indeed was capable of. Yet in spite of his boundless enthusiasm 

and sympathy for the Spanish stage, Friedrich had little to offer that 

was original. As will be made clear later in this study, both Tieck 

and Grillparzer, not to mention Solger and Bouterwek, had a deeper 

perception into the true significance and character of the Spanish 

theater. Nor were any of the above lacking in critical ability or means 

of expression, but none of them carried the professorial authority of 

A. W. Schlegel or enjoyed his excellent connections, the chief of them 

being Mme de Stael. Furthermore, the Berlin and Vienna lectures 

coincided with what Hans Juretschke has termed "el romanticismo 

historico, " largely a period that concerned itself with literary theory 

rather than producing great works. As Werner Friederich has stat

ed, it was largely due to Schlegel that 

. . . the best critics were no longer concerned (as critics 
since Horace had been) with determining to what extent a 
piece of literature conformed or did not conform to pre-
established rules, but rather they were concerned with 
redefining anew the very nature and purpose of literature. ̂  

Schlegel's lectures were delivered at precisely the right 

moment; had he appeared on the literary scene either a decade earlier 

or later it is extremely unlikely that his voice would have been heeded 

23. Tiemann, p. 166. 

24. Werner P. Friederich, Outline of Comparative Literature, 
(Chapel Hill: University of North Carolina Press, 1954), p. 261. 
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to the same extent. Moreover, at no point was Schlegel closely con

nected or identified with either the Heidelberg or Berlin-Jena schools 

(though he was certainly acquainted with most of the leading writers 

25 of both groups) and as Paul van Tieghem has pointed out, the most 

effective romantic writers in Germany, and especially those who were 

to exert considerable influence abroad, tended to remain outside both 

schools. We have now reached a convenient point to consider in great

er detail just what the dramatic theories of Schlegel, Tieck and Grill-

parzer were vis-a-vis the Spanish theater, and what influence they 

were to exercise in its future development. 

25. Van Tieghem, p. 45. 



SCHLEGEL'S ATTITUDE TOWARDS THE SPANISH THEATER 

Wir konnen gern zugeben, die meisten dramatischen 
Werke der englischen und spanischen Dichter seien 
im Sinne der Alten weder Tragodien noch Komodien; 
es sind eben romantische Schauspiele. * 

These few lines, taken from the famous Zwolfte Vorlesung of 

A. W. Schlegel's 1808 Vienna lectures Ueber dramatische Kunst und 

Literatur, illustrate not only the German critic's attitude towards the 

Spanish theater, but also provide the key to his whole concept of ro

manticism. In Schlegel's view, the dramatist or poet had an obliga

tion towards original expression which, reflecting the background and 

aspirations of his own people and Zeitgeist, should stamp the resultant 

work as unique. Neither the content nor the outer form should be 

determined by existing established patterns; thus, the great virtue and 

strength of the English and Spanish theater lay in their originality and 

were.due.tothe fact that both had their roots in their national back

ground Both the French and Italian theater are dismissed as having 

been tainted by "fremde Einwirkung" and for having neglected to de

velop their own sources of inspiration. Schlegel summarizes: 

1. August Wilhelm Schlegel, Vorlesungen iiber dramatische 
Kunst und Literatur, (Bonn und Leipzig: Kurt Schroeder Verlag, 
1923). In two volumes, edited, and with an Introductory Essay by, 
Giovanni Vittorio Amoretti. 12. Vorlesung, p. 112. 
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Unter den Volkern des neueren Europas haben bis 
jetzt nur die Englander und Spanier (die deutsche 
Schaubuhne ist erst im Werden) ein durchaus ori
ginates, nationales Theater. 2 

According to Schlegel, the common factor in the English and 

Spanish theater is the spirit of romantic poetry which expresses itself 

in dramatic form. However, what particularly distinguished the 

Spanish theater and gave it its individual characteristics was its treat

ment of marvelous (in the original sense) fables, dealing with mytho

logical and courtly themes. Spain was to become the typical land for 

Schlegel1 s literary theories, and for a considerable period he seriously 

considered becoming a Catholic so as to identify himself still further 

with the object of his studies (his brother, Friedrich, did in fact join 

the Church in 1808, one of many converts to Catholicism during this 

period). In the same way that Cervantes had dreamt of a mystical 

northern land in his later years, for many of the earlier German ro

mantics, still untouched by the harsh reality of the Napoleonic wars 

(the battle of Leipzig took place later in 1813), Spain was to remain 

the romantic land of their dreams. Both Goethe and Winckelmann 

visited Italy to lend some substance to their southern yearnings; none 

of the leading German romanticists was ever to set foot in Spain, and 

thus the field was left open to Bohl von Faber by default. The result 

2. Ibid., p. 110. 
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is that much of Schlegel's unrestrained praise of Spain and Calderon 

lacks firsthand acquaintance and experience, and hence proper per

spective. Schlegel saw Spain as a country which had freed itself from 

the Moors in a religious war, thus saving Christianity from the infidel. 

During this stirring period the individual nature and heroism of the 

people had found its true expression in the romance and later in the 

national poetic drama of Lope and Calderon. These elements could 

not be grafted on from without; the essential factor in Schlegel's view 

is that they well up from within, that the Volk project itself into its 

own literary creation. This "brennende Nationalitat" is the crux of 

Schlegel's concept of romanticism which is neither limited by epoch 

or geography, but which is rather the vital expression of a people's 

inner self. These ideal conditions had been found in Spain during the 

Siglo de Pro, the romantic period par excellence: 

Hier war alles giinstig gewesen. Religion und Mythos, 
Geschichte und Legende, ritterliche Tapferkeit und 
edle Liebe zu den Frauen, echt romantische Motive, 
waren lebendig und mitwirkend bei der Geburt der 
Nationalpoesie. Und das spanische Theater, von 
Ursprung an modern und romantisch, hat alle diese 
Elemente in sich. So ist Calderon (und mit ihm die 
anderen spanischen Dramatiker) neben Shakespeare 
und Dante einer der Vater der modernen Poesie, 
speziell der modernen Dramatik. ^ 

3. Ibid., p. 42. This is part of the very detailed and informa
tive Introduction by Amoretti. 
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Schlegel, in fact, regarded the Spanish drama as a continuous unity, 

romantic in concept until its decline at the beginning of the XVIII 

century. The romantic drama was seen as a vast canvas which not 

only depicted the form and movements of individuals and groups, but 

which also attempted to portray the milieu by creating an impression 

of depth and distance. According to Schlegel, the romantic environ

ment was to be bathed "unter einer magischen Beleuchtung" which was 

to determine the overall impression produced by any given drama. 

Perhaps the most original aspect of Schlegel's views on roman

ticism was the light in which he regarded it in relation to what is 

loosely considered classicism. Already in his Comparaison entre la 

"Phedre" de Racine et celle d'Euripe he had criticized the French 

XVII century theater as a poor imitation of the Greek, a model that in 

its perfection should remain undisturbed. The frequently arbitrary 

division between classicism and romanticism was foreign to Schlegel 

whose vision of a spontaneous, national "romantic" theater is not 

limited to any specific historical period. Thus Schlegel at no point 

saw anything especially mysterious or unexpected in the Spanish theat

er as did Tieck; rather he viewed it as yet another manifestation of a 

literary continuum, as evidence on the part of a nation that had kept 

faith with itself. Unfortunately--and it must be admitted often in 

direct contradiction with his own teachings--Schlegel failed to detect 

subtle changes that were taking place behind a formalized exterior. 
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Thus, in the above-mentioned Comparaison, Schlegel failed to recog

nize the essentially contemporary and Christian nature of much of 

Racine's work; nor, it must be admitted, did'his ill-concealed franco-

phobia provide the basis for an objective evaluation. Any beneficial 

influence that Mme de Stael might have exerted was soon lost in the 

sweeping patriotism engendered by the Napoleonic invasions. The re-

4 suit is that Schlegel, one of the greatest of modern translators, is 

also one of the most biased of critics. Nevertheless, few theoreticians 

have been as effective as Schlegel was during the first two decades of 

the XIX century, and his insistence on the literary critic's thoroughly 

familiarizing himself with every aspect of the writer under discussion 

and his relationship with the literary crosscurrents of the age was the 

basis of most literary criticism until recently. 

The greatest achievement of Schlegel--apart from his transla

tion of Shakespeare--was his synthesis of the "antique" (classical) 

literature with the "modern" (romantic). In a penetrating article, J. 

Aynard points out that, because of the lack of a lengthy tradition in 

their own literature, the German critics were in an especially favor

able position to bring about such a union: 

4. This is a reference to the translation of seventeen of 
Shakespeare's plays into German by A. W. Schlegel and his wife, Caro
line, between 1797 and 1801. These inspired translations have result
ed in Shakespeare's being almost adopted in Germany as a native 
playwright. 
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La litterature allemande venait seulement de decouvrir 
l'antiquite, elle n'a pas done k lutter contre le clas-
sicisme antique, elle l'absorbe au contraire, et nous 
voyons quelques-uns des theoriciens du romantisme 
allemand passionement admirateurs de l'antiquite. Du 
reste, au lieu de se separer de la litterature classique 
de l'age precedent, le romantisme allemand cherche 
aussi a 1'absorber; au lieu de contredire le XVIIIe 
sifecle, il le suit. 5 

As has been previously stated, Schlegel saw no insuperable conflict 

between the two as he was to prove in his own plays, poor as they are 

0 
in stagecraft and poetic diction. Previously, it had been generally 

held that classical drama had sought the rigid avoidance of conflicting 

elements, whereas the new romantic drama had reveled in contrasts 

and antithesis. Schlegel--and herein lies his significance in any dis

cussion of his influence on the Spanish romantic theater--seized upon 

this supposed dichotomy, finding in the theater of Calderon what he 

considered to be the finest example of the union of what were supposed 

to be mutually hostile approaches to drama. However, Schlegel cons

tantly stressed the point that the "modern" theater could not merely 

imitate past forms, since what had been relevant and vibrant for a 

certain people and age could no longer apply to another generation. It 

5. Joseph Aynard, "Comment definir le romantisme. " Revue 
de litterature comparee, (1925), p. 649. 

6. His only play of any importance was a classical drama Jon 
(1803) which failed miserably before the Weimar public in spite of (or 
perhaps because of) Goethe's direction. 
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is certainly not true, as Victor Hugo asserts in his celebrated Preface 

7 
de Cromwell that Schlegel was critical of classical tragedy; his criti

cism was leveled at those who would blindly imitate past models which 

no longer were valid or which had spent their creative force. Amoret-

ti explains: 

Schlegel trennt und vereinigt die beiden Welten; auf der 
einen Seite die antike und alle ihre heidnischen Formen, 
auf der anderen die christliche Welt and ihre christlichen 
Formen. Die antlike hat fur Schlegel ihren Kreis ge-
schlossen, sie istgewesen; keine Kraft der Nachahmer 
kann sie wieder erwecken, und Nachahmen ist totes Werk. 
Dichtung ist kein Gelehrtenprodukt, sondern spontane 
Auswirkung des Volkes, sie ist--Herder hatte das schon 
gesagt--Gottesgabe, wie das Leben selbst. So ist sie an 
das gebunden, was instinktiv, anfanglich, urspriinglich in 
uns und den Volkern ist, sie gehort zu den ersten Kund-
geben der Menschheit, und, da auf dem Grunde des 
Daseins die Religion lebt, so ist die Poesie von dem Geist 
dieser Religion durchdrungen. Gott fuhrt und leitet den 
Dichter; wie kann da ein Mensch ein Werk aus ferner Zeit, 
die Schopfung eines anders gearteten Geistes, das Zeugnis 
einer fremden Religion und einer unbekannten moralischen 
Weltans chauung nachahmen ? ̂  

It becomes at once apparent that Schlegel's concept of what 

constitutes "modern" or "romantic" (virtually synonymous in his clas

sification) spans the centuries, and that the description "modern" is 

entirely relative. Under the heading of "spontaneous" (i. e. "modern" 

7. Victor Hugo, Preface de Cromwell, (Paris: Societe 
Fran9aise d'Imprimerie et de Librairie. Introduction and notes by 
Maurice Souriau. n. d.), p. 23. 

8. Schlegel, p. 23 (Amoretti's Introduction). 



or "romantic") writers he lists Homer, Sophocles, Shakespeare and 

Calderon, whereas Virgil (and nearly all of the Roman writers), 

Racine and MoliSre are relegated to the second rank. Schlegel main

tained that romantic drama was not formless but on the contrary was 

unified by its "organisch gewachsene Form, " whereas the imitations 

of classical drama gained their unity through mechanical means. Un

like Alcala Galiano, Schlegel never really perceived the true nature 

of the theater of Corneille and Racine, even though his written and 

spoken French were well-nigh perfect due to his duties as secretary 

to Mme de Stael, and in which capacity he had ample opportunity to 

study the French theater at first hand. In contrast to the "heathen" 

French stood Calderon, the very embodiment of Christian expression 

and the aspirations of his people. Schlegel1 s praise was ecstatic and 

verged for a time on the idolatrous: 

Calderon. . . ein Dichter, wenn je einer den Namen 
verdient hat. In weit hoherem Grade erneuerte sich 
das Wunder der Natur, der enthusiastische Beifall 
und die Beherrschung der Biihne. . . in ihm hat das 
romantische Schauspiel der Spanier den Gipfel der 
Vollendung erreicht. 9 

With the advantage of the passing of time one gains a more 

accurate perspective of Schlegel's final relationship to Calderon. In 

spite of several translations--none of which bears comparison with 

9. Ibid., pp. 272, 275. 
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the Shakespeare masterpieces--and several critical essays, most of 

which are contained in Ueber das spanische Theater, at no time did 

Schlegel really penetrate into the heart of Calderon's theater. It is 

true that in his later Spanisches Theater (1807) he recognized the 

importance of symbolism and allegory in Spanish drama and stated 

that "dichten ist nichts anders als ein ewiges Symbolisieren";*''' never

theless, the overall impression is that Schlegel failed to grasp the 

inner spirit of Calderon's work. Ueber das spanische Theater, pub

lished in 1803, is a disappointment inasmuch as it contains more 

uneven translations than sound criticism. The plays chosen for the 

first volume were La devocion de la Cruz (which was to remain ex

tremely popular throughout the first half of the XIX century in Ger

many), El mayor encanto amor, and La banda y la flor, the latter 

being included to show a play of intrigue rather than for any intrinsic 

value. The second volume contained translations of El principe cons-

tante and La puente de Mantible, the work being left incomplete. 

One of the unfortunate characteristics of Schlegel1 s criticism 

was that it concerned itself with the great literary figures, such as 

10. "Ueber das spanische Theater, " published by Friedrich 
Schlegel in the literary magazine Europa, Vol. I, 72-87. The Europa 
was a continuation of the Athenaum, mentioned on the first page of this 
study. 

11. Ibid., p. 62. 
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Shakespeare, Dante, Goethe and Calderon, to the detriment of secon

dary writers who, in a modest way, are often more representative of 

their age. Schlegel's acquaintance with Spanish lyrical poetry was 

rudimentary, and unlike his brother Friedrich, he was completely 

unfamiliar with the work of Boscan, Garcilaso, Herrera or any of the 

12 
Spanish epics. Frequently Schlegel turned what is generally admit

ted to be the faults and weaknesses of certain works and authors into 

special virtues; thus he declared the incident of the "Curioso Imperti-

13 
nente" to be the highlight of the whole Quijote. 

In his translation of the five Calderon plays mentioned above 

(all of which were written before 1637) Schlegel attempted to reproduce 

the original verse with meticulous accuracy. This meant, of course, 

the introduction into German literature for the first time of such typi

cal Spanish verse forms as the romance (with assonance), redondilla, 

quintilla and the decima (in the five plays selected by Schlegel there 

were no liras or endechas). In the sonnets and silvas the traditional 

iambic rhythm was used. The radical innovation, of course, was 

Schlegel's imitation of Spanish assonance which Tieck was to take a 

step further in his Kaiser Oktavian. A further complication was that 

Schlegel attempted to retain the original main vowel structure in his 

12. Schwartz, p. 36. 

13. Ibid., p. 40. 
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translation, though occasionally he substituted the Umlaut form (u 

for u, or 'a1 for the Spanish 'e', etc.). Generally speaking, asso

nance in German is less effective than in Spanish, as it is not recog

nized immediately, and it is significant that after the enthusiasm for 

Calderon had run its course, it failed to establish itself to any large 

degree in the German theater. 

Schlegel's translations generally speaking were warmly receiv

ed (except by Kotzebue who cited several infelicities such as "en arbol 

14 convertido" becoming 11 zum Baum versteinert") and managed to 

strike a compromise between the later rigid versions of Gries and the 

freer adaptations of Schreyvogel. The Schlegel work is a tour de force 

but hardly a creative masterpiece, in spite of his having insisted that 

any translation must also contain poetic qualities of its own. The 

Conde Casa Valencia, the Spanish Ambassador in Berlin and a close 

friend of Schlegel, praised his work in the following terms: 

Con un placer sin igual 
Ox tu bella version 
Que mas que una traduccion 
Parece un original. 

En dos lenguas tan distintas 
Son tan unas las ideas 
Que parece las procreas 
A1 mirar como las pintas. 

14. Ibid., p. 90. 



Y en mi extrafia confusion 
No se (como soy Cristiano!) 
Si Schlegel es Castellano 
O es Tedesco Calderon. 

In his pioneering work Schlegel had no previous models upon which to 

base his translations or serve as a comparison. In spite of certain 

lapses in taste, such as the occasional use of popular diction a la 

Luther, the Spanische Theater represents the great breakthrough in 

Calderon's being accepted in Germany. 

The impact of Calderon1 s theater was considerable. For the 

majority of romantics the world to come was a vague concept, stretch

ing endlessly into the misty distance, intangible and incomprehensible. 

No such uncertainty as to the nature of the life hereafter can be de

tected in Calderon; Heaven is viewed as a safe harbor, an unassailable 

certainty. It is precisely this unquestioning religious faith which ap

pealed to the ultra-conservative Schlegel, who linked the Church with 

Spain's heroic past in an indissoluble union, the very epitome of his 

"romantic" theories: 

Wenn Religionsgefuhl, biederer Heldenmut, Ehre und 
Liebe die Grundlagen der romantischen Poesie sind, 
so musste sie in Spanien, unter solchen Auspizien 
geboren und herangewachsen, wohl den hochsten 
Schwung nehmen. 16 

15. Ibid., p. 93 

16. Schlegel, p. 278. 
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Most contemporary accounts of Schlegel's character agree 

that he appeared to be of a somewhat cold, academic nature, lacking 

in humor or human warmth. If one is prepared to set aside his per

sonal prejudices, most of which are easily detectable, the modern 

reader is still amazed at the man's wealth of knowledge in so many 

diverse spheres. What is truly surprising is his effusive and often 

quite subjective praise lavished on Calderon, in many cases ignoring 

any accepted critical opinion or standards. The following stanza 

written by Schlegel (ironically very classical in its form and conceits) 

is but one of the more outrageous of the many paeans poured forth in 

praise of his "romantic" ideal: 

In deiner Dichtung Labyrinth versunken 
Wo in des ew'gen Friihlings Jugendflore 
Die Schonheit Himmel wird, die Lieb' Aurore, 
Und alle Blumen lichte Sternenfunken: 
O Calderon, du hier schon Gottheit, trunken 
Herold der Wonne, Cherub nun im Chore! 
Sei dir mein Gruss gesandt zum sel'gen Ohre, 
Und hohes Heil und Glorie zugetrunken. ̂  

Mention has already been made of the fact that Schlegel's 

interests tended to be transitory, even though he repeatedly proved 

himself capable of penetrating scholarship when his enthusiasm was 

aroused. The truth of the matter is that his interest in Shakespeare 

and in Eastern philosophy far outweighed his enthusiasm for Calderon 

17. J. J. Bertrand, Li. Tieck et le theatre espagnol, (Paris: 
F. Rieder et Cie., Editeurs, 1914), p. 35. 
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which, though more intense, was of a far briefer duration. Schlegel 

himself admitted in 1824: 

Calderon fut autrefois mon poete prefere, que j'ai tene
ment perdu de vue depuis longtemps que je n'ai mime 
pas lu les traductions de mes successeurs, MM Gries et 
von Malsburg. Le public semble etre d'avis qu'ils s'en 
tirent tout au moins aussi bien que moi, et je n'ai rien a 
y objecter. 

In a very real sense Schlegel's unbounded enthusiasm for 

Calderon does little to enhance the very high reputation that he enjoyed 

as a discerning critic during his lifetime. He allowed himself to be 

swayed by highly subjective considerations which seized upon Calderon 

as the perfect ideal to suit his literary theories, sometimes of doubt

ful validity. The basic weakness of Schlegel's position was that he 

rarely gave any specific details in support of his position. A partial 

defense can be found in the inaccessibility of Spanish books at that 

time, and in a letter written to Mme de StaSl in 1813 Schlegel readily 

admits: 

Ce que j'ai ecrit sur la poesie et le theatre de l'Espagne 
reclame l'indulgence, Madame; je manquais de livres et 
mes connaissances etaient fort imparfaites. 

Perhaps the most valid appraisal of Schlegel's attitude towards 

the Spanish playwright is contained in the following summary of 

18. Ibid., p. 142. 

19. Arturo Farinelli, Lope de Vega en Alemania, (Barcelona: 
Bosch, Casa Editorial, 1936), p. 44. 
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J. J. Bertrand: f 

[Pour Schlegel] ce qui caracterise Calderon c'est, non 
la finesse-de l'analyse psychologique, mais une passion 
devorante, une imagination exaltee, la poesie fantastique, 
la lutte des sentiments plus proprement espagnols: 
honneur, amour et jalousie, bref, une inspiration mag-
nifiquement nationale et meridionale. ^0 

These then were the basic ideas and concepts that were to be trans

mitted to Spain through the agency of Bohl von Faber. As we shall 

see later on, these theories--or, to give them a more accurate name, 

attitudes~-were to undergo a further change in the hands of Bohl before 

reaching the Spanish literary scene. However, it would be a grave 

error to suppose that Schlegel had succeeded in monopolizing the 

whole domain of romantic theory, and it is now time to turn to the 

ideas propounded by Ludwig Tieck and others. 

20. Bertrand, p. 27. 



OTHER GERMAN ATTITUDES TOWARDS THE SPANISH DRAMA 

The authority and literary reputation of the Schlegel brothers 

was such that it is easy to gain the impression that they dominated any 

interchange of ideas between Germany and Spain. It has already been 

pointed out that A. W. Schlegel's understanding of the Spanish theater 

was severely limited by self-imposed biases and a distorted perspec

tive, and that but for the impassioned crusade of Bohl on his behalf it 

is highly probable that his influence would have passed largely un

noticed. Nor is it true that Schlegel was the sole discoverer of the 

merits of the Golden Age drama; in terms of life-time devotion and 

literary insight there is little doubt that both L. Tieck and Grillparzer 

merit far higher praise. 

The rationalist world of the XVIII century German theater had 

undergone its first transformation through the introduction of Shake

speare's plays into local repertoires. From this point one can trace a 

linear development through the excesses of the Sturm und Drang 

movement, the moralistic corrective teachings of Kant with their 

emphasis on the decisive role of the individual, and finally to the en

thusiastic reception accorded to Calderon, who appeared to be the 

logical summation of the previous century. Already Johann Andreas 

Dieze, a critic and professor at Gottingen University, had praised 

36 
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both Lope de Vega and Calderon as early as 1769. * He was acutely 

aware of the conflict between the spirit of the Spanish traditionalist 

world of the XVII century and that of the Aufklarung, but to the major

ity of later critics Calderon seemed to personify better than any other 

author the image of an exotic Spain which had begun to filter through 

to Germany. 

However, it was not Schlegel but rather Tieck who was the 

2 
first to announce the new "evangile calderonien. " As in the case of 

the majority of his contemporaries, Tieck shared the same initial 

enthusiasm for Shakespeare, translating The Tempest in 1796. It was 

3 
his monumental translation of the Quijote between 1799-1801 which 

first opened his eyes to the hitherto unsuspected depth and extent of 

Spanish XVII century literature, a full four years before Schlegel 

evinced the same interest. Tieck's dramatic gifts and involvement in 

the theater were vastly superior to those of either of the Schlegel 

brothers, with the result that the praise accorded to the Spanish drama 

passed from the purely theoretical to the practical level. The Aufzug 

der Romanze (the Prologue of Tieck's romantic mystery play Kaiser 

1. Tiemann, Das Spanische Schrifttum in Deutschland, p. 122. 

2. J. J. Bertrand, L. Tieck et le theatre espagnol, p. 14. 

3. First translated by Bertuch between 1775-77 in a very 
accurate, but lifeless version. It was soon completely superseded by 
Tieck's translation. 
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Oktavian) is a faithful copy--at least in spirit—of a Calderonian auto 

sacramental. The play, written in 1804, is an allegorical account of 

the rise of Christianity, the principal characters being little more 

than symbols woven into a poetic framework glorifying the mystery 

of artistic creation. The main interest for our purposes is not the 

body of the play itself--extremely drawn-out and unwieldy, with little 

real dramatic interest--but in the allegory of the Prologue, a chorus 

personifying the Romantic Spirit. As in the autos of Calderon, each 

of the allegorical characters is assigned some particular virtue, such 

as love, faith, humor and courage. The influence of Calderon even 

extends to the incorporation of characteristically Spanish religious 

motifs and even the use of the great variety of rhythms found in the 

Golden Age drama. Probably the Prologue to Kaiser Oktavian repre

sents the apogee of Calderon's direct influence in Germany, even 

though other writers, especially Grillparzer, were to fall under his 

spell for considerable periods. It is doubtful whether many of them 

were strongly influenced by Calderon's stage technique, especially as 

most of them had served a lengthy Shakespearean apprenticeship. In 

fact, it was precisely those qualities that the German and Austrian 

writers of Catholic inclinations considered lacking in Shakespeare that 

they found in Calderon. J. J. Bertrand has well summarized the 

impact that the Spanish playwright had in the case of Tieck: 
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Calderon lui [&. Tieck] presentait les problfemes 
transcendantaux sous l'aspect de la vie; Inspiration 
a l'ideal, la lutte entre les passions humaines et le 
reve de la foi, le sacrifice du croyant, les triomphes 
de la Croix, tout prenait la forme de conflits pas-
sionnes et dramatiques. . . . Tieck considera le 
poete espagnol moins comme un auteur dramatique 
que comme 1'artiste supreme du romantisme, qui 
est a la fois createur et prophete, musicien et 
modeleur de formes plastiques, pofete et philosophe, 
homme et Dieu. ̂  

At one period Tieck even considered Calderon to be superior to 

5 
Shakespeare, not only as a poet, but also in dramatic effect. With 

Tieck's later waning interest in Catholicism and his reassessment of 

Lope de Vega vis-a-vis Calderon, much of his former exaggerated 

praise was severely modified. Nevertheless, Tieck plays an impor

tant role in the Calderonian renaissance, in spite of his having 

retreated from his original point of view. 

In a very real sense Tieck represents the bridge between the 

views expressed by A. W. Schlegel and the more critical re-evaluation 

of the Spanish drama that Grillparzer was to undertake. So great had 

been the enthusiasm expressed for Calderon that only a minority of 

German writers, foremost among whom were Bouterwek and Solger, 

were at all aware of the stature of Lope de Vega. During the course 

4. Bertrand, p. 18. 

5. Ibid., p. 50. The philosopher Schelling (who married 
Caroline after her divorce from A. W. Schlegel) maintained this 
opinion to the end of his life, calling Shakespeare "un dieu barbare. " 



of his Vienna lectures Schlegel had been mildly critical of Lope, 

based largely on his cursory contact with his plays. According to 

g 
Schlegel, (with a fine disregard for chronology when it suited his 

purposes) the unremarkable theater of Lope had prepared the way for 

Cervantes' Numancia which in turn had culminated in the glories of 

Calderon's theater. From today's vantage point it is clear that this 

is a travesty of the facts, but so little was known about Lope during 

the first decade of the XIX century in Germany that the view was gen

erally held that Calderon represented the logical culmination of a long 

line of development in the Spanish theater. It was not until Grillparzer 

thoroughly familiarized himself with Lope's plays that any objective 

evaluation was at all possible. As will be pointed out later in this 

study, Grillparzer's Per Traum ein Leben, in spite of its Calderonian 

title, was nearly as much indebted to Lope as it was to the author of 

La vida es suefio. However, it was only considerably later during the 

second wave of romanticism that Lope was to come into his own; dur

ing the first few years Calderon swept everything before him. 

Schlegel had divided the theater of Calderon into four parts, 

viz. the comedias de capa y espada, mainly dealing with intrigue; 

plays concerned with history and chivalry; plays drawn from mythol

ogy and often involving the spectacular; and finally the religious 

6. Tiemann, pp. 163, 164 
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dramas, often drawn from the Bible or saints' legends. Of the four 

types of comedia Schlegel preferred the religious plays, which also 

7 
included the autos sacramentales. During the period of the Vienna 

lectures he shared much of the Catholic enthusiasm of his brother, 

Friedrich, and fully equated the Christian content of plays such as 

El principe constante, La devocion de la Cruz and El magico prodigi-

oso with his concept of romanticism. Tieck was prepared to omit the 

Autos from any serious consideration of Calderon's theater, prefer

ring to concentrate on the comedy of intrigue which to him represent

ed a truer art form. This no doubt reflects Tieck's own preference 

for a theater of balanced antithesis, and in spite of his admiration for 

Lope to the very end he regarded the latter's work mainly as a pre

paration leading up to Calderon's perfection of form and spirit. Paul 

g 
Kluckhohn has pointed out that without the pervasive influence of 

A Calderon Kaiser Oktavian would have remained merely a loosely con

structed Volksdrama, revealing its popular origin and Reisetechnik. 

To a large extent, what would originally have been attributed to the 

workings of an implacable fate has been replaced by a Calderonian 

divine intervention. 

7. Bertrand, p. 73. 

8. Paul Kluckhohn, Die deutsche Romantik, (Bielefeld und 
Leipzig: Verlag von Velhagen und Klasing, 1924), p. 242. 
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Meanwhile the Calderon cult had passed from theoretical 

writings to a series of translations and actual performances. 

Schlegel's translations were a tremendous success, though Grillpar-

zer, who thought that Schlegel as a non-Catholic had failed to pene

trate the spirit of the original, was not very impressed and considered 

9 
them to be both inaccurate and far too stiff in their expression. La 

vida es sueRo had already been performed in Konigsberg as early as 

1809, and in the translation of Einsiedel and Riemer it was produced 

in Weimar in 1811. A translation of Calderon's better-known plays 

in J. D. Gries' rendition in seven volumes appeared between 1815 and 

1829. Of greater immediate importance to this study were the stage 

adaptations by Grillparzer's friend Joseph Schreyvogel (1768-1832) 

who wrote under the pseudonym of Karl August West. Schreyvogel 

was the director of the Vienna Hofburgtheater, and among other pro

ductions was also responsible for adapting Moreto's El desden con el 

desden as Donna Diana (1819). The German and Austrian stage during 

this period presents a bewildering array of translations, adaptations 

and imitations of original Spanish plays. These included El medico de 

su honra becoming Don Gutierre and the Hija del aire becoming trans

formed into Semiramis. Later, Schlegel's translation of El principe 

9. Bertrand, p. 67. I am greatly indebted to Bertrand for 
much of the following chronology and quotes from original documents. 
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constante with mise-en-scene by Goethe and music by Gurrlich was . 

performed in Berlin on October 15, 1816, and was judged a great 

success. In Vienna Schreyvogel did not hesitate to modify what he 

considered to be the excesses of Calderon's culteranismo and even 

action on the stage; he also sought to inject more naturalness and life 

into the sometimes stilted dialogue. ^ Echoes of Schreyvogel's adap

tation of La devocion de la Cruz can be found in Grillparzer's Ahnfrau 

(1817) which itself had been preceded by a youthful play on a Spanish 

theme, Blanka von Kastilien. It was, however, Schreyvogel's version 

of La vida es sueno (in which, incidentally, the scene of action was 

changed from Poland to Spain, a sort of theatrical ultra-correction) 

that was to arouse the keenest interest in Vienna. In June 1816, the 

Wiener Modenzeitung published a fragment of Grillparzer's Das Leben 

ist ein Traum, i. e. a direct translation of La vida es suefio and not a 

part of the later Per Traum ein Leben. Grillparzer's original purpose 

seems to have been to familiarize himself with the Spanish language 

and literature through the self-imposed discipline of translating a 

major work into German. This first-hand acquaintance with the origi

nal works, together with his precocious dramatic gifts and deeply 

felt Catholicism, make Grillparzer the most sensitive interpreter of 

Spanish drama in the German-speaking world. Grillparzer was 

10. Farinelli, Lope de Vega en Alemania, p. 16. 
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constantly aware of the common religious and political bonds (the 

royal house of Hapsburg) which in the past had linked Austria and 

Spain. 

In spite of the fact that Grillparzer and Tieck were bitter 

enemies, there is a remarkable parallel development in their attitude 

towards Calderon and Lope de Vega. Both were to become disenchant

ed with the "Spanish Shakespeare" and were to lift Lope from the near 

total obscurity into which he had fallen as a result of the praise heaped 

upon Calderon. This reappraisal was a gradual process, and during 

the first years of their respective dramatic activity the influence of 

Calderon was the predominant one. Tieck especially found himself 

drawn towards Schlegel's view that Calderon1 s theater represented a 

regular and uninterrupted evolution of natural forces, linking Man 

with Nature, and dating back to the Middle Ages and even as far as 

Ancient Greece. ̂  Following in Schlegel's footsteps, Tieck also re

garded Calderon as a combination of Greek fatality and the virtues of 

Christianity; he seems to have been particularly impressed by the 

manner in which predestination saves a bandit in La devocion de la 

Cruz. Not only were Tieck and Grillparzer affected by the moral as

pect of this Spanish play; already four years previous to Die Ahnfrau 

11. Bertrand, p. 73. 
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a certain Adolf Muller had produced Die Schuld (1813) in Vienna, a 

play set in Spain and replete with the sinister workings of fate. A 

young man is destined to kill his own brother, and in spite of every 

precaution taken to thwart the dreaded prophecy, including sending 

him to northern Europe, the fateful murder takes place. It is stres

sing the obvious to point out that this Schicksalstragodie is but a 

travesty of Calderon's concept of predestination; nevertheless, in its 

use--or rather abuse—of violent passions, superstitions, jealousy, 

prophecies and coincidence, Spanish heroes and even the introduction 

of varied meters, it was to set the pattern in the German theater for 

years to come. Both Die Ahnfrau and Per Traum ein Leben show 

noticeable traces of this type of "fate tragedy, " as we shall see later. 

During this period many Germans regarded the Spanish theater 

as being essentially a national creation, and many came to view it with 

considerable political interest. The theater of Lessing, Schiller and 

Goethe was largely cosmopolitan and had failed in large measure to 

identify itself with specific German aspirations, especially during a 

period of political crisis, as was the first decade of the new century. 

Thus it is no surprise that Herder, the translator of the Cid (even if 

12 
taken from a French translation) and a writer who stressed the 

12. Translated in 1802/3 and published in 1805. The French 
translation appeared in 1783. Both the French and German versions 
are free adaptations rather than accurate translations. 
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evolutionary process of national history, should have found particular 

favor among the romantics. In the words of J. J. Bertrand: 

Les romantiques eurent le culte de tout ce qui est 
indigene, et suivant la legon de Herder, suivant 
aussi l'inspiration nationale qui souffla autour d'eux 
pendant les guerres de l'independance, ils se 
passion&rent pour les originalites nationales des 
divers peuples. 13 

It was to a large extent this expression of national temperament, 

allied to rigid conventions, which provided such a strong framework 

to the Spanish drama, that impressed Tieck. It was precisely the fact 

that there were no loose ends, that everything appeared so definite and 

had been assigned an unequivocal role in the overall scheme of things-

one faith, one code of honor, one allegiance to an undisputed hierarchy, 

both ecclesiastical and monarchical--these were merely a few of the 

Spanish virtues that Tieck found so sorely lacking in Germany. He 

was at first prepared to overlook the social prejudices and threadbare 

conventions which did away with the need of much theatrical motivation 

and lengthy analysis; instead, he marveled at the complete liberty of 

dramatic structure and the freedom from artificially imposed unities. 

Tieck was fully aware of the inner conflict within much of the Spanish 

theater between a powerful reason and the fertile use of the imagina

tion, but he resolved the problem by contending that the motivating 

13. Bertrand, p. 93. 
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14 force of much of the XVII century drama was allegorical. Instead 

of giving everyday reality a sharp outline, the Spanish poetic allegory 

sought to transform life into a dream and a vision by giving free rein 

to the imagination and by giving the audience a glimpse into realms 

hitherto unsuspected. This concept forms the basis of the two dream 

plays to be considered at length in the later part of this study. To 

Tieck, allegory was the very essence of romanticism and the aspect 

which he attempted to incorporate into his own plays. It was only con

siderably later that he became critical of the cumulative effect of many 

of the horrendous aspects of some of Calderon's plays (which also 

extended to some of the plays designated by Schlegel as "religious"). 

It is to Grillparzer's credit that he recognized this negative facet im

mediately: 

Man hat das Christliche der Gesinnung in ihren Dramen 
[he is here referring to both Lope de Vega and Calderon] 
hervorgehoben; nichts verrat grossere Unkenntnis. 
Christlich! Ich mochte es oft gar turkisch nennen!*® 

In fact, one often gains the impression that many of the German Pro

testants, such as A. W. Schlegel and Tieck, were more Catholic than 

the Catholics themselves. It was only later when the Napoleonic inva

sions and occupation had shattered their ordered lives that they again 

14. Ibid., p. 74 

15. Farinelli, p. 260. 
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valued their religion as part of their national heritage. Upon more 

mature reflection, Calderon was considered too lyrical to have been a 

perfect dramatist, and when the inevitable reaction set in, he was 

16 judged, to be too artificial, fantastic and precieux. 

During the height of the Calderon fashion, productions of his 

plays were extremely popular throughout the German-speaking world. 

The translations were often conscientious attempts to reproduce the 

17 
Spanish variety of verse forms into German. Soon it was considered 

the fashion to introduce as wide a variety of verse forms as possible, 

and in an effort to avoid prose every endeavor was made to add variety 

by slavishly adhering to the original Spanish meter, be it iambic, 

trochaic, or of any combinations in stanzaic forms, and for the first 

time the German theater saw the wholesale introduction of redondillas, 

quintillas, silvas and octavas reales. This variation of form was 

considered to be the quintessence of Spanish "romanticism, " and the 

obvious fact that many of the above were ill-suited to the German 

18 
language was disregarded in the general enthusiasm. Tieck, as a 

man of the theater, was primarily interested in verse from a 

16. Bertrand, p. 117. 

17. Ibid., p. 119 (see also footnote on the same page). 

18. Tieck was fully aware of the inappropriateness of many of 
the "new" verse forms, as the above footnote shows. 
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declamatory point of view, and to this purpose had also studied the 

19 
plays of Moreto as well as of Lope. Most of the translators, how

ever, were content to follow Calderon's mannerisms without showing 

any awareness of the underlying spirit. 

In 1825 Tieck became a Hofrat and assumed control of the 

Dresden theater, but it would be wrong to conclude that his appoint

ment substantially increased the number of performances of Spanish 

plays in translation. If one takes the Dresden theater as being a typi

cal example of the German stage, we have the following list of plays 

and the number of performances given:^ 

Title 1816-25 1825-34 (under Tieck) 

La vida es suefio 7 4 

Donna Diana 9 13 

El medico de su honra 2 4 

La Estrella de Sevilla - 7 

Donna Diana was Schreyvogel's version of Moreto's El desden con el 

desden, while El medico de su honra often was presented as Don 

Gutierre. In addition, La Estrella de Sevilla, then generally attribut

ed to Lope, often appeared as Sancho Ortiz de las Roelas, the title of 

19. Bertrand, p. 124 

20. Bertrand insists that the Dresden theater, in spite of 
Tieck's direction, was not "le plus envahi par les drames caldero-
niens. 11 The figures given are taken from Bertrand, p. 133. 
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the refundicion by Trigueros. 

If one considers the total number of all Spanish plays given in 

the Dresden theater during the 1816-25 period the figure is 21, and 

for the 1825-34 period the figure increases to 32. A more indicative 

total for the whole period 1816-34 is the impressive figure of 269 per

formances of La vida es suefio given in all theaters in Germany and 

Austria. It is therefore small wonder that Grillparzer was so fami

liar with Calderon's masterpiece. In later years both Tieck and Grill

parzer came to appreciate the theatrical art of Lope much better, and 

Tieck later translated La Estrella de Sevilla (see note above), El 

mejor alcalde el rey and La moza del cantaro, each with an introduc-

21 tion by Otto von der Malsburg, Tieck1 s close friend. During the 

first wave of enthusiasm, however. Lope was relegated to a secondary 

position, being considered too irregular in his construction and execu

tion, an attitude not without a certain amount of irony when one consi

ders what the romantic ideals were supposed to be. 

It is now necessary to consider certain aspects in Calderon's 

plays which found especial favor in Germany. His drama was largely 

viewed as a violent clash with the conventions of honor, love and 

21. Malsburg (Freiherr Otto von der Malsburg) was a transla
tor with pronounced romantic leanings. He died in 1824. Tiemann 
on p. 183 discusses at length the differences between his romantic 
style and that of Gries, another translator of Calderon. 
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religion, topics which hitherto had received but cursory treatment in 

22 
the German theater. Both Schelling and Solger were impressed by 

the bold and imaginative use of allegory in the drama which they con

sidered an indispensable element. It was regarded as a symbolic 

connection between the basic idea of the drama and the outward action 

which gives it form. Allegory as used in the Spanish theater was the 

end-result of a carefully organized system in which definite values 

had been assigned to abstract concepts such as honor, love, etc. Again, 

one is struck by the apparent contradiction which arises from the 

praise lavished by the German romantics on the ordered structure and 

conventions of Calderon's art which demands as a prerequisite an ab

solute faith and fixed concepts which form the framework of his drama. 

Mention has already been made of what were considered to be the al

legorical aspects of plays such as La devocion de la Cruz, El magico 

prodigioso and, above all, in La vida es suefio; it was especially in 

these plays, in which imagination and allegory were so closely inter

woven to form a whole, that German writers saw the very epitome of 

the romantic theater. Bertrand has well summarized the qualities 

which found such a favorable response in Germany: 

22. Schelling, see note 5. Karl Solger was a philosopher and 
a profounder critic than Schlegel. Unfortunately, he wrote compara
tively little, though his influence on Tieck was considerable. It is 
largely due to Solger's penetrating study of Calderdn that the reaction 
set in. 
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D'oft vient a Calderon sa reputation de grand poete 
d1 imagination? C'est que l1 abstraction me me des 
concepts impose par contraste une evocation de la 
realite particulifere; la matifere doit done recevoir 
les ornements les plus varies, se transfigurer par 
la variete, la plasticite, la richesse des images 
. . . . C'est lorsque l'objet signifie et 1'image qui 
le signifie sont absolument distincts l'un de l'autre 
que domine manifestement l'allegorie. Le meilleur 
exemple en est le drame de Calderon. ̂  

24 
It is to the credit of Solger --so little known even in German 

literature--that Tieck's eyes were opened to some of Calderon's short

comings. In spite of Solger's praise of the Spanish dramatist's bold 

use of allegory, he nevertheless was not blind to the fact that it often 

degenerated into repetition and a whole series of mannerisms and arti-

25 
ficialities. Solger also pointed out that there was much more to 

Calderon than merely mysticism and religion, which indeed were often 

missing from certain of his plays. In a very real sense Solger acts as 

a link between Tieck and Grillparzer, not only through his reappraisal 

of Calderon, but also through his more objective critical methods. 

From his initial exaggerated enthusiasm for Calderon--which coincid

ed in large measure with a religious crisis in his own life--Tieck'led 

the way towards a better balanced appraisal of the Spanish drama 

23. 

24. 

25. 

Bertrand, p. 92. 

Tiemann, pp. 185, 186. 

Bertrand, p. 142. 
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which was to work in Lope's favor. The Napoleonic war and the sub

sequent occupation and feeling of collective degradation, the patriotic 

fervor and nationalism stirred up by the adherents of Fichte, the 

resultant awakening sense of reality, - -all of these were factors that 

contributed towards a lessening in the interest shown towards Calde-

ron. The Junges Deutschland movement that was coming to the fore 

had little love for the Spanish "poet-priest, " and soon parodies of 

Calderon began to appear, including doggerel by Ruckert and satire by 

Heine. The reaction was to a large extent inevitable, and in true 

romantic fashion Tieck was unable to sustain his earlier enthusiasm 

to the end and thus defend his Spanish mentor. By the time the second 

generation of romantic writers had appeared in Germany and Austria, 

all resistance had been broken and the way was clear for Grillparzer's 

objective and unemotional study of the Spanish drama. 

If Grillparzer was the first major German figure (or, more 

accurately, Austrian) fully to appreciate the stature of Lope, it can be 

said with equal justice that Menendez y Pelayo was one of the first 

Spaniards to return the compliment with respect to Grillparzer. In an 

introductory essay, the great XIX century Spanish critic aptly sum

med up Grillparzer's position vis-a-vis the Spanish theater and his 

own contemporaries: 

Nada que le pareciese convencional o falso encontraba 
gracia a sus ojos; y aqui esta la clave de su alejamiento 
del grupo romantico, de su encarnizada antipatia contra 



54 

Tieck, de su culto a Lope de Vega en cuanto llego a 
conocer sus obras, y de la reaccion anticalderoniana 
que el inicio en Alemania, despues de haber empezado, 
como todos, imitando a Calderon cuyos defectos, sin 
embargo, por ser de indole completamente contraria 
a los de la suya, le habian dado en ojos desde el primer 
momento, reconociendo todo lo que en acmella brillante 
poesia habia de amanerado y artificioso. ® 

Menendez y Pelayo adds that Grillparzer's conversion to Lope was 

"entera y profunda." In Sappho, an early play written in 1818, there 

are still reminiscences of the autos sacramentales of Calderon, and 

in spite of Farinelli's claim that Per Traum ein Lebe'n already owes 

far more to Lope, one is forced to agree with Menendez y Pelayo that 

the play is "el mas simbolico y nebuloso de los dramas de Grillpar-

* 27 zer)1 clearly revealing his debt to Calderon, not only in its title but 

also to a large extent in its content. It was only in later years that 

Grillparzer was to oppose abstraction and symbolism in the theater 

which he considered to be two of the worst curses in German art as a 

whole. This changed attitude was to lead to a gradual disillusionment 

with Calderon, who came to be criticized for a lack of depth and inti

macy, as well as for employing excessive rhetoric and an obscure and 

28 
artificial language. Farinelli has well stated the case: 

26. Farinelli, p. 5. 

27. Ibid., p. 20. 

28. Ibid., p. 55. 
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* 

Tambien Grillparzer, discipulo, al principio, de los 
rom£nticos, estuvo cautivo del hechizo de la poesia 
calderoniana; tambien el ofrecio su incienso al idolo 
de los romanticos, pero no es menos cierto que ya ^ 
muy pronto supo desligarse de los lazos de Galderon. 

Grillparzer, born in 1791, the same year as the Duque de 

Eivas, belongs more to the generation of Heine (born six years later) 

than to that of the first German romantics. There is a distinct change 

in perspective and attitude, a more critical approach to literature 

based on a far more thorough apprenticeship. Thus, whereas Schle-

gel's acquaintanceship with Lope was based on the one volume in his 

30 
library, Grillparzer developed a close familiarity based on fifty 

31 years of conscientious study of Lope's theater. In Grillparzer's 

opinion, even if Schlegel had read a dozen of Lope's plays, "undwaren 

es seine besten gewesen, " he would still not have grasped his theatri-

32 
cal talent. In spite of his dislike of the German critic, Grillparzer 

himself admits that, in his youth, he was enthralled by performances 

29. Ibid., p. 58. 

30. Schwartz, p. 48. According to Schwartz, Schlegel in his 
own library only had the five plays contained in the Parte Veinte de las 
Comedias, published in Barcelona in 1630. It is probable that Tieck, 
whose Spanish library was considerably more extensive, helped his 
friend. 

31. Franz Grillparzer, Samtliche Werke, Bd. 17, Studien 
zum spanischen Theater, (Stuttgart: J. G. Cotta'sche Buchhandlung, 
1892). Introduction by August Sauer. 

32. Schwartz, p. 49. 



56 

of La devocion de la Cruz in the Schlegel translation. Such was his 

youthful enthusiasm and desire to learn Spanish in order to familiarize 

himself with the original version that he laboriously translated the 

first half of the first act of La vida es suefio. Already Schreyvogel, 

the director of the Burgtheater in Vienna, had germanized the play by 

eliminating or pruning many of the rhetorical baroque speeches and by 

rearranging the original three acts into five. Neither Grillparzer nor 

Schreyvogel was at all enthusiastic about the role of the gracioso in the 

Spanish theater, and in his Preface to Das Leben ein Traum (i. e. his 

own version of La vida es suefio) Schreyvogel complained that as often 

33 as not he was a figure given to unsociable behavior. A further ob

jection was made to the introduction of several Spanish meters as 

being repugnant to the German language, besides being unsuited to 

theatrical expression. Nevertheless, in Die Ahnfrau--still written 

during Grillparzer's early enthusiasm for Calderon~~the young drama

tist succeeded brilliantly in adapting the original Spanish measures to 

the German stage, and as we shall see, also used rhymed four-foot 

trochees to great effect in Per Traum ein Leben later on. 

What Grillparzer most admired in the theatrical art of Calde- , 

ron was the latter1 s mastery in developing a basic theme. Where other 

dramatists often experienced great difficulties, Calderon remained 

33. Farinelli, p. 66. 
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firm in his position and saw his original theme through to the end. 

Many of the conflicts touched upon--such as the role of the individual 

in society, a typically romantic preoccupation--are found in both play

wrights, though it must be added that because their view of society 

was largely static, their treatment of the problem often tends to be 

more theoretical than real. Grillparzer's handling of romantic themes 

is more successful when he dealt with them on a more abstract level, 

an attitude more in keeping with his own inclination towards an esca

pist approach to life. Van Tieghem has summed up this tendency in 

much of Grillparzer's work: 

Grillparzer, gloire du theatre autrichien, ecrit en vers 
et fait jouer des drames legendaires ou l'imagination 
coloree se donne libre cours, ou sont traites certains 
themes eminemment romantiques, comme le conflit dans 
l'ame et la destinee de l'artiste entre l'art et l'amour. 34 

Nevertheless, in spite of later works strongly influenced by 

Calderon, such as the short story Das Kloster von Sendomir, written 

in 1828 and containing a similar vengeance motif as in El medico de 

su honra and perhaps even more to A secreto agravio secreta ven-

ganza, his interests became increasingly centered around Lope de 

Vega. Per Traum ein Leben represents the apogee of the influence 

that the two Spanish poets exerted upon him, but it is abundantly clear 

that in later life he came to regard Lope as the more penetrating of 

34. Paul van Tieghem, Le romantisme dans la litterature 
europeenne, (Paris: Editions Albin Michel, 1948), p. 143. 
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the two. In 1837 he was able to give his opinion that Schiller and 

Calderon appeared to be philosophical writers, whereas Goethe and 

Lope, because they concerned themselves more with the consequences 

of actions undertaken, rather than merely with philosophical discus

sions in themselves, were in fact far more entitled to such a distinc-

35 
tion. It is with this question that we shall concern ourselves in a 

later chapter. 

35. Farinelli, p. 222. 



INTERMEDIARIES BETWEEN GERMANY AND SPAIN 

The emphasis so far in the present study has been on the gen

erally enthusiastic reception accorded to Spanish dramatists of the 

Golden Age in Germany during the first two decades of the XIX century. 

A similar process had also been at work in Germany with regard to 

other literatures and authors, notably Byron and the spurious Ossian. 

Soon the previous roles were to become reversed, and in a remark

ably brief time Germany found herself in a position to bring a great 

influence to bear on the thought and development of foreign literatures. 

If it was mainly due to literary giants of the stature of Lessing, Goethe 

and Schiller that Germany had suddenly acquired such international 

prestige, it was largely due to secondary authors such as Burger* and 

2 
especially Kotzebue, each of a decidedly individualistic nature, that 

German literature became known abroad. However, in the majority 

1. G. A. Burger (1747-94). Robertson (p. 308) claims that 
"no production of German Sturm und Drang--not even Goethe's 
Werther, which appeared a few months later--had such far-reaching 
effects on other literatures as Burger's Lenore; it helped materially 
to call the romantic movement in Europe to life. " 

2. A. von Kotzebue (1761-1819) achieved widespread fame 
through his Menschenhass und Reue (1789), for twenty years one of 
the best-known plays throughout Europe. He also wrote a romantic 
tragedy on a Spanish theme, Die Spanier in Peru, oder Rolla's Tod 
(1795). 

59 
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of cases, both German literary works and criticism found their way 

abroad in the form of translations and commentaries, often as the 

result of the crusading zeal of some intermediary. 

The years 1814-20, 1823-33 were largely periods of exile for 

Spanish liberal writers, years of constant wars that impeded the de

velopment and progress of literature. During these lengthy periods of 

exile, mostly spent in France and England, contact was made by 

Spaniards with romantic works and theories of authors such as Victor 

Hugo and Dumas the elder. Germany was still regarded as terra in-

cognita, and the Spaniards in France, among whom were Rivas, Mar-

A 

tinez de la Rosa and Espronceda, made relatively little attempt to 

acquaint themselves with an unfamiliar language and literature. A few 

French literary magazines such as the Globe, especially during the 

period 1824-32, showed a great interest in literary events across the 

3 
Rhine. At a later period, Heine's Die romantische Schule (1836 in 

German) was to appear first in French (1833) as a series of articles. 

However, whatever influence German writers were to exert in Spain 

came, not as a result of direct contact with the original works, but 

rather through a series of intermediaries, chief of whom were Mme 

de Stael, V. Hugo, Agustm Duran and Bohl von Faber. 

3. Turk, German Romanticism in Becquer's Short Stories, 
p. 4. 
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Peers, restating Schlegel's basic premise, constantly reiter

ates that during the above periods romantic ideas were already wide

spread in Spain but that they were unable to flourish due to adverse 

4 
political conditions. Far more important than any romantic revolt 

(to use Peers' own phrase) was the romantic revival of the past nation

al literature. Following closely in Schlegel's footsteps, Peers also 

regarded Spanish romanticism as a continuous process, marked only 

by certain periods of aberration and inactivity, such as the XVIII 

century, during which the nation's true genius lay dormant. What is 

-> perhaps more remarkable is the fact that from the vantage point of the 

present century Peers can echo Schlegel's evaluation of Calderon: 

Thus he [Calderon] is Romantic, first and foremost, in his 
imaginative lyricism, his idealism, the vagueness of his 
so-called philosophy, his mingling of Christianity and pagan
ism and his love of the au-dela. 5 

The task of making Germany and German romanticism known 

abroad fell, not as might be imagined to Schlegel with his impressive 

command of foreign languages and awesome reputation as a critic, but 

rather to his long-term employer, Mme de Stael. Up to the time of 

the publication of De l'Allemagne in 1813 (already written in 1810) only 

4. Peers, History of the Romantic Movement in Spain, I, p. 
78. This theme is repeated throughout his book. 

5. Ibid., p. 10. 
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g 
the works of Gessner and Goethe's Werther (1776) were generally-

known in Europe. Werther had appeared in Spanish translation in 

1803, and was republished again in 1820 and 1835. Just as Voltaire 

had made England known to the outside world, Mme de Stael took it 

upon herself to fulfill the same task on behalf of Germany. In Weimar 

she made the acquaintance of Goethe, Wieland and Schiller, and later 

on in Berlin that of the Schlegel brothers. However, in spite of her 

meritorious efforts in support of German romanticism, the fact re

mains that as far as Spain was concerned her role was more that of a 

7 
catalyst than of a radical innovator. Two factors were largely in

volved; not only was romanticism both later and more restrained in 

Spain than elsewhere, but the basic attitudes of Mme de Stael were 

aristocratic and even classical. In spite of her genuine love for Ger

many and a perceptive appreciation of the literature, due to Schlegel1 s 

ill-concealed francophobia she often felt it her duty to redress the 

balance. According to Andre Monchoux in his Introduction to De 

l'Allemagne: • 

6. Both Robertson and Andre Monchoux in his Introduction to 
his edition of De l'Allemagne (see note 8) testify to the popularity of 
the works cited. Especially praised throughout Europe were Gessner's 
Idyllen (1756 and 1772), an artificial world of sighing shepherds and 
shepherdesses, created by the "Swiss Theocritus. " 

7. Van Tieghem, Le romantisme dans la litterature europe-
enne, p.204. 
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Tout en proposant les Allemands en exemple, l'auteur 
ne leur menage pas les critiques, et laisse apparaxtre 
les limites de son gout, qui est reste preromantique, 
ennemi de l'exces, et beaucoup plus frangais qu'on ne 
le dit communement. ® 

This, of course, is a distorted view. Whatever faults of taste and 

objectivity many of the German writers and critics may have suffered 

from (we have already made reference to several of Schlegel's), to 

deny them the name of romantic is to question the very existence of 

anything deserving that name. As an interpreter of the German scene 

in the eyes of many Spaniards, Mme de Stael in her "Bible des roman-

tiques" distilled many of Schlegel's theories, at the same time making 

many of his more biased views more palatable for the Spanish taste. 

Her description of the manner in which Schlegel presented his 1808 

lectures is itself tinged with romantic coloring: 

Les auditeurs de W. Schlegel furent vivement emus par ce 
tableau; et la langue allemande, dont il se servait avec 
elegance, entourait de pensees profondes et d'expressions 
sensibles, les noms retentissants de l'espagnol, ces noms 
qui ne peuvent etre prononces sans que deja l'imagination 
croie voir les oranges du royaume de Granade et les 
palais des rois maures.® 

8. Mme de Stael, De l1 Allemagne, (Paris: Librairie Marcel 
Didier, n.d.). Introduction by Andre Monchoux, p. 19. 

9. Ibid., p. 267. 
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Mme de Stael followed Schlegel's arbitrary division of consid

ering French literature to be essentially classical and English roman

tic. Romantic literature, because it rejects imitation and seeks 

inspiration instead, is the only literature still capable in the future of 

attaining perfection. The majority of Mme de Stael's judgments of the 

literary worth of individual authors have long been superseded; the 

significance of De l'Allemagne in Spain lay not in its specific details 

but rather in its identifying romanticism with a country's roots in the 

national soil, where it may grow and revivify the religion and patriotic 

past of the country in question. Of special interest to the younger 

generation of Spanish writers, who had been exposed to the utilitarian 

objectives of much of the literature of the previous century, must 

have been the emphasis placed upon the inner character of the new 

German romantic writings: 

Le caractere distinctif de la litterature allemande est 
de rapporter tout a 1'existence interieure, et comme 
c'est la le mystfere des mysteres, une curiosite sans 
bornes s'y attache. ̂  

Mme de Stael1 s contribution towards making German literature known 

in Spain and elsewhere is not that of an originator but rather that of an 

interpreter. 

10. Ibid., p. 133. This, of course, is a sweeping statement. 
Many modern critics, such as H. Hatzfeld and P. Butler, have consid
erable reservations concerning the "classical" nature of French XVII 
century literature. 

11. Ibid., p. 265. 
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Many of the above considerations also apply to whatever influ-

Victor Hugo might have had as a liaison between Germany and Spain. 

Peers is of the opinion that Hugo's importance was slight and that the 

celebrated Preface de Cromwell, in spite of its many references to 

12 
Spanish authors, exerted very little influence. The Preface, like 

the majority of Hugo's works, is studded with Spanish proverbs, words, 

references to authors and national customs, and the extent of his bor

rowings from Iriarte, Guillen de Castro and Lope de Vega lends 

partial, if not convincing, support to Maurice Souriau's claim that 

many aspects of Hugo's romantic theory of the grotesque have their 

13 
origin in Spain. Hugo, however, points out that the grotesque ele

ment is also an integral part of the German dream world: 

[Lie grotesque] se joue dans les reves des nations tudesques, 
et en meme temps vivifie de son souffle ces admirables 
romanceros espagnols, veritable Hiade de la chevalerie. ̂  

The "grotesque" quality that Hugo notes in German and Spanish 

literature was seen as a vital element that combined the hideous and 

the beautiful, the tragic and the comic. This juxtaposition of appar

ent opposites was to form the basis of Hugo's romantic dramatic 

theory. As in the case of Schlegel, Hugo's vision as to what constituted 

12. Peers, Romantic Movement in Spain, I, p. 235. 

13. Hugo, Preface de Cromwell, p. 13. 

14. Ibid., p. 208. 
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romantic drama spans the centuries, the term "moderne" being more 

relative than chronological. The "modern" age, heralded by Shake

speare, is essentially that of the drama which, unlike the primitive ode 

or the ancient epic, is capable of expressing all facets of poetic truth: 

Le drame est la poesie complete. . . . Mais c'est surtout 
la poesie lyrique qui sied au drame; elle ne le gSne jamais, 
se plie a tous ses caprices, se joue sous toutes ses formes, 
tantot sublime dans Ariel, tant6t grotesque dans Caliban. 
Notre epoque, dramatique avant tout, est par cela mime 
•eminemment lyrique. 15 

It is the above qualities attributed to the drama that had especial 

appeal to both the Duque de Rivas and to Grillparzer. Both of the plays 

to be studied in a later chapter (which, by pure coincidence, owe many 

of their external features to the Tempest alluded to by Hugo in the 

above quotation) are in the tradition of Hugo, even if in both cases the 

poetic qualities are considerably more impressive than the dramatic. 

Grillparzer was consistently opposed to any refundiciones of Spanish 

drama into German precisely on the ground that the beauty of the 

16 poetry would be lost. Both Hugo and Grillparzer were opposed to 

prose being introduced into drama. There can be little doubt that 

both Rivas and Grillparzer would have agreed with Hugo's enumeration 

of the qualities ascribed to poetry in drama: 

15. Ibid., p. 217. 

16. Farinelli, Lope de Vega en Alemania, p. 261. 



67 

La poesie nee du christianisme, la poesie de notre temps 
est done le drame; le charactere du drame est le reel; 
le reel resulte de la combinaison toute naturelle de deux 
types, le sublime et le grotesque, qui se croisent dans le 
drame, comme ils se croisent dans la vie et dans la 
creation. ̂  

Hugo's services as an intermediary between German and 

Spanish literature are not those of a theorist. He frankly acknowl

edged that due to the efforts of Schlegel, Manzoni, Mme de Stael and 

Stendhal (Racine et Shakespeare) any discussion of the relevance of the 

unities was "depuis longtemps hors de cause" and that they had never 

been applied in the Spanish theater in any case. Hugo, better than 

anyone else, assimilated Schlegel's basic ideas and then succeeded in 

reclothing them in a fresh and attractive new garb, easily accessible 

to the Spanish literary world. 

In Spain itself, much of the groundwork was prepared by 

Alberto Lista. Lista was a neo-classical poet but with a marked lib

eral, rationalist outlook. It would be a gross exaggeration to claim 

that either he or Larra was conversant with Schlegel's theories at 

first-hand, though both authors were acquainted with their general 

outline. At first Lista was opposed to Schlegel, but at the same time 

he was flattered by the German's generous references to Spain's past. 

Eventually he accepted many of Schlegel's ideas, but at no time was he 

17. Hugo, p. 223. 
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18 
prepared to adopt the latter's anti-French attitudes. Eventually 

Lista turned to romanticism which he termed "la nueva literatura, " 

seeking models in the poets of the Golden Age, especially Francisco 

19 
de Rioja. At the same time, the younger Larra had come to a con

clusion that echoed the writings of Schlegel. In an article comparing 

the relationship between the drama of his day with that of the XVII 

century, Larra concluded: 

. . .• nuestro drama antiguo, lleno de bellezas, se 
desplomo en la ruina del genero, que entonces no 
se llamaba romantico todavia, pero que no por eso 
dejaba de serlo. ̂ 0 

One of the immediate beneficiaries was Larra's friend Agustin 

Duran, who by 1828 had become a total convert to "la nueva litera-

tura, " being by that date totally opposed to Aristotelian thought, 

French classicism, as well as to the French Revolution and Napoleon. 

Adopting many of the nationalistic attitudes of Schlegel, he also 

18. Hans Juretschke, Origen doctrinal y genesis del roman-
ticismo espaflol, (Madrid: Ateneo, Coleccion "O crece o muere,11 

1954), p. 30. 

19. McClelland, IvyL., The Origins of the Romantic Move
ment in Spain, (Liverpool: Institute of Hispanic Studies, 1937), p. 
350. 

20. Mariano Jose de Larra, Articulos de critica literaria y 
artistica, Vol. II, (Madrid: Ediciones "La Lectura, " Clasicos Caste-
llanos, 1923), p. 78. 
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thought that France had broken with the Christian past of medieval 

Europe and had thus divorced herself from whatever romantic heritage 

21 
she might once have had. Duran belongs more to the formative 

period of romanticism in Spain, his best works--including the Roman-

cero general in 1828--having been written before the age of forty; in 

contrast to the Duque de Rivas who was only two years his senior. 

The importance of the Romancero general o Coleccion de romances 

castellanos lies in the fact that for the first time the debt to German 

writers is not only acknowledged, but also generously appreciated. 

In the Prologo Duran goes out of his way to detail the help given: 

La primera edicion fue benignamente recibida, con par-
ticularidad en la patria de los sabios eruditos Schlegel, 
Bouterwek, Grim [sic], Huber, Depping, Wolf, y otros 
tantos criticos alemanes que se dedicaron al estudio de 
la literatura romanica y de los siglos medios para cono-
cer a fondo el influjo de ella en los adelantamientos y 
civilizacion del mundo. Los trabajos de los escritoires 
alemanes que me precedieron han influido en los mios. . . 

The German writers to whom Duran was most indebted were 

Depping and Bohl von Faber. Depping was known to Duran through 

the translation of Alcala Galiano entitled Romancero castellano % sus 

notas, which caused Duran to admire "el punto alti'simo a que en 

21. Juretschke, p. 42. 

22. Agustin Duran, Romancero general o Coleccion de roman
ces castellanos, (Madrid: Biblioteca de Autores Espafioles, Vol. X, 
1916), p. 5 of Prologo. 
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23 
Alemania ha llegado el conocimiento de nuestra lengua. " Of the 

two German writers mentioned, the place of honor must be accorded 

to Bohl von Faber, who was a personal friend of Duran and who, with 

the publication of his Floresta de rimas castellanas, "nos inicio en la 

idea de que era conveniente una clasificacion metodica en este genero 

24 
de trabajos. " Duran, in his Discurso sobre el influjo que ha tenido 

la critic a moderna en la decadencia del teatro antiguo espaflol, fully-

admitted that both the Spanish theater and any study of the national 

literary past, particularly that of the romances, had fallen to a low 

ebb, and that most of the research work had been undertaken by for

eigners, mostly Germans. Unfortunately, although Duran's Discurso 

had already been published in 1828--i. e. still during the repressive 

reign of Fernando VII--its overall effect was minimal due to the fact 

that under the prevailing political conditions the liberal tract had very 

limited circulation. Pifieyro has pointed out that it was not until over 

forty years later, when the Spanish Academy reprinted the Discurso in 

Volume II of the Memorias de la Real Academia Espafiola (pp. 280-336), 

25 
that Duran1 s pioneering work became generally known. In his 

23. Ibid., p. 36. 

24. Ibid. 

25. Ibid., p. 15 of Pifieyro1 s Introduction. 
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generous attitude Duran paid tribute to the revivifying work done by 

the Germans during the first two decades of the XIX century: 
T 

A tal grado de miseria se hallaba reducida la literatura 
dramatica en todas partes, cuando a principios de este 
siglo algunos sabios alemanes se atrevieron en fin a 
proclamar la emancipacion liter aria de la Europa, y a 
elogiar y admirar las grandiosas creaciones de los 
dramaticos espalioles. Resono tan lisonjera voz por el 
ambito del orbe, y los verdaderos sabios, recurriendo a 
los siglos heroicos de la edad media, supieron hallar 
en ellos el germen de las sublimes bellezas que contienen 
las creaciones romanticas. 

27 
It would be pleasant to agree with Perez de Ayala that, but 

for Duran1 s "conversion" to Bohl von Faber's attitudes, the latter 

would have remained completely unknown in Spain. It is certainly true 

that Duran had previously been hostile to the theatrical work of Lope, 

Calderon, and Moreto but to suggest that the publication of the Discur-

so in 1828 marked any decisive turning point in Spanish literature is 

surely wide of the mark. The fact of the matter is that Bohl was 

forced to fight a lonely uphill battle against the entrenched neo-classic 

forces, and that it is to his credit--much as one may dislike certain 

of his attitudes--that he carried the day. 

Bohl von Faber was an unusual literary figure by any standard. 

A man of amazing tenacity (his enemies would have attributed it more 

26. Ibid., p. 31. 

27. Ramon Perez de Ayala, Divagaciones Literarias, (Madrid: 
Biblioteca Nueva, 1958), p. 10. 
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to an innate stubbornness), an arch conservative and monarchist, 

Bohl revealed in full measure all the exaggerated fervor of the recent

ly converted. Married to a fanatical Catholic native of Cadiz (suffice 

A it to say that his daughter was the novelist Fernan Caballero) Bohl 

soon took upon himself the role of defender of all things hispanic. 

From an early date he enthused over Tieck and A. W. Schlegel, though 

he considered his brother Friedrich as "nicht genug bestimmt" and 

28 
tiresome. Already as early as 1811, Bohl conceived the design of 

awakening in the Spaniards the same source of forgotten patriotism 

which he had discerned in the German Lieder. At once one detects a 

political tone which was to become accentuated in the later controversy 

with Alcala Galiano and more especially with Jose Joaquin de Mora. 

It is not the purpose of this study to enter into a detailed analysis of 

this famous literary quarrel which has been exhaustively treated by 

29 
Camille Pitollet, but rather to restrict the subject to the purely 

i 
literary aspects. 

28. Camille Pitollet, _La Querelle Calderonienne de Johann 
Nikolas Bohl von Faber et Jose Joaquin de Mora, (Paris: Felix Alcan, 
Editeur, 1909), p. 40, footnote. 

29. The study by Pitollet still remains the most complete, due 
largely to the extensive use made of original documents. Though I am 
not completely in agreement with his conclusions, nevertheless I am 
greatly indebted to his pioneer work. 
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The tone of much of the controversy between the supporters of 

the French neo-classic liberal literature and the new romantic con

cepts is set in the following letter that Francisca de Larrea, Bohl von 

Faber's wife,sent to A. W. Schlegel in support of her husband's en

deavors: 

Vmd. juzga que el Espanol adormido durante el siglo 18. 
nada ha hecho; y que en efecto no pudiera haber empleado 
mejor este tiempo--acaso diria Vmd. aora, que fue un 
cerrar los ojos en profunda meditacion, que ya aquel 
nuevo Adan de la poesia de Calderon ha despertado en rea-
lidad. Su aparente letargo no es un enigma. [Lleno de 
imagenes gloriosas, su silencio mismo ha sido util al 
universo! 30 

Not even Schlegel, in one of his more exaggerated defenses of his be

loved Calderon, would have dared utter such a series of gross distor

tions of the truth. During the long drawn-out controversy the objective 

observer is forcefully struck by two salient points. First of all, none 

of the more liberal voices of German romanticism, such as that of 

Uhland or E. T. A. Hoffmann, was to penetrate Spain during the first 

decisive years. Secondly, the task of propagating Schlegel's theories--

in themselves conservatively orientated--fell to Bohl von Faber, a 

man with scant sympathy for the liberal aspirations of many of the 

younger Spaniards. Throughout the debate Bohl insists on his ardent 

patriotism and rarely fails to seize on the opportunity to proclaim his 

30. Josef Korner, "J. N. Bohl von Faber und A. W. Schlegel, " 
in Die Neueren Sprachen, Vol. XXXVII, 1929, p. 53. 
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identification with Spanish nationalism. Nor can there be any doubt 

as to what Bohl's precise intentions were. Antonio de Roxas has suc

cinctly stated Bohl's purpose: 

El proposito de Bohl era restaurar en Esparia los altares 
de Calderon, y divulgar los resultados de la critica de los 
Schlegel. Lastima que un extranjero tuviese que recor-
darnos el valor de nuestras glorias literarias, antiguas. . . 

No one can doubt Bohl's sincerity or convictions, but the overwhelm

ing impression gained is that the supporters of neo-classicism and 

French patterns--among whom were Manuel Jose Quintana and Jove-

llanos--proved themselves during the French invasion to be more 

patriotic in action than many a romanticist. The Dionysian, or By-

ronic, stream of romanticism, so prevalent in England and Germany, 

has no counterpart in Spain during the early years of what Peers 

terms the "romantic revival" and only comes to the fore during the 

later "revolt" in the figures of writers such as Larra and Espronceda. 

Thus the early years are essentially conservative, and any idea of 

instituting any far-reaching constitutional changes, such as those sug

gested by the 1810-13 Cortes de Cadiz, would have struck Bohl and 

his coterie as absurd as the idea of laying down one's life in the cause 

of Greek independence. 

31. Antonio de Roxas, La literatura espanola comparada con 
la extranjera, (Madrid: Bachillerato Universitario, 1928), p. 300. 
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The area and limitations of the controversy initiated by B8hl 

have been well delineated by Perez de Ayala: 

La polemica suscitada por Bohl de Faber hemos de recono-
cer, aunque nos duela, que no alcanzo los vuelos de una 
controversia filosofica. Se quedo en una disputa de pre-
ceptismo literario; si se deben o no acatar las reglas 
clasicas; si los personajes deben ser hombres universales 
o bien hombres individuales; si se debe mirar mas al 
pasado, o sea la historia, que no a lo inactual, o sea la 
razon; si la poesia se cifra en las cosas de la esfera 
tangible o, por el contrario, en los fenomenos misteriosos 
de la vida sentimental, etc. 32 

BShl's main adversary was Jose Joaquin de Mora, born in 

1783, and at one time a close friend of Bohl1 s family. Mora was fa-

33 
miliar with the liberal theories of Jeremy Bentham and in spite of 

his royalist sympathies was bitterly anti-Godoy and anti-Napoleon. 

Allied with Mora was Alcala Galiano, both a liberal and an outstanding 

patriot and also a close friend of the Duque de Rivas, whose eventual 

conversion to romanticism was to signal the end of the controversy. 

B6hl's main support came from his wife, Dofia Francisca, a lady of 

considerable erudition even if severely limited in her ultra-nationalis

tic and religious outlook. Bohl himself was the Hanseatic Consul in 

Cadiz and thus had frequent opportunity to travel between Hamburg 

and Spain. Not only did Bohl possess one of the best private libraries 

32. Perez de Ayala, Divagaciones literarias, p. 7. 

33. Pitollet, p. 53. 

t 
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34 
in Spain at the time but he also became an avid collector of roman

ces and plays prior to Lope de Vega. One of the volumes in Tieck's 

Spanish library was Bohl's Pasatiempo critico which indicates the 

35 
extent to which Bohl had become known in literary circles. 

Reference has already been made to a letter that Dona Francis-

ca had sent to A. W. Schlegel outlining her version of the Spanish 

literary scene in the XVIII century. In her original letter she had 

enclosed three romances and several complimentary references to 

Mora with whom both she and her husband were on excellent terms at 

first. No doubt Schlegel and Bohl's wife shared a mutual francophobia 

as well as an aristocratic attitude in their dealings with others. In 

conformity with his views expressed in the 1808 Vienna lectures on 

the theater, Schlegel in his reply extolled the common fraternal bonds 

between Germans and Spaniards "qui de tout temps ont eu plus 

d'analogie entre eux qu'avec les Franqais ou les Italiens.11 Schlegel 

continues: 

34. Roxas, p. 299. Bohl originally willed his extensive lib
rary to the Hamburg Senate, but the Spanish government intervened 
and bought it for 25, 000 pesetas. It now is in the Biblioteca Nacional 
in Madrid. 

35. Bertrand, pp. 97, 98. Bohl's other works are Floresta 
de rimas antiguas castellanas (1822-25) and Teatro espafiol anterior 
a Lope de Vega (1832). 
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Lorsque la poesie d'un pays a mis son elan et qu'elle est 
devenue sterile il faut la regenerer en puisant au puits de 
sa propre antiquite. Je suis done tout a fait d'accord avec 
votre pofete captif [Mora] sur la valeur de vos anciennes 
romances et je l'approuve fort de vouloir faire retentir de 
nouveau ses simples accents de la nature. 

Already at this early period Bohl, a conservative in liberal 

Cadiz, was thinking along the same lines as Schlegel. Bohl was under

standably irritated by the generous attention bestowed in Cadiz on 

Kotzebue's superficial plays, and as an antidote praised the expres

siveness of the siglo de oro drama. The comic qualities of Calderon, 

who represented high comedy, were contrasted with the low vacuities 

of Kotzebue, much to the latter1 s disadvantage. With the above still 

very much in mind, on September 16, 1814, in the Mercurio Gaditano 

(Numero 121) Bohl published his Reflexiones de Schlegel sobre el 

37 
teatro, traducidas del aleman. As Pitollet has pointed out, this was 

far less an accurate translation than an arbitrary resume, mostly 

taken from the 14. Vorlesung of the 1811 Heidelberg edition. Bohl did 

not hesitate to edit Schlegel's original work, with the result that the 

"translation" is a patchwork of paragraphs that Bohl saw fit to repro

duce. Pitollet in general is very critical of the original Vienna lec

tures and believes that it was only the fact that Schlegel showered such 

36. Pitollet, p. 76. 

37. Ibid., p. 93. 
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excessive praise on Calderon in the Austrian capital, "la metropole 

papiste de l'Allemagne" [sic] that guaranteed them their success. 

Hans Juretschke, a more moderate critic, agrees in part, but also 

adds that Bohl also organized what in the original were often disjointed 

and repetitive ideas into a coherent whole, better suited to Spanish 

tastes: 

En sus articulos [Bohl] reforzo aun mas la tendencia 
catolizante y restauradora que daba su eficacia politica 
a las lecciones vienesas de Schlegel. . . . Bohl propor-
ciono asx una idea de las tesis y de los pensamientos de 
Schlegel mas uniforme y mas clara que la que hubiera 
dado una traduccion de sus lecciones. ... 38 

The publication of Bohl's "translation" of Schlegel marks the 

beginning of the polemic between Bohl and Mora. There is no point in 

detailing the trivia and irrelevant aspects of the debate, nor the insults 

and aspersions so freely traded, and which have been minutely out

lined in Pitollet's study. Of far greater importance is the fact that it 

was largely due to this provincial quarrel that attention was drawn in 

Spain to Germany as a literary force. Therefore, in this study con

sideration of the famous debate will center on the impact produced by 

Schlegel's theories as transmitted by Bohl rather than on the periph

eral aspects. 

38. Juretschke, pp. 16, 17. 
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Mora's immediate reply to Bohl's presentation of Schlegel's 

work is of interest as representing a summation of many of the at

titudes towards Calderon generally held by the neo-classicists at the 

beginning of the XIX century. The theater of the Siglo de oro had 

never been forgotten during the previous century, even though it had 

often been subjected to "improvements" in the form of refundiciones, 

so bitterly disliked by Grillparzer. Mora was fully aware of the type 

of theater he was criticizing, and many of his comments were com

pletely justified. To correct the one-sided presentation of Calderon 

by Schlegel and echoed by Bohl, it is worth while reproducing Mora's 

reply at length: 

Todos los literatos han admirado en este poeta [Calderon] 
la fecundidad de los planes, la facilidad de desenredar los 
hilos complicados de una intriga, la fluidez del romance, 
la naturalidad del dialogo y la pureza del idioma. A trueque 
de estas dotes sobresalientes se le perdonaban sus enormes 
defectos; pero el Sehor Schlegel no piensa asi, sino que 
desentendiendose de tan raras perfecciones, alaba 
precisamente en Calderon lo que todo el mundo vitupera, 
esto es, su tendencia al genero lirico, el oropel de sus 
descripciones, y la mezcla de estrellas y flores, sol y 
ojos, perlas y lagrimas; vicios de estilo que no caracterizan 
unicamente a nuestro celebre dramatico, sino que infestaron 
a todos los poetas gongorinos, a todos los predicadores 
gerundios, y a todos los versificadores italianos, espafioles, 
franceses e ingleses, anteriores al renacimiento de las 
letras.^9 

Mora pointed out several contradictions and textual errors in Schlegel's 

39. Pitollet, p. 96. 
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presentation, but as he had not read the original lectures he was at

tacking from a position of weakness. He failed to appreciate that to 

Schlegel, an avowed supporter of the Greek tradition, there was no 

opposition between classicism and romanticism inasmuch as both were 

regarded as intermediate stages towards an "eternel devenir.11 A 

more profitable line of attack might perhaps have been directed against 

Schlegel1 s restrictive view that little of any real merit had been pro

duced after Calderon. The extent of Schlegel1 s conservatism becomes 

evident when one notes his opposition to subjects ranging from Luther, 

the invention of printing, the discovery of America, his declared pre

ference of astrology to astronomy as being more poetic, and his opinion 

that precious little of value (except Calderon) had come to the fore 

40 
since the Renaissance. Quite obviously Mora was the more pro

gressive man, but unfortunately he was ill-prepared for the battle, 

whereas Schlegel, in spite of his reactionary views, enjoyed an im

posing reputation which was not assailed until, as Robertson points out, 

"the eccentricities of his later years destroyed to a large extent the 

41 
respect of the younger generation for him.11 In addition, by some 

astute omissions, Bohl managed to temper some of Schlegel's more 

40. Ibid., pp. 102-105. This list by no means exhausts 
Schlegel's biases and shortcomings. 

41. Robertson, History of German Literature, p. 414. 
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outrageous statements such as his claim that the French Revolution 

had produced no results whatsoever. Pitollet puts his finger on Mora's 

basic weakness: 

Si Bohl lui-meme compense l'etroitesse de ses vues [de 
Schlegel] par le copieux apport du fruit de ses excur
sions dans les domaines varies de la pensee contem-
poraine: Mora, par contre, reste deplorablement 
Espagnol, pauvre de documentation etrangfere, sans 
fenetres grandes ouvertes sur le dehors et, en con-

* -» AO sequence. . . dangereusement unilateral. 

One of Mora's contentions was that the "ossianicos alemanes" 

had evolved a system embracing the literature and mythology of all 

nations at all periods, and that each new author was subjected to pre-

established "romantic" criteria. This system he considered to be 

both subjective and arbitrary, and in singling out Montalban (Perez de 

43  
Montalban, 1602-1638) . and Calderon for special praise, Schlegel 

had merely made use of them to illustrate his literary theories. How

ever, this is not completely true, as Schlegel—in spite of his scant 

acquaintance with this period of Spanish literature--had criticized 

Lope, Guillen de Castro and Tirso de Molina for a lack of dramatic 

maturity, praising them more for "den grossen Entwurf und die 

42. Pitollet, p. 111. 

43. Perez de Montalban was the friend and biographer of Lope 
de Vega. Just why he should have been singled out by Schlegel is some
thing of a mystery. 
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44 versprechenden Anlagen, als die reife Voilendung. " 

In his reply Bohl tried to make Mora appear an afrancesado 

and even an atheist, attacking the man even more than his ideas. 

Bohl's opposition to the siglo de las luces took on literal meaning 

when he declared that the new gas lights being installed were a French 

novelty, patronized by the Cronica, an argument that might even have 

made Schlegel hesitate somewhat. In addition, Bohl thought that the 

revival of the theater of the siglo de oro would also bring about a so

cial and political revival—an obvious non sequitur. Bohl did, however, 

succeed in winning over the influential Diario Mercantil of Cadiz to his 

way of thinking. The paper had been suppressed (22July, 1815) but 

had reestablished itself as a Catholic and royalist daily newspaper--a 

most diplomatic change. 

Mora's reply in the Cronica (numero 119, 29 May 1819) was in 

measured terms and was, in effect, a defense of the previous century 

and what Mora considered to be its logical development into the XIX 

century. Literature was seen as being essentially a steady growth, a 

forward movement based on the achievements of the past which have 

been evaluated and then in turn built upon. Mora's approach is essen

tially empirical and rejects Schlegel's intuitive methods of literary 

appreciation. His opposition to Calderon (while admitting many of his 

44. Pitollet, p. 115. 
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undoubted qualities) was mainly on two grounds: first, a questioning 

of his literary qualities and content, and secondly, a refusal to accept 

his example as being at all relevant in the XIX century. In his lengthy 

reply to Bohl, Mora sought to refute him point by point: 

En cuanto a Calderon ^que puede decirse de su estilo, si 
no es que el non plus ultra del mas churrigueresco cul-
teranismo? en esta especie de estilo puede haber dic-
cion correcta ni siguiera tolerable ?.... El sentido 
comun pide que sigamos el curso de las ideas del siglo; 
que no nos opongamos a lo que es efecto del impulso 
creciente de la ilustracion; que modelemos, al fin, las 
ideas literarias a las morales y cientificas en que se 
fundan. . . . Por lo que hace a Schlegel, si ha traducido 
a Calderon en aleman, ha hecho conocer a sus paisanos 
las obras de uno de los ingenios mas felices y fecundos 
que ha producido nuestro suelo. Esta impresa es loable. 
Si ha elogiado lo bueno y criticado lo malo de aquel poeta, 
ha dado pruebas de gusto e imparcialidad; pero si ha 
erigido en bellezas sus descarrios; si ha dado a entender 
que supone una sublime filosofia y el conocimiento intuitivo 
de la naturaleza de las cosas; si desea que sigamos sus 
pasos poeticos y nos extraviemos con el en las regiones 
de la hiperbole, o que con el nos encadenemos en los 
grillos de la antitesis; si Schlegel cree que los Espaftoles 
somos tan pobres, que no merecemos conocer nada mas 
alia de estas ridiculas gerundiadas, perdoneme su ausen-
cia, pero el sefior Schlegel no sabe lo que dice; y a el, y 
a todos los que nos quieran inocular en semejantes 
principios, los responderemos con Ciceron: harto necios 
son los que viven de bellotas, despues que los hombres han 
aprendido a hacer pan. 

If the Devil knows how to quote the Scriptures to suit his pur

pose, B6hl knew equally well how to select a flattering brief passage 

from Schlegel's 10. Vorlesung which gave the impression that Racine 

was a major dramatist and that therefore Schlegel was not a 
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francophobe. By means of such specious arguments and other sophis-

45 
try, Bohl sought to "prove" that the new romantic ideas were not 

incompatible with those of the Enlightenment, but at the same time he 

made it clear that the ideas that he was advocating were gaining ground 

elsewhere and were the wave of the future. Though this was certainly 

true in many cases, it was also a fact that much of German hispanic 

study at the time followed, and was based on, the work of French re

searchers (as we have seen, even Herder in his translation of the Cid 

relied mainly on French sources). In other words, Bohl's one-sided 

p r e s e n t a t i o n  o f  t h e  c a s e  w a s  n o t  b o r n e  o u t  b y  t h e  f a c t s ,  a n d  b u t  f o r  

Mme de Stael, a French woman steeped in the classical tradition, it 

is quite probable that Schlegel's theories would never have received 

such wide dissemination. One of the ironies of the whole affair is that 

Schlegel held aloof and silent, and indeed was not even aware that 

Bohl was waging a literary battle in his name. Schlegel, in true 

45. As further "proof" in support of his argument, Bohl 
quoted from Boosey's Teatro Espaflol (London, 1817, Lord Holland's 
work on Lopez [sic]de Vega, and the Edinburgh Review (No. 51, 
February 1816, pp. 67-107). The latter article in general supported 
Schlegel, but Bohl conveniently ignored other more critical articles 
in the same magazine. Bohl's conclusion was, "Asi es, quemientras 
los sabios espafioles buscan instruccion y entretenimiento en los 
libros franceses, los sabios alemanes e ingleses hallan esto mismo 
en los libros espafioles. ^Cuales seran los mas ilustrados?" 
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romantic protean fashion, had become interested in oriental studies, 

46 so that in 1820 Bohl was forced to admit to a German friend that 

"A. W. Schlegel ist wohl in seinem Sanskrit so vergraben, dass die 

spanische Literatur das Interesse fur ihn verloren hat." As a matter 

of fact, Schlegel only found out about the quarrel considerably later. 

By this time Mora's arguments were becoming increasingly 

repetitious and lacking in conviction. Schlegel and Bohl were blamed 

for having disrupted a natural progression by introducing extraneous 

elements into Spanish literary life. This line of attack conveniently 

ignores the foreign influences and examples praised by Luzan in his 

Poetica(1737) which cited not only Boileau but even more frequently 

Horace and Aristotle and their Italian interpreters. The neo-clas-

sicists were on dangerous ground when they saw fit to blame Bohl for 

having introduced foreign models, as the whole central theme of his 

argument had been in favor of following the example set by native 

authors. The following may serve as typical of Mora's poor argumen

tation: 

. . . de modo que si esta extravagancia [the supposed super
iority of romanticism over classicism] no hubiera nacido 
en la cabeza de un aleman [Schlegel] estuvieramos en 
tranquila posesion de nuestros progresos hacia la per-
feccion literaria, como lo estan en nuestro siglo todos los 
pueblos cultos.^T 

46. Letter to his friend, Julius, February 19, 1820. 

47. Numero 126 of the Cronica, June 12, 1820. 
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Mora followed up the above by quoting and translating from an Italian 

newspaper, the Gaceta Piemontesa, dated June 13, 1820. The article 

in question was an attempt to ridicule romanticism by commenting on 

an early performance of Grillparzer's Sappho. According to the 

48 
Gaceta (in Mora's translation) "toda la secta romantica esta con-

movida de los resultados de un gran acontecimiento dramatico, elcual 

compromete el honor de su pabellon. " The Gaceta claimed that "los 

romanticos cuentan desde este dia la epoca de la decadencia de la 

literatura alemana. " Not only did the Cronica (Numero 145) give a 

resume of Sappho but also alluded to the earlier Ahnfrau as "llena de 

extravagancias romanticas. " Bohl was quick to realize that Grillpar-

zer had written two very different dramas, in spite of the fact that 

there was only a year's interval between the two. The fact that the 

Ahnfrau was little more than a fate tragedy, combined with certain 

Sturm und Drang elements against a vague romantic background, had 

very little to do with Sappho, a tragedy of a very different type. Quite 

obviously Goethe's classical Iphigenie was Grillparzer's model. 

Neither Bohl nor Mora was quite sure how to interpret Grillparzer's 

apparent change from romanticism to classicism. Bohl therefore 

wrote to his friend Julius asking him for a copy of Sappho so that he 

48. Pitollet, p. 145. Volume 251 of the Cronica also mention
ed Grillparzer's visit to Italy. 
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could study it firsthand as it was being proclaimed in Madrid (where 

Mora was living at the time) "als ein Muster des klassischen Gesch-

macks. . .und da gesagt wird, dass der Verfasser friiher schlechte 

49 
Sachen im romantischen Geschmack geschrieben habe. " The impli

cation was that Grillparzer had first been a romanticist and that he 

had suddenly chosen to show classical inclinations, thereby redeeming 

himself in the eyes of Mora's supporters. As we shall see later in 

the study of both Der Traum ein Leben and El desengafio en un sueflo, 

this is a gross oversimplification and that the borderline between 

"romantic" and "classic" is far from being absolute and, indeed, in 

many cases:is not even applicable or of any real literary value. At 

least Schlegel had avoided the trap of dividing authors and individual 

works into definite categories by his more flexible definition of ro

manticism which, as we have seen, also comprised certain aspects of 

the ancient Greek theater, provided that they represented a spontane

ous expression of the people. 

Alcala Galiano's intervention was along the patriotic lines to 

be expected. Rather than defining his terms, he resorted to the 

simple expediency of designating those authors whom he considered to 

be "classical." After having dismissed Bohl as "un aleman hecho y 

derecho" and having scolded the editor of the Cronica (in Vol. 137) 

49. Letter from Bohl to Julius, October 7, 1818. 
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for having allowed Bohl to publish several quotations from Calderon 

in support of his arguments, Galiano finally stated his position: 

El gusto clasico es comun a todos los modernos: el 
gusto clasico florecio en Espafia: clasico es Garcilaso, 
clasico Leon, clasicos Herrera y Rioja; y si entre los 
franceses hallo este gusto mejor acogida, si en el siglo 
inmortal de Luis XIV se extendio a to das las ramas del 
arbol de la literatura francesa, esto redunda en honor 
de aquella era y de aquellos autores, y no en menos-
cabo del gusto mismo. Tambien entre los franceses ha 
dominado el gusto contrario, de el estan infestados 
muchos escritores del siglo XVIII y no pocos del XIX. 

Galiano also accused Bohl of being partial to gallicisms himself and 

of having made great use of reason in presenting his case. To the 

modern reader these arguments appear very secondary and devoid of 

any real relevance, and the lengthy discussion waged by Bohl and 

Mora over the nature of Siamese twins and the merits of a theatrical 

51 
production called Nino II cannot but strike one as bordering on the 

ridiculous. 

Perhaps Bohl's advocacy of religion and art being an indissol

uble union won more support for his views in Spain than any single 

theoretical consideration. This, of course, was also the concept of 

50. Cronica, Vol. 141. 

51. This was a performance of a French play by Charles 
Brifaut, translated and produced at the Principe theater in Madrid by 
Mora on July 18, 1818. It was chosen by Mora as a visible proof of 
the superiority of classical drama. As might be expected, Bohl was 
none too impressed with this trivial play. 

I. 
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Schleiermacher and Schlegel, and was directed primarily against the 

free-thinking, encyclopaedist attitudes of the previous century. In 

turn, this raised a serious problem in the minds of Spanish liberals 

who, whatever their literary views and opinions might be, did not wish 

to become identified with the conservative element in Spanish society. 

An added complication was Bohl's lavish praise of Calderon's autos 

at the expense of the comedias. According to Bohl, the autos repre

sented "el prototipo de un mundo del todo espiritual, y en su aplicacion 

a las ideas religiosas el mas digno recreo de un alma inmortal y el 

52 
estimulo mas poderoso a la devocion. " So many of Calderon's 

comedias are in such direct contradiction to the above pious senti

ments that one is surprised that Mora did not immediately point out 

the discrepancy. At least Grillparzer, a devout Catholic, did not let 

his religious views blind him to what he considered to be grave moral 

defects in the theater of the siglo de oro: 

Ueberhaupt herrscht in alien spanischen Stiicken der 
damaligen Zeit die traurige Ansicht vor, dass das 
Glanzende der Handlungen und die Starke der Leiden -
schaft von alien Anspriichen der burgerlichen Moral 
vSllig entschuldigen. 

The remainder of the controversy need not detain us any fur

ther. Bohl evidently thought that the discussion had been worth while 

52. Pitollet, p. 173. 

53. Grillparzer, Studien zum spanischen Theater, Vol. XVII, 
p. 57. 
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54 
and that he had made his views prevail. The mere fact that his op

ponents abandoned any constructive criticism and instead resorted to 

outrageous, though often amusing, epigrams and epithets (Bohl soon 

55 
degenerating into Bolonio) was evidence enough that Bohl had won, 

even though somewhat of a Pyrrhic victory. Though Bohl complained 

bitterly about the "afrancesamiento" of the Spanish press, there can 

be little doubt that in Spain he had found what Pitollet terms Schlegel's 

5 6 
"utopie reactionnaire. " Bohl's appointment as a Member of the 

54. Letter to Julius, October 7, 1818: "So viel hat es jedoch 
meinen Zweck befordert, dass die Cronica alle Ungebiihrlichkeiten 
gegen Calderon und die deutsche Nation eingestellt hat und sich mit 
vaguen Sticheleien auf die Romantiker und den oscuro folletista 
germano-gatitano beschrankt. " 

55. Here are two examples of many others directed against 
Bohl: (Cronicap. 206) 

Bolonio, sigue en la empresa Despues de tantos sudores, 
Noble de verter injurias: ^Logras lo que solitas? 
Inspirado por las furias, Cada injuria que vomitas 
Bien tu labio las expresa. me vale cien suscritores. 

Also: 
^Quien es Bolonio? preguntan 
Varios lectores curiosos. 
^Es gringo, es armenio, esturco? 
^Habil, fatuo, diestro, bobo? 
^Que casta de pajarraco 
Viene a ser? Nada - un Bolonio. 

Unfortunately, space does not allow for Mora's "catechism" in honor 
of B5hl upon the former's return from Rome. We may be sure that 
neither B5hl nor Dofia Francisca was amused. 

56. Pitollet, p. 213. 
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Real Academia Espafiola on April 21, 1820, and the publication in 

Cadiz of the Tercera Parte del Pasatiempo critico en defensa de 

Calderon y del teatro antiguo espaflol, merely set the seal on his vic

tory. The obvious weakness of the Bohl/Schlegel position was their 

identifying romanticism with Calderon. However, this was more than 

offset by the nationalistic element which they introduced, and also by 

flattering the patriotic and historical sentiments of the Spanish people. 

In retrospect, it can be seen that very little of the original and more 

valuable elements of German romanticism found their way into Spain. 

Unfortunately, the impression one receives is that German roman

ticism became increasingly diluted as.it approached the Pyrenees, and 

that, having crossed that formidable geographical and mental frontier, 

the indigenous conservative forces reasserted themselves. Bohl's 

previous foes were later to become his most fervent supporters, and 

in 1838 Galiano was able to write in the Revista de Madrid: 

Es verdad que en Espafia nunca habia faltado quien defen-
diese la causa de nuestra comedia antigua y del romanti-
cismo contra el clasicismo frances. En 1818 se distinguio 
en esta lid como campeon de nuestra literatura Don Juan 
Nicolas Bohl de Faber, caballero aleman de vastos 
conocimientos, que como quien mas ama y entiende los 
libros espanoles. Abogaba entonces por las reglas fran-
cesas el escritor de este articulo, lleno de preocupaciones 
que hoy ha abjurado a no ser que ahora yerre y entonces 
ascertase. ̂  

57. Ibid., p. 48 of the Introduction. 



In 1848 Mora was admitted to the Spanish Academy. The wheel had 

turned full circle. 



GRILLPARZER AND RIVAS: TWO LATE ROMANTICISTS 

The majority of the authors mentioned in the previous chapters 

have been writers concerned mainly with the theoretical aspects of 

romanticism. Neither of the Schlegel brothers was to leave any last

ing creative dramatic work, and the same judgment can be passed on 

the intermediaries between Germany and Spain with the outstanding 

exception of Victor Hugo. Bohl von Faber had few original literary 

pretensions, and his adversaries in the famous debate did not venture 

into the theatrical field. It is therefore to later dramatists, hitherto 

peripherally mentioned, that we must now turn in order to ascertain 

any discernible effect of German romantic theory in Spain. An ideal 

comparison would be between a German and a Spanish work, similar 

in theme and content, and composed within a brief space of one another. 

Fortunately, such a case does exist, but as will be pointed out in the 

course of this chapter, such a direct comparison is not without its own 

peculiar difficulties, such as an overeagerness to ascribe a common 

origin to any apparent similarity. 

The two plays in question are Grillparzer's Per Traum ein 

Leben (1834) and Rivas' El desengaflo en un sueflo (1844). Grillparzer 

and Rivas were born in the same year, 1791, and both men were con

servative, orthodox in their Catholicism, and staunch monarchists. 

93 
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The two plays under consideration are divided into four acts, are both 

written in verse, and with the exception of the first and the final 

scenes, the action of both plays consists of an extended dream se

quence . A further point in common is that both plays are heavily indebted 

to Calderon's La vida es sueflo, which might suggest that we are deal

ing with two romantic works in the Schlegelian sense; as will be made 

clear, this is by no means always the case. Both Grillparzer and 

Rivas drew considerably from other sources and their treatment of 

the same thematic material reflects their individuality and different 

outlook on life. 

In a brief essay devoted to the above plays, Farinelli is con

vinced that Rivas was familiar with Grillparzer's earlier play but that 

for some unknown personal reason refused to acknowledge his debt to 

the Austrian dramatist: 

. . .  e l  m o d e l o  s u p r e m o  s e g u i d o  e n  e l  d r a m a  d e l  D u q u e  
de Rivas es precisamente el drama sobre El sueflo una 
vida de Grillparzer. Con obstinacion lo oculta el poeta 
de Espafia, y aparenta deber a su propia inspiracion el 
tema bizarro, el desarrollo fantastico, la leccion moral 
sobre la vanidad de la grandeza y las glorias humanas y 
la necesidad de actuar en su propia esfera conforme al 
"memento" de Lope, tambien acufiado en el drama Con 
su pan se lo coma.-*-

Farinelli's argument savors more of a loose hypothesis than of a 

( 

1. Arturo Farinelli, Divagaciones hispanicas, Tomo 1, 
(Barcelona: Bosch, Casa Editorial, 1936), p. 213. 
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scholarly investigation. His main contention is that a cultured man 

such as Rivas would have had friends in Vienna who would have been 

deeply impressed by the tremendous success that Grillparzer's play 

enjoyed in 1834. These hypothetical friends, Farinelli maintains, 

would in all probability either directly or indirectly have passed the 

word on to Seville, and there was also an excellent chance that an 

edition of the text of the play, published in 1840 in Vienna, would have 

reached Rivas before the publication of his own play in 1844. This 

line of argument is none too convincing, especially in view of the fact 

2 
that the Duke was a notoriously poor linguist. Farinelli's flimsy 

3 
theory has been decisively refuted by R. O'Connell, who in an article 

has proved not only that Rivas did not read German, but that between 

1840 and August 20, 1842, when he sent a copy of his own Desengaflo 

from Seville to Madrid, he had no opportunity of acquiring such a copy. 

The fact of the matter is that the dream motif is an extremely popular 

theme, and is to be found not only in the Thousand and One Nights and 

in the Conde Lucanor, and notably in La vida es sueffo, but also in 

2. This fact is remarked upon by nearly all of Rivas1 bio
graphers. His close friend, Alcala Galiano, however, spoke French 
and English fluently, and translated several works on behalf of the 
Duke. 

3. R. B. O'Connell, "Rivas' El desengaflo en un suefio and 
Grillparzer's Per Traum ein Leben; a Problem in Assessment of In
fluence" in Philological Quarterly, Vol. 40, October 1961, pp. 569-
576. 
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4 
several works subsequent to Rivas' play. It is far more likely to 

suppose that at the time of writing both Grillparzer and Rivas were 

unaware of the other's activity and that in both cases it was a more 

immediate source that provided the inspiration for their separate 

work. 

The immediate source of Grillparzer's play provides no prob

lem since the author freely admits it himself. What is perhaps more 

surprising is that it should turn out to be a short story, Le blanc et 

le noir by Voltaire, the high priest of the Age of Reason; The story 

is simplicity itself. Rustan (Grillparzer retained the name in his 

play) has two squires, one white (Topaze) and the other black (Ebene). 

These two, in a manner somewhat reminiscent of Faust's later "zwei 

Seelen, " represent the conflicting elements within Rustan1 s tormented 

mind on his odyssey towards Kashmir. The story is replete with sym

bols drawn from Nature (the vulture battling with an eagle, --a symbol 

already found in Don Juan Manuel--the forest with confused paths, a 

weak bridge crossing the torrent), each requiring an interpretation or 

an immediate decision. Rustan's squires come and go in mysterious 

fashion, emphasizing the duality of Rustan's character and the changes 

in his behavior towards others. The Voltaire story has obvious 

4. Gabriel Boussagol, Angel de Saavedra, Due de Rivas. Sa 
vie, son oeuvre poetique, (Toulouse: Imprimerie et librairie Edouard 
Privat, 1926), p. 312. 
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oriental didactic antecedents, and it is interesting to note that it was 

in this direction that A. W. Schlegel was to turn eventually in his San

skrit studies. Le blanc et le noir already contains much of the 

symbolism of the later Grillparzer play, as well as a variant of the 

ring subplot (in Voltaire's version it is an exchange of diamonds which 

gives rise to the accusation of perfidy). For the most part the sym

bolism in the Voltaire version is self-evident and merely serves to 

illustrate the moralizing and didactic purpose so dear to the Enlighten

ment. The motivating forces in human nature are literally divided 

into black and white, though both are eventually reconciled upon 

Rustan's awakening from his hour's dream. In the brief space of Vol

taire's tale there is little opportunity for psychological development, 

and no complicating factors have been allowed to disrupt the simple 

narrative. 

Certainly a more immediate influence was exerted by the very 

popular Lustspiele and Volksstucke such as those of E. Schikaneder, 

whose naive Zauberflote was to become immortalized by Mozart. 

Many of these works were simply extended allegories in which symbols 

(such as those of Freemasonry in the Zauberflote) were further 

developed to create an impression of universal significance. Mention 

must also be made of certain Traumstucke such as Vandervelde's Die 

Heilung der Eroberungssucht and Raupach' s Marchen im Traume. 

These fantastic dream plays have long been forgotten, but at the 
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beginning of the XIX century they enjoyed an immense popularity. 

The local Viennese name for these lightweight offerings was the Posse, 

a popular theatrical form which had its origins as far back as the 

Middle Ages: 

The Viennese Posse of the earlier half of the nineteenth 
century was similar to the older English pantomime; 
both had retained the characteristics of the Italian 
commedia dell' arte, from which they originally derived, 
and both were purely popular forms of entertainment. 
The humor of the Posse was a humor of situation and 
local allusions, a favorite comic effect being to transfer 
the ordinary citizen of Vienna to the incongruous sur
roundings of fairyland. ® 

Not surprisingly, Rivas' Desengaflo en un sueflo also has a 

similar popular origin, this being the comedia de magia. This was 

essentially a popular, non-literary reaction to neo-classicism, and 

in retrospect may be viewed as an illustration of Unamuno's concept 

of intrahistoria, a popular ground swell linking the Golden Age with 

romanticism. According to Peers; 

The comedia de magia. . . was in essence a play in 
which apparatuses used on the stage to produce effects 
ridiculously marvellous: tree-trunks walk, palaces fly, 
furniture assumes life; human beings vanish, take 
inanimate form or appear from nowhere. The charac
ters are entirely divorced from reality; the plot is a 
mere string of impossible happenings. 

There can be little doubt that the Duke of Rivas had easy access to 

5. Robertson, p. 529. 

6. Peers, I, p. 34. 
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such performances, both in Madrid and in Seville. For example, in 

November 1841 the Correo Nacional announced details about such a 

comedia de magia, a play entitled La pluma prodigiosa which boasted 

of nineteen scenes, 189 costumes, a subterranean choir and a mili-

7 
tary parade. Such was the play's popularity that it ran for ten sue-

a cessive performances. Ivy McClelland has pointed out the essentially 

Spanish character of these plays, emphasizing their roots in the 

national drama of the past. Speaking of the magical element in the 

comedias de magia, Miss McClelland states; 

Spanish dramatists and audiences preferred a magician 
in the shape of a galan who could combine magic with 
amours, sword-play and chivalry; or even a saint who 
could combine it with religion--characters such as had 
appeared in Calderon's El magico prodigioso and in his 
religious pieces. ® 

It will thus be seen that, in spite of the apparent artifice employed in 

both Grillparzer's and Rivas1 plays, at times so reminiscent of the 

highly stylised baroque Italian opera of the period, both were in fact 

outgrowths of a popular background that Schlegel conceived as being 

"romantic, " being free from any artificially imposed rules. 

As in the case of Grillparzer, Rivas' Desengaflo also had a 

specific antecedent. This was a comedia de magia of little theatrical-

7. Boussagol, p. 311. 

8. McClelland, p. 185. 
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worth, Suefios hay que lecciones son, o efectos del desengaflo, by 

C. M. A. Igual, and performed.in Valencia as early as 1817. Accord-

9 
ing to Peers, the play by Igual, a "drama alegorico en cinco actos, " 

was little more than "a crude and second-rate prose comedy," but it 

obviously provided the general outline and nature of the plot of Rivas1 

play. In Boussagol's opinion, Igual's play 

. . .  a  f o u r n i  a  R i v a s  l a  d o n n e e  e s s e n t i e l l e  e t  l a  l i g n e  
generale de son developpement; Calderon l'a teintee de 
sublime et Shakespeare de fantaisie; tous deux ont 
suggere quelques details; la memoire de Rivas, ici 
encore, a fait le reste. 

In Igual's version, a shepherd leaves his family twice, forsaking the 

simple country life for the attractions of the city. After experiencing 

a series of horrors and illusions in a vivid dream brought upon him 

by a pilgrim, the shepherd awakens, penitent and with a contrite heart. 

Igual's play is as didactic as Voltaire's short story, but in a popular 

way, and in case the moral of the story has by some chance escaped 

the" attention of his audience, the pilgrim takes it upon himself to spell 

it out in detail. Of greater interest is the closeness of the pilgrim's 

outline to Rivas' later version: 

Suefios, amigos de los mortales, vosotros que tal vez 
sois interpretes del porvenir mas obscuro, salid de las 
sombras que os rodean, y venid a circundar el alma de 

9. Peers, Rivas, a Critical Study, p. 546. 

10. Boussagol, p. 314. 
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Darcilo [the shepherd]: conducidle a la corte de Oton, 
como desea; haced que en ella se olvide de sus odiados 
bosques, de su esposa y familia; concededle all! todo 
el favor de una fortuna lisonjera; sea guerrero, 
caballero, confidente y soberano en la apariciencia, 
hasta que al nacer el nuevo dia abra los ojos a la luz 
de la razon, y prevenga los funestos remordimientos 
de un desengano tardio. 

In both Grillparzer's and Rivas' plays the intention is to teach 

the protagonist a moral lesson, to prove something to him rather than 

to test him as occurs in La vida es sueflo. The pointedly didactic aim 

of their plays is already foreshadowed in Igual's modest piece when 

Darcilo turns to the audience and ensures that no one will leave the 

theater without having fully understood the author's intention: 

Debemos estar contentos de nuestra suerte, si queremos 
gozar de la paz de nuestro corazonj todos los bienes que 
derivan de la ambicion son efimeros fantasmas para los 
vivientes, como lo ha sido en esta noche mi sueno, aunque 
en el he visto las mas utiles lecciones, y los efectos del 
desengafio. ^ 

Similar penitent outpourings conclude the Grillparzer and Rivas plays. 

However, in both cases there is a considerable difference in emphasis, 

even though at first it might appear that the original patterns are being 

followed closely. The change from prose to verse, with the consequent 

heightening of expression, has imbued both plays with a romantic 

atmosphere conspicuously lacking in the earlier models. The 

11.  

12 .  

Ibid., p. 313. 

Ibid., p. 314. 
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superficial and unexplored symbolism of the Voltaire and Igual ver

sions--so simple and obvious that it hardly merits any serious study-

has been replaced by a complex allegorical structure which is the 

most noticeable Calderonian influence--more so in fact than the dream 

theme itself. It is the pervasive use of allegory more than any other 

single factor which might allow the two plays under consideration to 

fall within Schlegel's definition of "romanticism. " In the earlier part 

of this study, we noted that in Schlegel's eyes Dante was the romantic 

poet par excellence on account of his allegorical treatment of Man's 

journey to the nether regions and his spiritual struggle. Both Per 

Traum ein Leben and the Desengaflo are spiritual journies which use 

many of the devices familiar to readers of Pilgrim's Progress. Due 

to the use of the dream technique, all sense of time and distance has 

become irrelevant, with the result that the protagonist is given free 

rein to escape the confining bounds of social conventions and thus in

dulge in any unrestrained action that he may fancy. All inhibitions 

have thus been removed and the true nature of the two protagonists, 

Rustan and Lisardo, is fully revealed. It is with respect to the above 

that the true significance of Grillparzer's title becomes evident; the 

change from La vida es suefio to Per Traum ein Leben is no mere 

rearrangement or juggling of words but rather a definite shift of em

phasis. To Grillparzer, the penetrating psychologist, the dream

world stands revealed as the true life, the real inner nature of Man, 
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whereas the outer life is no more than a deceptive shell formed by the 

artifices of a hypocritical society. 

Grillparzer's play is profoundly pessimistic, a true reflection 

of the deeply felt attitudes of its author. Unlike Friedrich Schlegel 

and Bohl von Faber, both recent converts and what might be termed 

"professional Catholics," Grillparzer's attitude towards his religion 

was more detached. A sincere Christian and orthodox in his beliefs, 

Grillparzer saw no need to parade his religion in his plays. The re

sult is that Rustan hardly exemplifies those Christian "romantic" 

qualities that Schlegel exalted in Calderon. Rustan is a murderer, 

adulterer, liar and deceiver. In his defense it might well be argued 

that these are but dream occurences and that, in true Christian fashion, 

he can only be fairly judged in the final scene when he has returned to 

"reality" and presumably his true self resulting in an awareness of 

his acts. Here he proves to be truly penitent, and to the immense 

satisfaction of his fiancee, Mirza, he underlines the lesson learned: 

Eines nur ist Gliick hienieden, 
Eins: des Innern stiller Frieden 
Und die schuldbefreite Brust! 
Und die Grosse ist gefahrlich, 
Und der Ruhm ein leeres Spiel; 
Was er gibt, sind nichtge Schatten, 
Was er nimmt, es ist so viel! ̂  

This, of course, is the Biblical theme of the Prodigal Son, but in this 

13. Franz Grillparzer, Der Traum ein Leben, final scene of 
Act IV. 
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case the moral lacks conviction. In both cases the allegorical presen

tation of the world is a synthesis of all the negative aspects—even a 

woman's love is shown as yet another delusion in both Grillparzer's 

and Rivas' presentation. Consequently, one is left with the impres

sion that neither Rustan nor Lisardo has been shown an objective vision 

of the world, or failing that, the world is indeed a despicable place to 

live in. It is at this point that our two authors part company. There 

is every reason to believe that this was indeed Grillparzer's attitude 

towards life, and that the negative approach which pervades the whole 

play is little more than a reflection of his own disillusionment with the 

world. This was certainly not the case with Rivas who, despite the 

vicissitudes in life that he had suffered, maintained an optimistic out

look. A study of Grillparzer's dramas reveals the man; this is much 

less so in the case of Rivas who seems to have succeeded in detaching 

himself to a large extent from his dramatic creations. If Rivas him-

* 

self was no Don Alvaro, neither was he the Lisardo of his Desengaflo. 

Furthermore, from what is known of Rivas' character, it is highly 

unlikely that the negative solution proposed at the end of the play re

flects Rivas' own personal thoughts. At no time during his own life 

did Rivas regard his stay on the island of Malta as an escape from his 

fellow-beings, much less as a solution to life's problems. Ironically 

enough, Grillparzer's parting message is the more optimistic of the 

two, inasmuch that Rustan presumably will settle down to a bourgeois 
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family existence with Mirza, whereas Lisardo joyfully accepts a 

monastic retreat on his island refuge. His conclusion would appear 

to be that "each man is an island" indeed, and that the logical conclu

sion would be to transform the figurative into the literal. Valbuena 

Prat points out that in 1842 Rivas found himself passing through a 

reflective and conservative stage in life, and that therefore 

. . . la obra es resignada y no rebelde, amargamente 
dolida, pero sin la violencia contraprovidencialista de la 
anterior [Don Alvaro] . . . . Su desenlace es la renuncia; 
y su defensa, la soledad. . . . Aqui, Lisardo, en un 
suefio o ilusion que cree que es la vida--pensemos en 
Bances Candamo y en Grillparzer--se desengafia del 
mundo, y toda su ambicion o ansia de ser mas se disipa 
ante tantos males, intrigas y dolores. 

Both Grillparzer and Rivas regarded their dream plays very 

highly, and later in 1849 Rivas was to refer to El desengafio en un 

15 
sueflo as his "hijo predilecto. " Although one was called a "drama-

tisches Marchen" and the other a "drama fantastico, " it is evident 

that in both cases the author had high hopes for the public acclaim of 

his play. Grillparzer's play was an immediate success, but Rivas did 

not even have the satisfaction of seeing his work performed before the 

public during his lifetime. Nevertheless, Canete considered it to be 

Rivas' best play, and the Marques de Valmar was of the opinion that 

14. Angel Valbuena Prat, Historia del teatro esparlol, (Barce
lona: Editorial Noguer, S. A. 1956), p. 493. 

15. Farinelli, Lope de Vega en Alemania, p. 215. 
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"no desdeciria entre los mejores producciones de Goethe y de Lord 

16 
Byron. " Curiously enough, it was Juan Valera, usually a generous 

critic and at one time also Rivas1 secretary, who damned the play as 

being "una obra falsa que no puede interesar. " 

No single play occupied Grillparzer's attention over a longer 

span of time than Per Traum ein Leben, the first act having already 

been completed between September 21 and November 6, 1817, being 

published separately in 1820. The play was completed in 1832, and 

staged in October 1834, and later printed in 1840. Already as early 

as 1816,Grillparzer had seen a stage production of Schreyvogel's 

adaptation of La vida es suefio. Such was the play's huge success that 

between 1822 and 1875 it was included in the annual repertoire no less 

17 than 37 times. The concept that life is little more than a dream was 

particularly congenial to the escapist character of the Viennese, and 

in the disillusioning years of the ultra-conservative reaction following 

Napoleon's defeat, the dream was the only escape from the harsh 

realities of life. Moreover, the dream world was an essential part of 

Grillparzer's everyday existence, as both he himself and the majority 

of his biographers have noted: 

16. Enrique Pifieyro, El romanticismo en Espafla, (Paris: 
Gamier Hermanos, Libreros Editores, 1904), p. 87. 

17. Farinelli, Lope de Vega en Alemania, p. 122. 
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Dass er sein eigenes Leben lebte wie ein Traumender, 
dariiber klagt Grillparzer sich selber wiederholt an. 
Rustan, fur den "der Traum ein Leben ist, " ist Grill
parzer's kritisches Selbstbild und ein Wunschbild 

I Q 
zugleich. xo 

It is therefore small wonder that Grillparzer's play, in contrast to 

Rivas' version of the same theme, should have been acclaimed by the 

public and indeed have been his greatest stage success. Except for a 

very poor performance via an equally poor Italian translation in 1760, 

Schreyvogel's production was the first acquaintance that the Viennese 

theater public had with Calderon's thought, whereas in Spain La vida 

es sueflo had been performed continuously since its inception. Where

as Rivas' play had to contend with a brilliant model, well-known to a 

considerable public, Grillparzer's work had the undoubted advantage 

of appearing original or at least not suffering from an invidious com

parison with a previous masterpiece. 

The reasons for Rivas1 theatrical failure are not far to seek. 

The technical problems presented by the detailed stage directions were 

well-nigh insurmountable, even in a theater accustomed to the extra

vagances of the baroque Italian opera. The following directions, taken 

from Act I, Scene 2, may be taken as typical of the frequent scene 

changes required throughout the play: 

18. Walter Naumann, Grillparzer, das dichterische Werk 
(Stuttgart: W. Kohlhammer Verlag, 1953), p. 61. 
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. . .  E l  a s i e n t o  s e  e l e v a  d e l  s u e l o  y  s e  c o n v i e r t e  e n  
un trono formado de flores, de mariposas, de palomas 
y de tortolas, y rodeado de cisnes, delfines y conchas, 
y entra por un lado y otro una tropa de salvajes y de 
silfides que bailan en rededor, formando lazos con 
guirnaldas y bandas de colores, y ofreciendo a Lisardo 
y a Zora ramilletes y canastillos de flores. Concluida 
la danza, se retiran, y con ellos Liseo. Y desaparece 
todo, quedando el asiento rustico como estaba en el 
principio. 

Nowhere is the unresolved conflict between Rivas the dramatist and 

Rivas the painter more evident than in the detailed instructions re

garding the scenery. Far too often the stage is cluttered up with ir

relevant decoration and mechanical devices (such as the frequent use 

of trapdoors) which detract from the dramatic line of the play until 

the point is reached where the spectacular (such as the A'ida-like 

parade at the beginning of Act II) completely dominates any intellectual 

content. According to Van Tieghem, during the romantic period in 

Spain only some 20-25% of the plays written were ever performed. 

That this situation was by no means limited to Spain is shown by the 

theatrical weaknesses of plays such as Manfred, Prometheus Unbound, 

Kaiser Qktavian and even Faust, many of which could be better desig

nated as dramatic poems. Summing up the situation, VanTieghem 

has pointed out that many romantic plays were altogether devoid of 

any realistic stage technique or awareness of the practical problems 

involved, and goes on to state: 
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Beaucoup d'entre elles [les pieces nonjouees] sont 
d'enormes et indigestes pots-pourris ou l'auteur 
deverse ses impressions, ses sentiments, ses idees 
sur toute sorte de sujets, sans grand souci de ce 
qui est proprement dramatique. 1.9 

However, the real problem goes much deeper. In everyday 

life it is frequently a distinct advantage to adopt a detached attitude 

from the task in hand and not to become emotionally involved. In the 

theater, however, the result is often one of coldness and artificiality, 

as if the author does not wish to recognize the child he has produced. 

In the words of Pineyro, 

. . . predomina demasiado un defecto terrible, carencia 
casi completa de emocion comunicativa, y lo que es su 
consecuencia inevitable, de sinceridad en la expresion. ̂ 0 

Enrique Ruiz de la Serna has pointed out that Rivas during the compo

sition of El desengaflo en un suefio was animated by the desire to pro

duce "algo extraordinario y quiza genial. Pero esta vez ocurrio lo 

contrario que con Don Alvaro; la realizacion quedo por debajo de la 

21 ambicion. " The truth of the matter is that Rivas1 work is a pastiche 

with little of the dramatic unifying force which underlies Grillparzer's 

play. With little regard for fusing such disparate sources into a 

19. Van Tieghem, Le romantisme dans la litterature europe-
enne, p. 446. 

20. Pifieyro, p. 88. 

21. Enrique Ruiz de la Serna, Obras completas of the Duque 
de Rivas (Madrid: Aguilar, 1956), p. 96. 
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meaningful whole, Rivas incorporated scenes and characters from 

Goethe's Faust (especially the genio del mal, a disembodied Mephis-

topholes), and above all from Shakespeare. Marcolan is a very lack

luster successor to Prospero, and spends the entire course of the play 

as a silent spectator in his grotto to one side of the stage, until in the 

final scene he steps forth to utter his comforting platitudes. Hamlet 

appears to have provided the theme of regicide and the queen's subse

quent marriage to her husband's murderer, as well as some parallels 

between Ophelia's and Zora's funerals. The greatest number of bor

rowings have come from Macbeth which, via French intermediate 

translations, seems to have enjoyed a considerable popularity in Spain, 

22 especially in Garcia de Villalta's 1838 version. The witch in the 

forest, the queen's inciting Lisardo to murder, the blood staining the 

hands, Lisardo the valiant general to whom the King is indebted--all 

closely parallel the Shakespearean original. In his detailed study, 

23 
Peers has also cited other cases from The Tempest, such as the 

grotto setting, the storm scene, and the magic powers of Marcolan, 

but also mentions some parallel scenes from Henry IV, Part II, a 

play which he fully admits Rivas in all probability never read himself. 

22. Peers, I, 220. Another version was simply entitled 
Macbe. 

23. Peers,Rivas, A Critical Study, pp. 550-558. 
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Due to its unspontaneous character, Rivas' play could hardly be less 

romantic in a narrow Schlegelian sense. Although it is quite true that 

its individual parts are of impeccable romantic content--the varied 

metres, the extensive use of allegory, the elaborate stage directions, 

its Calderonian and Shakespearean background, its questing protago

nist incapable during the greater part of the play of coming to terms 

with a hostile environment and the dream concept itself--the fact re

mains that the overall impression is one. of a hodgepodge, an assembly 

of disparate elements. Rivas' play is essentially an imitative work and 

as such is the very antithesis of Schlegel's concept of romanticism. 

It might well be argued that the vast majority of Shakespeare's plays 

were themselves indebted to other sources (mostly Italian or from 

antiquity), but the romantic qualities which attracted Schlegel's praise 

lay in the essence and spirit of the works and not merely in their 

external form. Shakespeare's merit was that he had recreated his 

material in the spirit of his age and had rooted it firmly in the collec

tive expression of his people. The major defect in Rivas' play appears 

to me to lie in the non-assimilation of its various parts and, what is 

far more serious, in a lack of originality. In short, it has little new 

to say. 

Even, in conventional literary terms, (i. e. the opposition of 

classicism with romanticism in a non-Schlegelian sense), one is 

forced to conclude that neither of our two works or their authors can 
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really be considered fully romantic. The approach in each case is 

from a different direction. As a supposed "romantic, " Grillparzer 

presents some difficult problems. The majority of his dramas reflect 

the conflict between the will and the power to act which was so much a 

part of his own personal nature. These frustrations reached their 

height during his middle age, or just about the time of the performance 

of Per Traum ein Leben. This inner disillusionment was to some 

extent a reflection of the political situation. The earlier romantics--

many of whom embodying the Dionysian drive associated with the Wars 

of Liberation--were activists and stirred by a conviction that not only 

political institutions but that also Man himself might change his nature 

for the better. Men of the later generation, many of them orthodox in 

their beliefs and conservatively orientated, were also cautious men 

who had lost any will or desire to alter their world. It was against 

the Apollonian "Christian" group that the fury of Young Germany was 

to descend in a short time. Werner Friederich has well stated the 

case: 

. . . with the coming of Metternich, the late romanticists 
gave up in despair and disillusionment, seeking escape in 
the beauties of nature (Eichendorff), in weird fantasies 
(E.T. A. Hoffmann), preaching utter passivity (Grillpar
zer1 s Der Traum._ein Leben, Ein Bruderzwist im Hause 
Habsburg) if not downright subservience to despots 
(Grillparzer1 s Ein treuer Diener seines Herrn). ̂  

24. Friederich, p. 268. 
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Thus Grillparzer's romanticism is essentially the product of his youth 

and is closely associated with the "fate tragedies" which were so popu

lar at the time. Die Ahnfrau concerns the story of a robber who 

unwittingly loves his own sister and kills his father, the whole action 

being watched over by a ghostly ancestress. However, already with 

Sappho (1818) and the trilogy of Das goldene Vliess (1820) we are ap

proaching not so much a classical outlook (in spite of the subject 

matter) but rather a deepening of Grillparzer's own pessimistic atti

tudes, no doubt furthered by his mother's suicide. Already in Das 

goldene Vliess (Medea) the Leitmotiv of Per Traum ein Leben is 

clearly outlined: 

Was ist der Erde Gliick? - Ein Schatten! 
Was ist der Erde Ruhm? - Ein Traum! 

This despairing thought, so reminiscent of Macbeth's and Segismundo's 

famous soliloquies, is Grillparzer's own voice. His dramas are 

intensely personal and human, and the dream world that he portrays, 

in contrast to Rivas1, is an intimate glimpse into his tormented soul. 

It is not the originality of his message (his pessimism and solution to 

the world's problems are anything but new), but rather the intensity 

and his complete identification with his drama which strike the modern 

reader so forcefully. Grillparzer and his protagonist, Rustan, stand 

25. Franz Grillparzer, Medea, Act I, 410. 
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at the very opposite end of the romantic scale to Prometheus and 

Faust; their "solution" is the essentially negative one of complete 

withdrawal from the vanities of the world. Farinelli observes: 

Es que en realidad no lo seducian los honores, las 
pompas, las riquezas, la gloria, sumergido todo 
ello en el mar dilatado de la vanidad universal. El 
"memento" relativo a lo vano de toda grandeza se 
halla en todos sus dramas. Y exhortaba por igual 
a la resignacion, a la necesidad de replegarse en los 
dominios del propio corazon, en la obscuridad de la 
propia alma, tanto a su Medea como a su Safo. 

The same melancholy theme of Medea is echoed in the Traum ein 

Leben: 

Schatten sind des Lebens Giiter, 
Schatten seiner Freuden Schar, 
Schatten Worte, Wiinsche, Taten, 
Die Gedanken nur sind wahr. 
Und die Liebe, die du fiihlest, 
Und das Gute, das du tust, 
Und kein Wachen, als im Schlafe, 
Wenn du einst im Grabe ruhst. ̂ 7 

This speech--closely modelled on Segismundo's celebrated mono

logue--is a veritable cri du coeur emanating from Grillparzer's very 

depths; in true feeling there is nothing comparable in Ri'vas1 play. It 

is furthermore a wonderful example of an original inspiring a further 

genuine artistic creation. 

26. Farinelli, Divagaciones,, p. 222. 

27. Grillparzer, Per Traum ein Leben, end of Act I. 
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If Grillparzer tended to leave his youthful romantic works be

hind in favor of a more classical approach during his mature years, 

the path followed by the Duque de Rivas is not the same. Rivas1 early 

plays are generally classical in both their sources and in their ex

pression, whereas his later plays, especially his two best known, Don 

Alvaro and El desengaflo en un sueflo, are two of the most representa

tive dramas of the romantic theater. It would be of great interest to 

follow Grillparzer's and Rivas1 dramatic development in detail, es

pecially in view of the fact that they were of the same age, but such a 

study would in itself form the basis of a separate dissertation. There 

are several points which deserve comment, however. Between 1807 

and 1809 Grillparzer wrote Blanka von Kastilien, a youthful work, a 

tragedy which reflects the influence of Schiller (especially Don Carlos) 

more than any readily identifiable Spanish source. What is extra

ordinary is the maturity of the work, which stands in sharp contrast 

with Rivas' early plays. By sheer coincidence, Rivas wrote a tragedy 

entitled Dofia Blanca in 1815, apparently on the subject of the unhappy 

marriage between Blanca de Borbon and Pedro el Cruel. As the 

original manuscript was lost in 1823, any comparison between this 

play and Grillparzer's on.the same subject must necessarily be sheer 

conjecture; Rivas' work in manuscript form seems to have made a 

favorable impression, but his handling of the subject matter remains 

unknown. 
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The year 1817 is of interest in the careers of both Grillparzer 

and the Duke of Rivas as well as being the true point of departure in 

their dramatic writings. Die Ahnfrau is Grillparzer's own Sturm und 

Drang, a play which obviously owes a great deal to Milliner's Die 

Schuld, which, as has already been noted, was the model of all the 

subsequent Mfate"tragedies. It was the success of Die Ahnfrau which 

stamped Grillparzer as a romantic writer in the public mind, but in 

retrospect it appears more a youthful bow to convention rather than 

motivated by any personal feelings. It is significant that it took the 

young Austrian dramatist less than a year to determine his true in

clination. Sappho certainly has a classical framework—his model was 

clearly Goethe's Iphigenie auf Tauris--but the choice of subject might 

well have been suggested by Madame de Stael's Corinne. In this novel, 

written in 1807 and set in Italy, Corinne, a poetess of superior intel

ligence, dies as a victim of social restraints, after a whole series of 

melodramatic situations. Sappho is classical in its proportions and 

beautifully constructed, but like the majority of Grillparzer's plays 

refuses to fit into any neat category; if Mme de Stael's novel is decid

edly romantic, Grillparzer's work is emotionally far more detached 

and better conceived. 

The same year saw the performance of Rivas' El Duque de 

Aquitania. This play is much more of a conscious effort to follow 

classical precepts than is Sappho. Rivas not only follows the three 
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unities to the letter but even condenses the action in an outrageous 

manner in order to conform with classical theories. In the dedicatory 

verses the didactic purpose of the play becomes at once apparent: 

Pinta el furor de las pasiones, 
La austeridad de la virtud sublime, 
Y la venganza atroz de los delitos. 

The five acts are composed in hendecasyllabic verse in assonance, 

similar to de la Huerta's Raquel and other XVIII century classical 

endeavors. The play in itself is of scant dramatic interest, but already 

Rivas' eclectic methods—so evident later on in his Desengaflo--are 

apparent here. As Peers has pointed out by quoting several parallel 

28 
passages, it is clear that Rivas has borrowed considerably from 

Alfieri's Oreste, an edition of which was published in Spanish in 1815, 

having already been performed in Madrid in 1807. What is really sig

nificant is that Rivas, at this period still a confirmed classicist both 

by training and inclination, should have turned to a modern rendition 

of the Greek tragedy rather than look towards Euripides. Rivas is 

strictly classical--as Boussagol observes, "Rivas ne fait pas les 

choses a moitie; quand il est classique, il l'est a outrance; nous ver-

29 
rons plus tard qu'il est romantique au meme degre. ..." --but the 

underlying spirit is more melodramatic than that of antiquity. 

28. Peers, Rivas,A Critical Study, pp. 163 ff. 

29. Boussagol, p. 167. 
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Nevertheless, in Rivas' dramatic works the dividing line between 

classical (or plays conforming at least to external classical require

ments) and romantic is much clearer than in the case of Grillparzer 

who comes much closer to Schlegel's: ideal of unifying the ancient and 

modern theater by infusing it with a genuine spirit drawn from the 

very soul of one's own people. Rivas' drama is a theatrical exercise, 

a youthful apprenticeship, whereas Grillparzer has already suffused 

his Sappho with his own thought and feelings. Whereas the Orestes 

theme can hardly have affected Rivas personally (in fact the play is 

dedicated to his sister, a figure as far removed from that of Electra 

as one could possibly imagine), the predicament of Sappho must have 

struck Grillparzer as particularly poignant. It is in this sense rather 

than in any conventional classic/romantic dichotomy that Grillparzer 

is more "romantic" in Schlegel's terms than Rivas is. Grillparzer is 

closer to his subject and identifies himself with it, his themes are 

personal and felt, internal rather than external, whereas Rivas (a 

much more balanced and outgoing personality) selects his material 

from convenient sources, irrespective of their real relevance. 

The period between 1817 and Grillparzer's Traum ein Leben 

of 1834 and Rivas' Desengaflo of 1844 is marked by intense literary 

activity on the part of both authors. Das goldene Vliess (1820) is a 

trilogy on a classical theme, and already heralds the theme of resig

nation which is the central message of Per Traum ein Leben. Jason, 
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who could have found happiness with Kreusa (a figure similar to Mirza 

in her natural good qualities), instead becomes involved with Medea, 

a woman of a wild, barbaric nature, who in the final act of the play-

turns on her husband: 

Du Armer! Der von Schatten du getr&umt! 
Der Traum ist aus, allein die Nacht noch nicht. 

Jason's transgression is essentially that of Rustan, that of self-asser

tion and reaching beyond his pre-ordained limitations. As Robertson 

has pointed out, "although the theme is classic, Das goldene Vliess is 

30 
a very modern tragedy. . . it is a tragedy of romantic pessimism. " 

Grillparzer's outstanding, achievement in this play (as well as. in the 

later Des Meeres und der Liebe Wellen on the Hero and Leander 

legend) is to unite the ancient world with modern thought, in brief, 

Schlegel's definition of true romantic drama. Our existence in this 

world is presented as being but a dream, an insubstantial shadow, 

meaningless in itself, but which can be borne bravely provided that Man 

is aware of his bounds and keeps well within them. This, of course, 

is the Apollonian aspect of romanticism, an attitude of classical re

straint and sublimation. Grillparzer's next play Ein treuer Diener 

seines Herrn (1828) merely takes the idea of self-effacing duty one 

step, further. 

30. Robertson, p. 525. 
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Meanwhile, the Duke of Rivas had not been inactive. Malek-

Adhel, (1818) another five act tragedy, need not detain us very long. 

In their respective studies, Peers and Boussagol vie with one another 

in pointing out passages that Rivas took directly from Mme de Cottin's 

novel Malthilde. Rivas frankly admits his debt to her in his Adverten-

cia ("Por tanto, esta tragedia es mas de madama Cottin que mia"), 

and his play's chief merit is to reduce a long-winded three-volume 

novel to an evening's entertainment. Other than this service to Man

kind, the play contains very little that is original, save perhaps one 

of the earliest tomb scenes in the theater, so popular with later ro

mantic writers. The main interest of the play is that it represents a 

transition from the classical to the romantic, at least in the coloration 

of the medieval scenes, set in the Jerusalem of the Crusades. The 

play as such represents no advance in technique, only in direction 

towards Rivas' later romantic works. In Peers' words, . . the 

violent contrasts of the plot and the tendency to dwell upon the horrible 

and the grotesque. . . are more suggestive of the new type of drama 

31 
than of the old, " but there can be no disguising the fact that the play 

is little more than a poor imitation of another work. 

Rivas' next two plays, Lanuza and Arias Gonzalo must, unfor

tunately, also be termed disappointing. Lanuza, however, for the 

31. Peers, Rivas, A Critical Study, p. 182. 
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first time strikes a truly national and personal note, being a bitter 

protest against the tyranny of Fernando VII. The play is politically 

motivated (which ensured its popularity in 1823, the date of the French 

intervention on behalf of the King), and there can be little doubt that 

Rivas was emotionally involved in his own literary creation. Lanuza 

is a sort of Spanish Egmont with the same fine disregard for histori

cal facts. For the first time we hear Rivas1 own voice in such en

treaties as that with which Lanuza closes the second act: 

jOh Dios, eterno Dios, benigno mira 
a este pueblo valiente, y con tu amparo 
guarde su libertad, guarde sus leyes, 
sin que haya menester para lograrlo 
apelar a la guerra asoladora, 
azote atroz del miserable humano! 

On the eve of his exile, speeches such as the above have an intensity 

notably absent from previous plays. However, dramatically speaking, 

Lanuza, in Boussagol's words, "se rattache par mille traits aux ecrits 

32 
de la premiere periode. . . and remains firmly anchored in a 

classical setting. While Grillparzer's stage technique was advancing 

rapidly, Rivas still appeared to mark time and repeat the patterns of 

bygone years. At least the subject is truly national, and the author 

has a much closer rapport with his material, though in no sense can 

Lanuza be considered a romantic work either in the more conventional 

32. Boussagol, p. 182. 
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definition of the term or in Schlegel's special sense. The same com

ments also apply to Arias Gonzalo, based on the famous siege of 

33 
Zamora and the subsequent events. Boussagol in his study has noted 

some positive virtues in the play which, to be honest, have completely 

escaped my attention. Even this generous French critic is forced to 

admit that Rivas failed to make full use of the "fond national d'epopee" 

which would have lent itself to romantic treatment (the play still re

tains the classical characteristics noted in the previous plays, in 

spite of having been written on the island of Malta, presumably under 

the influence of Frere). 

Both of the dream plays to be dealt with at length later on were 

preceded by their respective authors' masterpieces, Pes Meeres und 

der Liebe Wellen (1831) and Don Alvaro, o La fuerza del sino (1835). 

Both plays have been dealt with at considerable length by a whole host 

of literary critics, and it is not my purpose to add to their number. 

Of more immediate importance is their significance as containing in 

embryo many of the salient elements in the two later plays. At first 

glance the task of comparing these two significant plays would appear 

to be a simple one, a perfect case of a neo-classic tragedy on the one 

hand and a romantic play par excellence on the other. The purely 

external form of the two tragedies (or is Don Alvaro simply a drama, 

33. Ibid., pp. 202 ff. 
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34 
as Rivas1 son seems to have considered it?) would support the view 

that Grillparzer had attempted to recreate an ancient legend retaining 

the classical conventions, whereas Rivas, through his use of local 

color and apparently episodic scene structure, not to mention the 

exaggerated sentiments and violent actions, had composed a drama 

completely divorced from any classical influence. In both cases the 

truth lies somewhere nearer the middle. Grillparzer's play is very 

much a modern love-tragedy in its inner spirit, and the passion 

awakened in Hero (though also characteristic of many a classical work, 

as a cursory glance at Racine will show) is essentially romantic in its 

recklessness and negation of any sense of responsibility. Hero has 

become the romantic individual, scorning society and her sacred duties 

for the passion of a night. As in the majority of Grillparzer's plays, 

tragedy ensues when the individual refuses to recognize his obligations 

to society and his own limitations. In this sense it might be argued 

that the play is indeed a praise of XVIII century Aufklarung virtues 

and is in fact, a stricture aimed at romantic excesses. However, 

whatever the author's intention, the inner driving force of the play is 

that of a relentless romantic spirit, characterized by Hero's Toten-

klage over the body of Leander: 

34. Peers, Rivas,A Critical Study, p. 92 footnote. 
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Der Tag wird kommen und die stille Nacht, 
Der Lenz, der Herbst, des langen Sommers Freuden, 
Du aber nie, Leander, horst du? - nie! oc 
Nie, rummer, mmmer, me! 

In his thoroughly modern refashioning of an ancient theme, Grillpar-

zer has merely taken the outer form; the content, the spirit and thrust 

are his alone. 

In the case of Don Alvaro the procedure is in the reverse direc

tion. Not for one moment am I maintaining that the play is anything 

but romantic (at this point I am reminded of studies by Hatzfeld, But

ler and others demonstrating how baroque Corneille and Racine really 

were!), but it is certainly true that this play, generally regarded as a 

summit in the development of the Spanish theater, still owes a sur

prising amount to the author's classicist background. If we are to 

take the sub-title at all seriously (which we obviously are) it is bound 

to take us into the realm of the ancient Greek theater. As in classical 

tragedy, Don Alvaro is presented as a figure towering above his fellow 

men in strength and vital force, a man of immense will-power whose 

destruction will indeed awe lesser creatures. The chosen instrument 

is Fate (sino), the pessimistic and destructive aspect of impartial 

destiny. Whether Rivas approached the tragic concept of catharsis 

must remain essentially a matter of individual opinion,which in turn 

35. Grillparzer, Des Meeres und der Liebe Wellen, Act V, 
Scene 1 (2065-2069). 
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will depend on the extent to which the audience can identify itself with 

the protagonist. But even more than in its formal, romantic elements, 

it seems to me that Rivas' work comes closer than any other work 

dealt with hitherto in this study of realizing the Schlegelian concept of 

romantic drama by pursuing the ancient spirit of fate-tragedy and 

wedding it to nationalistic forms and thus creating a new, unified 

work. It is certainly not my intention to suggest--as did a host of 

3 6 
German critics with respect to Calderon --that many a Spanish 

romantic drama comes closer to ancient tragedy than any other 

modern work. On the other hand, I feel that Azorin has allowed his 

distaste for Don Alvaro to distort the picture by calling the play 

. . . una coleccion de cuadros pintorescos. La fortuna 
del autor es que para la fabula ha podido encontrar un 
tema--el de la fatalidad--que, tan viejo como la 
tragedia helenica, esta en la conciencia de todos, y ha 
podido suplir, con lo que todos sabemos v sentimos, la 
incoherencia e irregularidad del poeta. ' 

Though a great deal of the above criticism is certainly valid, there 

can be little doubt that we are supposed to be witnessing the forces of 

Fate at work, however implausible the presentation may be at times. 

Thus I cannot agree with Peers' statement that "the forces set in 

36. Tiemann, pp. 178, 179. 

37. Azorin (Jose Martinez Ruiz), Rivas y Larra. Razon 
social del romanticismo en Espafia (Madrid: Rafael Caro Raggio, 
1921), p. 21. 



126 

motion by the explosion of the fatal pistol are not those of Destiny but 

of free-will, aided by coincidences which some call Providence and 

38 
others Chance. " This is merely to relegate the play to the level of 

the German "fate tragedy" in which some object~-such as a knife--

together with a curse pronounced on the victim, and usually linked to 

some specific date, ensures the destruction of the individual or the 

whole family. Don Alvaro, whatever its shortcomings, is far re

moved from such a superficial device, and to attribute the protagon

ist1 s tragic sequence of events to a series of coincidences is to miss 

the point entirely. What is perhaps closer to the truth is that certain 

medieval elements have crept in, such as the belief in astrology which 

forms the basis of La vida es suefio. The parallels between Don 

Alvaro's lengthy monologue (Act III, Scene 3) in which reference is 

made to the "mezquino mortal / Que nace en signo terrible!" and to 

Segismundo's famous soliloquy are too obvious to merit further dis

cussion. Peers refers to Don Alvaro's drawnout speech of over one 

hundred lines as expressing the "desengafio of the Romantic in a quite 

39 
non-Christian form. " True enough, the same critic later on enum

erates many references made to Christian thought, not only by the 

secondary characters, but also by Don Alvaro himself. What seems to 

38. Peers, Rivas, A Critical Study, p. 392. 

39. Ibid., p. 400. 
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concern Peers is an inconsistency of approach on the part of Rivas, 

the chief of which seems to be that in a work so replete with referen

ces to the Almighty and orthodox Catholic beliefs, that in such an 

important and revealing soliloquy there should be but one passing men

tion of God. Personally, I fail to note any lack of consistency in 

characterization on Rivas' part. The majority of religious references 

used by Don Alvaro in conversations with others are expletives or 

empty formulae, so frequent among Spaniards irrespective of their 

beliefs. In a soliloquy where there is no need to impress others with 

the vehemence of his language, Don Alvaro can be more natural and 

honest with himself. To my mind, the degree of Rivas' own orthodoxy 

and that of the play as a whole is largely a secondary argument; we 

have already noted the author's habit of detaching himself from his 

chosen subject. The same line of argument holds true in the case of 

Grillparzer: in both cases the actions of their own literary creations 

never impinge upon their authors' religious beliefs or moral convic

tions. 

As we approach the two plays central to this study, it canbe 

seen that neither Grillparzer nor Rivas can be neatly labelled "clas

sicist" or "romantic. " In the case of Grillparzer there are two furth

er considerations that must be borne in mind. The first is that the 

Austrian dramatist was not of a very sociable nature, and that his 

contacts and sympathies with his own contemporaries and Zeitgeist 



128 

were thus somewhat limited. Grillparzer stood aside from the main 

currents of the XIX century, leading an uneventful life, mostly in the 

service of the state. His conservative inclinations gave him little 

cause to throw in his lot with the revolutionary romantics, and most 

of his contemporary references--such as the rise and.fall of Napoleon 

in K5nig Qttokars Gluck und Ende--are oblique rather than direct. 

The second consideration is that Der Traum ein Leben is a work writ

ten over a long period (1817-1834) and thus cannot be neatly fitted into 

any chronological plan in relationship to his other works. The initial 

impulse, as we have seen, did indeed come from his association with 

Schreyvogel and the Vienna theater, but by 1834 Grillparzer was al

ready a disillusioned man; indeed, after the failure of Weh' dem, der 

liigt (1838), embittered and disheartened, he made no further attempt 

to have his plays performed. Some of these later plays reflect Grill-

parzer's life-long interest in the Spanish theater, especially Die Judin 

von Toledo, based on Lope de Vega's Las pazes de los Reyes y Judia 

de Toledo, and Diamante's Judia de Toledo, but only published after 

his death in 1872. Weh' dem, der liigt, a brilliant comedy, is an in

verted La verdad sospechosa inasmuch that Leon outwits his adver

saries by keeping firmly to the truth whatever the provocation to do 

otherwise. 

Der Traum ein Leben is especially Austrian both in its back

ground and approach. Besides the 1816 production of La vida es sueno, 
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Grillparzer also had the opportunity in 1818 (that is to say, after he 

had already written the first act of his play) to attend a play written 

by C. van der Velde entitled Schlummre, traume und erkenne dich at 

the Theater an der Wien. Farinelli asserts that "en este tiempo, los 

cuadros de ensuefio, las pantomimas de ensueno y los dramas de 

ensueno y los dramas de magia no tenlan fin ni termino en la capital 

40 
de Austria. " There was also no lack of parodies, including one 

Der lustige Fritz, oder: Schlaf, Traum und Besserung of Meisl which 

41 
ran for an astounding fifty performances. A whole host of similar 

plays--parodies, dream legends, even dreams brought on by the local 

wine--abounded right up to 1834, the date of Grillparzer's play. It is 

small wonder that Grillparzer was thus thoroughly conversant with the 

dream theme and that the public had been well prepared over the years. 

Had Grillparzer been prepared to settle for an easy, popular success, 

it is almost certain that his play would long since have been forgotten. 

However, he was determined to elevate a popular theme to a signifi

cant level not previously attempted in German literature. Already his 

previous plays--especially the Ahnfrau, Sappho and Medea--had pre

pared the way by representing much of our existence as a living dream, 

40. Farinelli, Lope de Vega en Alemania, p. 124. 

41. Ibid., p. 124. Farinelli lists several other plays on the 
same theme. 
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and E.T. A. Hoffmann in his fantastic stories such as Der Sandmann, 

in which a nightmare and the supernatural are combined, had made 

the world of dreams a favorite German romantic obsession. We have 

seen that Kant had given the senses a significant role which had been 

denied them in the previous century, and from this basis it was a logi

cal step to conclude that our feelings expressed in the apparently in

coherent world of dreams did in fact have meaningful significance. To 

this extent Grillparzer may be regarded as a forerunner of Freud, 

even if he reached his conclusions more by intuition than by a system

atic and scientific approach. Menendez y Pelayo has stated the posi

tion succinctly: 

Si para Calderon la vida es suefio, para Grillparzer 
(cuyo romanticismo no en balde viene despues de la 
critica kantiana) el suefio es vida, o, mas bien, puri-
ficacion de los afectos para la actividad practica, que 
triunfa del juego de las fantasticas apariencias. 42 

In the case ofRivas,the motivating forces seem to be less per

sonal, even though his study of Spanish literature must have made him 

fully aware of the idea that life is but a dream. Indeed, the Suenos of 

Quevedo must have provided him with a demonic vision of the night

marish aspects of the dream, a fantasy world in which logic, time and 

order become meaningless. It is also quite possible that Quevedo's 

work is responsible for the episodic nature of Rivas1 play, a rapid 

42. Ibid., p. 18. Introduction by Menendez y Pelayo. 
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succession of tableaux (such as would appeal to a visual artist) rather 

than a co-ordinated whole. Nor did Rivas have much further to look. 

Besides La vida es suefio of Calderon--undoubtedly the main inspira

tion and of greater importance than any of the other works cited by 

other authors--it seems that his attention was also directed to the 

same playwright1 s En esta vida to do es verdad ^ to do es mentira, a 

typical baroque theme, the Spanish counterpart to the German Sein 

und Schein. There seems to me, however, to be a marked difference 

in Rivas1 approach to the whole subject. Calderon's plays, whatever 

the pessimistic undertones may be, are constructed within a conscious 

framework of orthodox Christianity. Segismundo is equipped with 

faith, grace, reason and, above all, free will. Moreover, he is ex

posed to a world which, in spite of its treacherous nature, at least is 

more in keeping with reality than the travesty which confronts Lisardo. 

For this reason, Calderon's play concludes on a cautiously optimistic 

note in full conformity with orthodox Catholic teachings; Segismundo, 

the royal prince, faces up to his responsibilities, having accepted his 

dream as part of his education, an experience which has helped place 

his existence in true perspective: 

Pues asi llegue a saber 
que to da la dipha humana 
en fin, pasa ciomo suefio, 
y quiero hoy aprovecharla 
el tiempo que me durare, 
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pidiendo de nuestras faltas 
perdon, pues de pechos nobles 
es tan propio el perdonarlas. ̂ 3 

Segismundo's conclusion is "obrar bien es lo que importa, " a far cry 

from Lisardo's renunciation of the world. 

The conclusion of Rivas' play presents us with some difficult 

problems. It has already been pointed out that Rivas1 play owes a 

considerable debt to several Spanish antecedents. One of the direct 

influences appears to be Gracian's El Criticon which in turn was to 

impress Schopenhauer and several of the later German romantics, 

including Heine. The tone of Gracian's work is fundamentally pessi

mistic, but its main effect on Rivas must have been its profound 

psychology and use of symbolism and allegory. Andrenio is a fore

runner of Lisardo, and his journey to the Fuente de los Engafios, his 

meeting with Falsirena, the visit to the palace and the Plaza del popu-

lacho all find an echo in Rivas1 later work. The allegorical journey 

closes with a vision in which the frailty of human life is exposed before 

the Isla de la Inmortalidad is reached. Human nature has been minute

ly studied and found wanting; Gracian's conclusion is that reached by 

Marcolan, that the Good Man, in order to preserve his natural in:-

nocence, must withdraw from the city (the creation of Man) to find 

43. Calderon de la Barca, La vida es sueflo, Jornada III, 
escena 14 (3313-3319). 
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refuge in Nature (the creation of God). This pessimistic outlook, of 

course, goes far beyond the conventional beatus ille of the ancient 

poets. There can be little doubt that Rivas immersed himself in 

Graci&n's world of false appearances, pain and unhappiness, and that 

it was from this source rather than from Calderon that he was to draw 

on to present in his El Desengaflo en un sueflo his world of illusion and 

and hypocrisy, in brief, that of the engafio. But Rivas does not accept 

this interpretation of Man's true nature by any means. Gracian re

mains a source, rather than an inspiration. Whereas Gracian draws no 

distinction between the real world and that of his creation, Rivas is 

careful to avail himself of the stage mechanism of the dream. Though 

this might well explain the course and content of the play, it fails to 

provide us with a satisfactory explanation as to its ending. The simp

lest one would be that this was also the ending found in one of his main 

sources (Gracian) and that he felt it to be more consistent with the 

logical development of the play than a conventional ending on an opti

mistic Christian note. We have already mentioned that Marcolan's 

advice to Lisardo to withdraw from the world stands in sharp contrast 

with Rivas' political activity and life as a family man. One can only 

conclude that Rivas saw his pessimistic ending as developing naturally 

out of the dramatic material or--and this is surely too superficial and 

cynical an answer--he simply tacked on what he considered to be an 
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adequate ending. Such a hypothesis can be emphatically rejected as 

being completely foreign to Rivas1 dramatic approach, and thus the 

ending must be considered in relationship to the play as a whole. In 

the detailed study of his play in the next chapter an attempt will be 

made to view the final scene as a logical outcome derived from the pre

ceding action. 



A STUDY QF GRILLPARZER'S PER TRAUM EIN LEBEN 

AND THE DUKE OF RIVAS' EL DESENGAftO EN UN SUEftO 

The point has now been reached at which a direct study of the 

two plays can be undertaken. Structurally speaking, the plays show 

some marked similarities which evidently formed the basis for 

Farinelli's assumption that more than sheer coincidence was involved. 

An attempt has been made, however, to show that in both cases the 

juxtaposition of life and dreams was a popular theme during the early 

part of the XIX century, and that there were numerous antecedents in 

both literatures (especially in Spanish). In both plays the outer world 

(or what we in our imperceptive way have called reality) forms the 

first and the last scene. The structure and plot of both plays is simple 

and follows a logical course. The setting of the first scene is also 

that later on of the final awakening or desengaflo, though in the case of 

Rivas1 play the audience is constantly made aware of the nature of the 

dream by Marcolan's grotto being placed to one side of the stage and 

by the magician being present throughout the whole course of the action. 

Rivas has made no attempt to disguise or hide the nature of the dream 

sequence which is,, indeed, brought about by the exercise of magic and 

which involves the direct aid of the genios de los amores, de la 

opulencia, del poder and—most important of all—del mal. Lisardo, 

135 
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therefore, is the unsuspecting victim of his father's supernatural 

powers which furthermore dictate the character of the dream world 

which will be presented to him. One of the basic weaknesses of Rivas' 

play (and to a very large extent that of Grillparzer) is the grotesque 

nature of the world that is forced upon the protagonist. It is certainly 

not the plausible world that Segismundo or even Andrenio is called 

upon to face. Neither Lisardo nor Rustan is subjected to a legitimate 

test, and their reaction upon awakening from the horrors of their 

nightmares is perfectly predictable. However, both Grillparzer and 

Rivas emphasize that these are dreams and not necessarily factual 

representations of life in this world, and in their lack of logic and dis

regard for time and space they do indeed correspond with the appar

ent incomprehensibility of the subconscious dream state. The criticism, 

therefore, should not be directed so much against the one-sided pre

sentation of daily life as with the attempt to derive a moral lesson 

from a distorted dream experience. 

Grillparzer's play opens in a conventional setting; not only are 

the countryside and the peasant's cottage represented as being in har

mony with one another but in addition Nature and the warmth of a sum

mer's evening are shown as smiling favorably on Man's honest 

endeavors. This pastoral opening scene later stands in sharp contrast 

to the artificialities and deviousness of the court scenes. The setting 

is far more reminiscent of the earlier pastorals or a direct evocation 
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of J-J. Rousseau or Gessner than anything specifically romantic. 

Mirza's song of domestic happiness reveals her as a static, rather 

than dynamic, symbol; at no point in the play does she initiate any con

flict but instead serves as a constant contrast and commentary on the 

experiences undergone by Rustan during his dream. Rivas has elected 

to forego such scenes of domestic bliss, a procedure which, at the 

same time, eliminates a possible resolution to the conflict within 

Lisardo's mind. At the outset, then, we are faced with a somewhat 

curious situation, inasmuch as Rivas, a man who apparently derived 

great satisfaction from his family, and Grillparzer, the pessimistic 

bachelor, offer us in each case the very solution to the problem that 

might have been expected from the other. 

The transition from the opening scene to that of the dream 

sequence (which in both plays comprises the majority of the four acts) 

reflects the difference in attitude taken by both authors. In Grillpar-

zer's play the protagonist, Rustan, is pictured at first as the typical 

romantic hero at odds with a society that fails to understand his aspira

tions and inner conflicts. He is determined to escape an environment 

with which he has no sympathy and which in turn makes little attempt 

to understand his frustrations. It has frequently been remarked that 

Grillparzer's heroes start well but finish badly, a consequence not so 

much of faulty structure or poor characterization, but rather a direct 
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result of the author's philosophy. * Rustan's entrance has been care

fully prepared and an insight into his problem has been outlined in 

masterly fashion by a lengthy expository conversation between Massud, 

a wealthy landowner, and his daughter, Mirza, who is Rustan's 

betrothed. Grillparzer, unlike Rivas, who has recourse to various 

spirits to achieve the same effect, provides his protagonist with a 

powerful ally in the shape of Zanga, a negro slave. The symbolism, 

of course, is at once apparent—we have already noted it in Voltaire's 

short story--and before long Zanga has assumed the powers of the 

Devil and has gained control of the inner recesses of his master's 

mind. From a structural point of view, this device sharply reduces 

the number of monologues as most of the later conflicts are shown in 

heated debates between Rustan and his undisciplined servant. Even 

before the dream sequence begins it is clear that Zanga exerts undue 

influence over his master's actions. It is not without a certain amount 

of conscious irony that Grillparzer causes Zanga to pronounce the 

Leitmotiv of the whole play, albeit in scorn and designed to produce 

the very opposite effect: 

1. Farinelli, Lope de Vega en Alemania, p. 273. Farinelli 
adds: "Se ha dicho que los heroes de Grillparzer empiezan por leones 
y terminan por corderos. " 
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Bleibt im Land und nahrt Euch redlich! 
2 Auch die Ruhe hat ihr Schones. 

The actual transition from the everyday world to the dream fantasy is 

both natural and logical. Rustan, incited by Zanga's innuendos regard

ing his master's courage and especially by his recital of the chance 

meeting between himself and the daughter of the Duke of Samarkand, 

is merely further irritated by his father's admonition that he stay 

home. Towards the end of the scene, Rustan can no longer restrain 

his impulse to leave, and fully aroused, shouts 

Seht, mich duldet's hier nicht langer. 
Diese Ruhe, diese Stille, 
Lastend driickt sie meine Brust. 
Ich muss fort, ich muss hinaus. . . 

Already an antithesis between the passivity of the home and the dyna

mism of the outside world has been established, and it is this conflict 

that forms the basis of the whole play. With considerable difficulty, 

Rustan is persuaded to postpone his leavetaking until the next morning 

and prepares to settle down for the night. In the twilight he listens to 

the warnings of the strummer as he plays his harp, a romantic motif 

that owes its origin to the mysterious Harper in Wilhelm Meister. 

Rustan fails to heed the strummer's caution as to the transitory nature 

of material things and sinks into a deep slumber. In marked contrast 

to Rivas' elaborate stage instructions, the scene changes through the 

2. Per Traum ein Leben, Act I, Scene 1. 
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raising of the back curtain to reveal the mountain landscape which 

forms the first part of the dream. The two torchbearers who mys

teriously enter each symbolizes the division within Rustan, one by 

wearing a brown costume (representing the drabness of home life) and 

the other dressed in a colored costume (symbolizing his coming dream 

experience). Thus begins the actual dream. 

In Rivas' drama there is a marked difference as to what pre

cisely constitutes the dream. As we have just seen, Rustan's dream 

is essentially a creation of his own vivid imagination, the logical con

tinuation of his worldly aspirations, that is, a fantasy world created 

from within. In the Desengano en un suefio the dream world is pro

jected from without, being entirely the result of Marcolan's conjura

tions. Thus, Rivas is able to dispense with the lengthy introductory 

scene, but only at the cost of psychological verisimilitude. What is 

lacking above all is a convincing dramatic motivation; Rivas1 protago

nist is too much the innocent victim rather than the author of his sub

sequent misfortunes. Though Lisardo may thus elicit the sympathy of 

the reader, it is hardly likely that the latter will identify himself with 

the tribulations that Lisardo is forced to undergo. From the very 

beginning of Rivas' play the purely outward effects take precedence 

over any real depth of character. According to Farinelli, when com

posing El desengaflo en un suefio Rivas 
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. . . obedecia entonces a un capricho de creacion [y] 
no a un impulso natural, a una necesidad del alma, 
a una fe o creencia en la virtud educadora de los 
suefios. Le subyugaba lo fantastico, lo extraordi-
nario, el precipitarse de los acontecimientos en la 
escena, el colorido vivo, intenso, como el de un 
fresco de rapidas sombras y de instantaneas vibra-
ciones luminosas. ® 

To effect the transition between the day world and the night of 

fantasy Rivas chose a device hallowed by long tradition, that of the 

magic spell. Immediately the spectator is aware that Rivas' work-is 

essentially a comedia de magia and that sensational stage effects will 

take precedence over any deeper analysis of character or motivation. 

Lisardo, like Segismundo, is completely cut off from the outside 

world, but unlike his famous predecessor is more in a state of deep 

dejection rather than revolt: 

Y aqui atado y cautivo, 
Aqui como cobarde, 
Apenas se si vivo, 
puesto que el mundo ignora 
que en el Lisardo mora. ̂  

It is only when he is about to commit suicide that Marcolan hastily 

intervenes and sets the dream sequence in motion. This opening scene 

is a long way removed from the Prolog im Himmel of Faust where 

there is a real question as to whether the spirit of good or evil will 

3. Farinelli, Divagaciones, p. 213. 

4. Angel de Saavedra, Duque de Rivas, El desengaflo en un 
suefxo, Act I, Scene 1. 
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prevail in Faust's soul.With Rivas, there is never the slightest doubt 

that Marcolan will emerge triumphant: 

Ahora desengafios suefie 
que ponga fin a su afan. ® 

Philosophically, the basic premise of the whole play is seen to be anti-

romantic inasmuch as Marcolan, the man of books and theoretical 

learning (symbolizing the spirit of the XVIII century) succeeds in en

forcing his will over Lisardo, the man who wishes to sally forth into 

the world and learn by actual experience. 

Both of the plays under discussion follow a strict linear de

velopment, an organic plot of cause and immediate effect. This clas

sical preference is moreover emphasized by the absence of any sec

ondary or sub-plot. This causal construction (rather than a loose 

episodic structure) underlines the didactic nature of both plays. Both 

dreams, in fact, have something of the preacher's sermon or school

master's lecture about them, and the final recantations of the protago

nists have an abject quality that is distasteful through the logical 

remorselessness by which they were brought about. For this reason, 

the freer, episodic framework of the various versions of Don Juan and 

Faust seem to me to be more natural and less insistent on pointing 

out the moral lesson throughout the length of the play (though certainly 

5. Ibid. 
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the protagonists are not spared in the final scene). Due largely to the 

absence of a sub-plot, both Lisardo and Rustan occupy the stage 

throughout the dream scenes, with the result that the sole relief af

forded them is through the unsatisfactory expedient of introducing 

various diversions and trick devices (this is especially true in the 

Desengaflo). In Grillparzer's work this one-sidedness has in part 

been allayed by the frequent presence of Zanga, a sort of malevolent 

Sancho Panza in his combination of evil influence and folk character, 

but in the Desengaflo Lisardo is mercilessly thrust into the spotlight 

during the entire length of the play. It was the supposed great diffi

culty of acting such a demanding role, as well as the tremendous de

mands made on the stage machinery, that resulted in the play's never 

being performed during the Duke's lifetime. Although the following 

remarks by Van Tieghem are primarily directed at early romanticism, 

nevertheless in the main they are also relevant to Rivas' play: 

L'abime etait trop profond, surtout au debut, qui 
separait l'ideal dramatique des romantiques et les 
possibilites sceniques de leur temps; c'est que leurs 
evocations d'un passe legendaire, leurs visions 
prophetiques d'avenir, leurs sujets demesures, leurs 
reves fantastiques, leurs symboles, leurs confessions 
sentimentales, leurs tirades enflammees, leurs sanglots 
ou leur ironie, se pretaient mal a etre [portes a la 
scfene].6 

6. Van Tieghem, Le romantisme dans la litterature 
europeenne, p. 446. 

F 
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In both plays there is an abundance of popular elements: The 

incident of the snake pursuing, the King was in all probability taken 

from the Zauberflote; in both cases the incident initiates the main 

action. The episode of the terrified Zanga hiding in. the tree is re

miniscent of a similar incident in Guillen de Castro's Mocedades del 

Cid in which the shepherd follows the course of the battle from his 

high perch. Many of Zanga's observations are couched in popular 

language, full of references to the market and everyday life ("jetzt, 

da unsre Bohnen bliihn"!). In a similar fashion to Sancho Panza, 

Zanga is full of quick answers and quips, and his repertoire of folk 

proverbs is only exceeded by his illustrious Spanish predecessorlsj In 

fact, the leavetaking of Rustan and Zanga (a name that might well owe 

its origin to Sancho) from Mirza to embark on a series of fanciful ad

ventures no doubt is indebted in part to the Quijote. 

Another popular element--in spite of its literary antecedents --

was that of the German Bildungsroman. This in turn had. been consid

erably influenced by the Spanish picaresque novels which had provided 

the original idea of the hero sallying forth into the world and learning 

by his mistakes and experiences. However, there is no reason to be

lieve that Grillparzer was solely dependent on Spanish sources as there 

is no lack of examples in German literature of similar themes. Men

tion need only be made of Parzifal, Simplicissimus and Wilhelm 

Meister to show that the theme was a popular one. Werner Friederich 
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suggests that Grillparzer's play might in fact be considered a dramat

ic Bildungsroman and points out its characteristic features which 

leads him to this conclusion: 

This genre is typically German in its emphasis upon 
the subjective quest of the hero for a philosophy of 
life and upon the psychological crises and personal 
experiences of the hero alone. In its lyrical sub
jectivity the Bildungsroman violates the supposedly 
objective and epic character of the average novel and 
does not delineate a broad canvas of human society 
as we find, for example, in the Spanish picaresque 
novel or in the works of Balzac or Zola. ^ 

If Voltaire, Calderon and Lope de Vega (Con su pan se lo coma) gave 

Grillparzer the central idea and framework for Per Traum ein Leben, 

my own belief is that it is the spirit of the Bildungsroman that per

vades much of the play. In 1796 appeared Goethe's Wilhelm Meisters 

Lehrjahre which combined the didactic novel of the XVIII century with 

the autobiographical novel of the romantics. This novel has no real 

parallel in Spanish literature, even though in large part it itself is in

debted to earlier Spanish models. Wilhelm Meister is a novel that 

deals with theatrical life (it includes the famous discussion of Hamlet 

during a production of the play) and the fortunes of the wandering com

pany are reflected in the aspirations of the hero. As in both Rivas' 

and Grillparzer's plays (and, of course in the second part of the 

7. Friederich, p. 275. 
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Quijote) the artificial life in a castle--that of Lothario--is presented 

as a microcosm of the world's vanities. Rustan's unheroic behavior 

as a lover closely follows the dubious example set by Wilhelm in 

Goethe's novel. The marked similarity between the Harper and Grill -

parzer's Klimprer (the Strummer) has already been remarked upon, 

though the latter remains a shadowy background character and is not 

developed to the extent of his predecessor. 

Whatever his indebtedness to other sources, Grillparzer has 

stamped his play with his own genius. The disparate material has 

been welded into a unified whole which gives the play a structural 

strength noticeably lacking in Rivas' work. Rustan is overwhelmed at 

his sudden freedom, and to all outward appearances resembles a dyna

mic romantic hero who has at last freed himself of his restrictive 

shackles: 

Nicht mehr in dem Qualm der Hutte, 
Eingeengt durch Wort und Sorge, 
Durch Gebote, durch Verbote; 
Frei, mein eigner Herr und Konig! 8 

This conscious irony on Grillparzer's part is a subcurrent that runs 

the course of the whole play. Outwardly the romantic figure uncon

cerned at the misfortunes that his actions will cause others, Rustan 

in fact is a dramatic projection of his creator's own feelings and 

8. Der Traum ein Leben, Act II, Scene 1. 
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personality. Furthermore, he is a prisoner of his darker self, sym

bolized by Zanga's insidious suggestions and specious arguments. 

Zanga plays on Rustan's weaknesses and in fact is the one who makes 

the real decisions: when Rustan hesitates to tell Gulnare the lie that 

it was he who slew the snake, thus saving her father's life, it is Zanga 

who precipitates the decisive turning point by speaking on behalf of his 

master. Until the final desengaifio, Zanga, far from being in opposi

tion to his master, is in fact his perfect complement, his subconscious 

self, that part which in the light of day he would steadfastly refuse to 

acknowledge. Rustan is fundamentally a weakling, an impulsive char

acter, a dreamer who seeks to avoid conflict but who in cowardly 

fashion is prepared to benefit from the dastardly deeds of others pro 

vided that he himself is not directly involved. The duality of his 

nature, far from being a specifically romantic trait, is more that of 

the man of high aspirations whose lack of willpower and decisiveness 

provide the inevitable disillusionment when finally his dream world 

collapses. Naumann has well stated the case as presented by Grill -

parzer: 

Rustan wird von alien Lebenswiinschen versucht. Das 
Selbstbild des Schwachlings, der alles erringen mochte 
und doch im Grunde es nicht vermag, ist von Grillparzer 
objektiviert in Der Traum ein Leben. Rustan, der mass-
lose Traumer und Schwachling im Handeln, wird vorange-
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trieben von einem dunklen Prinzip, dem Sklaven Zanga, 
der ihm zufliistert. ̂  

The principal merit of Grillparzer's presentation is that, unlike the 

case of Rivas1 Lisardo, Rustan is not the victim of a terrifying dream 

but rather its initiator. His true character is revealed for the first 

time,- and consequently his dream becomes life for him in a very real 

sense. It is precisely this quality of psychological penetration that 

makes Grillparzer a modern writer and no mere romantic author in a 

narrow chronological sense. 

The nature of Lisardo's dream experience in El Desengaflo en 

un suefio has already been touched upon. More than any recognizable 

dream, it is a fantastic nightmare that terrifies the victim enmeshed 

in snares prepared for him on all sides. In contrast to the darker side 

of Rustan that is revealed to us, Lisardo's is essentially an innocent 

nature, a character of one dimension. The four voces de amor, 

opulencia, poder y mal are seen as conflicting advisors, each jockey

ing to achieve a dominating position. Lisardo is bewildered by a 

series of promises, warnings, deceptions and intrigues, which is fur

ther complicated by the fact that throughout his dream he is constantly 

aware of his previous existence. Unlike Rustan, who as a conquering 

general may perhaps be compared to the victorious Macbeth, Lisardo 

9. Naumann, p. 35. 
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becomes ruler without fighting or even without, having to resort to 

open treachery. However, the very facility of his acquiring power and 

his desire for material wealth form the basis for the inevitable awaken

ing. Lisardo is never given the power of free will and is relentlessly 

swept onward by forces he cannot control and which he is not even 

aware of. His dream, symbolized by the four voices, has a logical 

progression that suits the didactic purpose of much of the play. The 

voice of love gives way to that of wealth, which in turn succumbs to 

power and thence to evil. The corrupting influence of the pala.ce and 

the flattery of Fineo cause Lisardo's dream marriage to be undermined 

by jealousy which in turn causes a spiritual decay. The steady pro

gress towards self-destruction is apparently halted on several occa

sions and indeed it even appears that Lisardo has found a certain 

equilibrium when he announces after his reconciliation with Zora: 

Todos mis afanes se han cumplido. 
No hay mortal mas feliz que yo en la Tierra. 10 

It is at this point of seeming felicity that Fate (or pure Chance as 

Peers probably would have it) takes over in the alluring form of the 

Queen. From the trapdoor beneath the stage floats up the voice of the 

Genio del Mai: 

Piensa el camino en que estas. 
Lisardo, en el mundo hay mas. 

10. El desengafio en un sueflo, Act II, Scene 2. 
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As has been noted in Grillparzer's play, this voice is intended to re

present the duality of purpose within the protagonist. In Rivas' play 

the effect is weakened for two main reasons. The main drawback is 

that the audience, having become accustomed to a series of ingenious 

stage effects, in all probability will be prepared to dismiss this as 

merely another example. The second defect is far more serious. 

Whereas in Grillparzer's play (as in Faust) there takes place a mean

ingful debate on stage, in the case of Rivas' play the effect is that of a 

fiat from some power that is beyond Lisardo's comprehension. It is 

no wonder, therefore, that far from being the Faustian figure of roman

tic drama, aspiring to greater heights, he is reduced to the level of a 

bewildered sleepwalker who fluctuates between impossible ambitions 

and degrading penitence. Denied free will and at the mercy of con

flicting spirits, he can only explain his confused predicament by 

grasping at the same evasive outlet as Segismundo and Wallenstein: 

Pobre Lisardo, nacido 
bajo estrella tan impia. H 

Thus, Lisardo's final despair and renunciation is less the result of an 

objective and impartial trial than that of exhaustion and total lack of 

comprehension. Valbuena Prat has pointed out this negative aspect of 

the play: 

11. Ibid., Act I, Scene 1. 
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La problematica de la vida--el amor, la ambicion, el 
mando, la intriga, el crimen; los anhelos insaciables, 
las traiciones, la felicidad que siempre huye--han 
pasado ante los ojos y el corazon del soriador Lisardo, 
y la consecuencia es que no vale la pena luchar por la 
vida. Lisardo se queda, a gusto,, fuera del mundo y de 
la sociedad. Es un S egis mundo al reves; la leccion del 
suefto le lleva a la plena renuncia, y su despertar es el 
unico consuelo. Despertar para vivir, solo, sin lucha, 
sin los demas hombres. En la escena, un leve amane-
cer tifie de rosa los pefiascos y el mar. ̂  

It is to Rivas' credit that Lisardo never remains a static por

trayal. Rather than a development of character in any deeper sense, 

there is a progression of outward action on a causal basis. Lisardo's 

love for Zora is undermined as quickly as it grew. His judgments are 

superficial and hasty, and his petulance on being delayed in achieving 

his immediate aims is rather that of the spoiled child than that of the 

romantic hero. He is an easy prey to more powerful influences, and 

in fact repeats the very words that the Genio del mal had whispered to 

him: 

Si, me encantan, Zora mia. . . 
Pero hay en el mundo mas. 
Hay mas, si. Lo anhelo todo 
para ti solo, mi amor; 
pues fuera duro rigor 
vivir siempre de este modo. 

Con toda el alma to adoro; 
pero hay en el mundo mas. 13 

12. Valbuena Prat, p. 496. 

13. El desengaflo en un sueflo, Act I, Scene 2. 
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In Rivas1 play Zora is essentially the same foil that Mirza is to 

Rustan in Grillparzer's work. Neither Zora nor Mirza has. any real 

character of her own; in both cases they are merely the embodiment 

of domestic virtues, a sanctuary to which both men can return. Both 

represent stable elements contrasted with the violent course to which 

the protagonists are subjected. To a large extent both plays revolve 

around the principal character, relegating the other personages to 

minor supporting roles. These are dream figures in every sense, 

shadowy creations that enter and leave without making any impression. 

In Grillparzer's play both Rustan and Zanga are finely drawn char

acters who together offer a credible entity and considerable psycho

logical insight; what is lacking in the Desengafio en un sueno is any 

depth of characterization, any penetration beneath the surface. Instead, 

the spectator is offered a rapid succession of colorful scenes and in

genious stage tricks which finally begin to repeat themselves. 

The actual course of the dream in both plays is very similar. 

Both Rustan and Lisardo reach the pinnacle of power and outward suc

cess--in both cases a royal marriage--within a very short space of 

time, further reduced by the rapidity of the dream. Rustan's good 

fortune is based on a single lie, namely, that it was he who killed the 

snake, rather than the Man on the Rock (Der Mann von Felsen). This 

nameless figure represents Rustan's conscience, and by killing him 

later in unfair combat (with Zanga's help) he does away with restraint 
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and commits himself to the precarious course of the giddy gambler. 

The prize is Giilnare, the King's daughter, a ready stepping-stone to 

the throne and the exercise of regal power. Yet in spite of having.rid 

himself of the inhibiting influence of his conscience, Rustan still suf

fers self-doubt and the torments of the coward. He is acutely aware 

that nothing that he has achieved has truly been of his own doing and 

that he is indebted to Zanga and the King. He realizes that he has ad

vanced beyond his depth and would fain return to the familiar world of 

home and hearth: 

Oh, hatt1 ich - o hatt1 ich nimmer 
Dich verlassen, heimisch Dach, 
Und den Taumelpfad betreten, 
Dem sich Sorgen winden nach. 14 

At this point in Rivas1 drama there is little doubt that the Genio del 

mal would have asserted himself from beneath the stage. Grillparzer's 

method is more subtle and better motivated. It is Zanga who plants 

the seed of doubt in his master's mind, but his familiarity with Rus

tan's vacillating spirit enables him to steal away, confident that his 

master when left alone will be seized by the thought of the wealth and 

power so close at hand. Furthermore, by lying to the King, Rustan 

has committed himself to a course of action from which there is no 

retreat. Even the imploring vision of Mirza (a dream within the 

14. Per Traum ein Leben, Act II, Scene 1. 
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original dream) and the terrifying Banquo-like apparition of the Man on 

the Rock fail to dissuade Rustan from his headlong course. He now 

becomes enmeshed in his own fabric of lies, each new one a vain 

attempt to bolster the transparency of the previous one, until finally 

in despair he resolves to cut the Gordian knot of his own creation by 

dying in battle or killing himself. Finding himself insulted by Zanga 

(a reproach from his subconscious), Rustan acquires a Macbeth-like 

courage which previously had been so notably absent. Finally, even 

Gtilnare turns against him, and Rustan finds himself confronted by the 

King's army, intent on dispatching him without delay. This, of course, 

is the point where the dream breaks off; Rustan, fighting a desperate 

rear-guard action on the bridge, sees his dream world collapse into 

the torrent beneath, only to wake up in familiar surroundings. Day 

breaks, and with the first light the world of reason and reality reas

serts itself. 

The action of Rivas1 play follows a similar outward action, but 

there is a noticeable shift of emphasis. Unlike Rustan, whose final 

acts of courage are motivated by desperation, Lisardo cuts a valiant 

figure from beginning to end. Unlike Rustan, Lisardo is not generally 

given to introspection or irresolution; his many asides are an obvious 

theatrical device that furthers or explains an action but which fails to 

reveal the inner self. Thus, we are often presented with the final re

sult rather than the motivation, for with but few exceptions the 
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outward action is too rapid for any real psychological development. 

Lisardo is ambitious, and is prepared to resort to hypocrisy and 

flattery to achieve his ends. Nor is he totally lacking in guile as his 

cajolery in winning over Arbolan, his only possible rival for power, to 

become his unconscious accomplice, amply proves. It is in no small 

measure due to his uncomplicated nature that he can recognize the 

steps required to achieve true power. In this he is aided by good 

fortune and by his inability to perceive that others are capable of mak

ing use of him in the same way that he exploits men like Arbolan. 

Thus, for a brief time it suits the purposes of the Queen--a figure 

very reminiscent of Lady Macbeth--to make use of Lisardo to free her 

kingdom and take him as her lover for good measure. Beside her 

Shakespearean ancestress, the Queen is a very pale figure indeed: 

Aguarda, joven heroico; 
pues cuento ya con tu brazo, 
voy a preparar el golpe, 
a sosegar el palacio, 
a adormecer a las guardias, 
a alejar los cortesanos, 
y tornare en busca tuya. 15 

Rivas has transferred the "out, damned spot" device from the Queen 

to Lisardo himself in an attempt to concentrate the action on the pro

tagonist. Though it is easy enough to imitate the same means as used 

15. El desengaflo en un sueflo, Act III, Scene 1. 
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by a genius, it is well nigh impossible to infuse the same spirit or 

psychological insight into one's own characters. This is the great 

weakness of Rivas' pastiche; it is none too difficult to gain an under

standing into the methods used by a Calderon or a Shakespeare, but 

the essential genius of the original successfully eludes all would-be 

imitators. 

Having finally acquired the throne, Lisardo at last falls prey 

to his own fears. In a penetrating self-examination (one of the few oc

casions in the play that offers a real study of character) Lisardo con

cludes that he himself has achieved nothing, that he owes all to others, 

especially the Queen. He is not obeyed or admired for his personal 

worth but merely because he has succeeded in acquiring the outward 

symbols of authority. He is confused between choosing the outer sym

bol of rank (the Queen) which he suspects to be transitory, or the 

reality of true worth, however unexciting, in the commonsense, prac-

tical figure of Zora. However, compared to Grillparzer's Mirza, Zora 

is even more of a dream figure without substance. In his bewilder

ment and desperate anxiety to grasp reality in this world of moving 

shadows, Lisardo blames his "destino impio, " a romantic device which 

fails to convince either Lisardo himself or the spectator. In sheer 

desperation he contrives another interpretation to account for his 

predicament: 
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^Por que no naci rey. . . ? Advenedizo 
tal vez con risa de desden me llaman 
alia en su corazon los que me aclaman. . . 
jY su aplauso mi orgullo satisfizo! 
El mortal, jay de mi!, mas desdichado 
soy que cobija con su manto el cielo, 
corriendo de un anhelo en otro anhelo 
a una sima sin fondo despenado. 

Lisardo's worst suspicions are confirmed when he overhears the 

peasants and soldiers describe him as an opportunist and regicide, an 

upstart devoid of the innate qualities of a king. Through the gift of the 

witch's magic ring, Lisardo can make himself invisible at will (in 

Grillparzer's play there is a parallel episode in the potion of the Old 

Lady) but this apparent asset only serves to inform him of his Queen's 

treachery and planned attempt to poison him (the details are very 

similar to the final scenes of Hamlet, except that the Queen is here 

portrayed as ordering the glass to be poisoned). Lisardo imagines 

that he must be dreaming within his dream, that he is the victim of 

some diabolical scheme in which he is the non-comprehending victim. 

The dream has turned into a nightmare, order into confusion, the 

rational world into an illogical labyrinth: 

^En donde estoy? Estalla mi cabeza; 
va a reventar mi destrozado pecho. 
Me enganaron, sin duda, mis oidos. 
Una ilusion fue to do del infierno. 

16. Ibid., Act III, Scene 2. 
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! Que horror, que horror! Oh detestable mundo! 
Yo te maldigo, si; yo te detesto. (Pausa) 
Mas ^que pronuncio sin temblar? ;Ay triste! 
^Lo que yo mismo soy olvidar puedo ? 
Un asesino soy. . . -,un asesino! 
^Es de los hombres el Destino horrendo 
el de ser criminales ? .... jlnfelices!. . . 
jMisera condicion en que nacemos!^ 

These Calderonian sentiments also find a direct echo in Grill-

parzer's portrayal of Rustan's inability to find any logical explanation 

in a world collapsing around him. Both Lisardo and Rustan ascribe 

their predicament to the loss of reason and the increasing, assertion of 

the darker powers within them. The rational man has broken down 

completely and has been replaced by a creature who is a stranger to 

himself, bordering on madness. Rustan still vainly attempts to give 

the irrational a rational explanation: 

Es ist nichts Wirklichs, sag ich. 
Truggestalten, Nachtgebilde; 
Krankenwahnwitz, willst du lieber, 
Und wir sehen's, weil im Fieber. 

The final scenes of the Desengafio follow closely those of Per 

Traum ein Leben. Lisardo, in spite of the prior knowledge afforded 

him by the magic ring, finds himself powerless to thwart the intrigues 

of his Queen and Arbolan, and soon finds the Captain of the Guard and 

the whole populace turned against him. Through the theatrical device 

17. Ibid., Act III, Scene 4. 

18. Der Traum ein Leben, Act IV, Scene 1. 
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of the witch's magic ring, Rivas is enabled to delay the denouement 

and thus dwell on the moral of the play in some detail (it should be 

noted that the play is dedicated to his son). Lisardo suddenly assumes 

the mantle of a Hamlet-like figure and returns to the garden where he 

had originally met Zora. The scene of Zora's burial and the conversa

tion with the gravedigger is taken from Shakespeare (in his study Peers 

19 
has reproduced the parallel scenes) but in Rivas' play there is a 

change of emphasis. Externally Rivas follows the scene from Hamlet 

in its main features, but the underlying spirit and theme is rather that 

of a Villon or a forerunner of Proust. In vain Lisardo attempts to 

capture the happiness of yesterday, of the scene and love vaguely re

membered in his dream. In some of the most beautiful verse in a 

work of great lyrical expression, Rivas has succeeded in clothing a 

commonplace thought in impressive poetry: 

^Acaso nunca el hombre la ventura 
recupera perdida, 
y vano es su afanar cuando procura 
felice ser dos veces en la vida?. . . ̂ 0 

But even this illusion is in turn destined to be shattered. Already de

prived of his wife, Lisardo sees his material goods destroyed and his 

hopes borne away by the wind. In the prison scene which finally 

19. Peers, Rivas, A Critical Study, pp. 538 ff. 

20. El desengafio en un sueflo, Act IV, Scene 1. 
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brings the dream to a close (and which in all probability was strongly 

influenced by the famous scenes.in Faust and in Segismundo's tower), 

Lisardo reflects on the fleeting reputation that was accorded him by 

the treacherous world. Already anticipating his father's final exhorta

tion, Lisardo ends on a note of Byronic misanthropy. Like his prede

cessor, Don Alvaro, Lisardo is determined to flee the world: 

j Ah!. . . . Por vida rnia, 
que el mundo no me veria 

91 cual estoy, segunda vez. x 

The final horror of the dream far exceeds anything that Grillparzer 

has to offer us. From his prison window Lisardo sees the gallows 

being set up, surrounded by hellfire and the black figures of devils and 

serpents. From this Dantesque scene the play quickly speeds to its 

logical conclusion; Lisardo awakes, and still suffering from severe 

traumatic shock, eagerly grasps at his father's suggestion that he re

main on the island and voluntarily cut himself off from society. One 

is forced to ask oneself what purpose has been served by this negative, 

one-sided presentation of the world. And what does Marcolan have to 

offer his son in the future? Gonzalez Ruiz has correctly remarked: 

El drama de Rivas es, en el fondo, de un pesimismo, 
desolador, mas desolador acaso porque produce la 
tristeza del hombre a quien se ve naufragar a la 
vista del puerto. Mas triste y mas tragico que no 
conocer nunca la verdad, es llegar al mismo borde 

21. Ibid., Act IV, Scene 2. 
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de la verdad sin ser capaz de haberla conocido. La 
felicidad esta en uno mismo, como hemos dicbo ya; 
pero no en uno mismo aislado, refugiado del mundo 
en una isla, sino en uno mismo en relacion con el 
mundo, en lucha con el, y obteniendo la victoria 
sobre el. ̂  

22. Nicolas Gonzalez Ruiz, El Duque de Rivas o La fuerza 
del sino, (Madrid: Ediciones Aspas, S.A. 1943), p. 260. 



CONCLUSION 

Having discussed both plays at some length, the question 

arises as to what extent either (or both) of them may be regarded as 

romantic works.in Schlegel's special sense of the term. Of greater 

difficulty is the question whether any direct influence on the part of 

Schlegel may be detected in either work. The problem is consider

ably complicated by the pseudo-philosophical and symbolical treatment 

of the dream theme. The outer aspects of both plays would argue in 

favor of their being considered romantic works: in both cases the 

protagonist is afflicted by a romantic Weltschmerz, an inability to 

reconcile himself with the prosaic requirements of society. Both 

Rustan and Lisardo imagine that some compelling force within them 

will enable them to rise above their fellow men, and in their deter

mination to acquire power, no matter what the cost to their friends 

and associates, they reveal the Dionysian drive and aspirations so 

admired by the earlier German romantics. But this is only to present 

one side of the picture. In both cases the hero is built up to giddy 

heights, only to be dragged down relentlessly. Far from being the 

dynamic Prometheus or Faust-like figure, Lisardo and Rustan are 

little more than puppets used by their creators to illustrate a pro

position which is the very opposite. It has already been remarked on 
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that both plays reveal marked XVIII century didactic tendencies. 

While this is true, it is equally pertinent to point out the decidedly 

passive, or Apollonian, aspects of these two works. Through'the 

fiction of a dream, Grillparzer and Rivas have been able to give the 

appearance of having combined the dynamic and more passive expres

sion of romanticism. This, of course, is not true in the final consid

eration, because ultimately the dream itself is as much a theatrical 

devifce as any trapdoor or system of hidden lighting. Grillparzer, 

especially, shows the Dionysian aspirations of his hero to be nothing 

more than a deception, the engano of a dream, and Rivas in a less 

heartfelt manner proves that Man's reach should remain within his 

grasp or else his world will be founded on nothing more than the sub

stance of a dream. This, of course, is the preparation for the 

desengafio which comes with the light of day. This disillusionment 

stands in direct proportion to the intensity of the deception of the 

senses experienced in the dream, "la cura de toda loca audacia 

mediante el sueno. 

In Per Traum ein Leben appearance and reality (Schein und 

Sein) are so closely interwoven as to become virtually indistinguish

able. Time loses all terrestrial meaning and distance is yet another 

illusion that betrays the senses. Throughout the play there is a 

1. Farinelli, Divagaciones, p. 216. 
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constant duality between deception of the senses through, illusions, 

magic, distortions and sudden changes, and an insight into truth gained 

by bitter experience. Finally, when the dreamer awakes, he is lit

erally dis-illusioned, that is, rational judgment once more can reas

sert itself without being subjected to the distortions of the subcon

scious. Grillparzer's conclusion is deeply pessimistic. Any higher 

aspiration is represented as self-deception and only of any value inas

much as it may possibly bring some insight and experience. Rustan's 

actions, in fact, are not even his own, he is only deluding himself if 

he fondly imagines that they ever took place. The only meaningful 

reality (and this is emphasized throughout the play in the interposed 

tableaux, in which Mirza and her father appear in scenes of domestic 

happiness contrasted with the artificial palace life) lies in recognizing 

one's limitations. This anti-Faustian attitude is the predominant theme 

throughout the play as shown in the advice Massud gives his son in the 

final scene: 

Doch vergiss es nicht: Die Traume, 
Sie erschaffen nicht die Wunsche, 
Die vorhandnen wecken sie; 
Und was jetzt verscheucht der Morgen, 
Lag als Keim in dir verborgen; 
Hute dich, so will ich auch. 

Though both plays emphasize the fact that one cannot recreate and re

live the past (as Lisardo tries to do in the second garden scene) yet in 

both plays (as in Calderon's La vida es suefio) the protagonist is 
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offered a second chance in life provided that he has drawn the correct 

conclusion from his dream experience. Neither Rustan nor Lisardo 

(or Segismundo) is held responsible for his actions during the dream 

which serves the idea of "know thyself; his real responsibility is to 

recognize the true nature of life and thereby gain insight into his own 

character. The desengafio therefore is a second opportunity given the 

protagonist through having experienced the first one as a dream. At 

this point it would be well to show a fundamental difference between 

Calderon and his two successors. Already in 1811 Grillparzer had 

read Calderon's Devocion de la Cruz in Schlegel's translation as 

Andacht zum Kreuz. In this play free will and grace together defeat 

the forces of Fate. Moreover, one of the characters (Alberto) comes 

to a conclusion that no doubt impressed Grillparzer greatly: 

Los laureles deje, deje las palmas 
Y huyendo sus engafios, 
Vengo a buscar seguros desenganos 
En estas soledades, O 
Donde viven desnudas las verdades. 

In La vida es sueno Fate (the interpretation of the stars) produces the 

external events which form the dream world, but Segismundo is able 

to disassociate himself from these happenings. This is a much fairer 

presentation of the case than that of either Grillparzer or Rivas who, 

2. Calderon de la Barca, La devocion de la Cruz, Jornada II, 
Scene 2. 
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in denying freedom of will, are in fact equating life with Fate. This 

preordained and pessimistic outlook is non-Christian, whatever the 

personal religious views of the author might have been. Thus, if in 

Schlegel's view Spanish romanticism was essentially a continuation of 

the spirit of Calderon's theater (and not merely the imitation of ex

ternals such as varied rhyme schemes and exotic settings), it is clear 

that both Grillparzer, a lifetime admirer of the Spanish Golden Age, 

and Rivas have followed new paths. 

In their use of allegory—perhaps the single aspect of Calde

ron's theater that won universal praise among the German romantics 

there is again a shift in emphasis. In Calderon, Man is always re

presented as the highest creation of God, and is thus endowed with 

free will with which to battle the forces hostile to him. Thus allegory 

serves the purpose of a framework, a symbolic complement to the 

main action but without detracting from the development of character. 

In the case of Rivas, especially, the whole play is relegated to an 

allegory which is further complicated as it itself is contained within an 

allegorical dream world. Pifleyro remarks: 

El desengafio en un suefio, a pesar de su titulo de drama 
fantastico, carece de accion; es una doble alegoria, cuyo 
objeto y alcance conoce el espectador desde el primer 
momento y que no puede por consiguiente interesarlo. 
Su radical inverosimilitud va mas alia de lo que a la 
imaginacion es permitido corregir o completar. . . . 
Los personajes no son seres vivos, sus palabras y 
movimientos son como de munecas, de titeres vestidos 
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de rey, de reina, de ministro, etc. agitandose sobre 
un retablo. . . . Aqui todo es alegorico, frio, vano; 
no hay Margarita, que sufre de veras y cae palpitante 
de dolor sobre el suelo del calabozo; no hay Manfredo 
henchido de orgullo, devorado por remordimientos, 
que desafia impasible en la hora de la muerte el poder 
del cielo y del infierno. 3 

This weakness, in part derives from the pastiche nature of Rivas' play 

as a whole. Many of the symbols are borrowed secondhand and are 

sadly out of place or even irrelevant in a setting which itself has been 

taken from another work. Thus the witch, far from representing 

supernatural powers and reflecting the struggle between good and evil, 

as, for example, the figure of Fabia in Lope's Caballero de Olmedo, 

merely becomes yet another stage device. The magic ring is merely 

a device to further the action and thus is reduced to the mechanical 

level of the ever-present trapdoor. The allegory of the rustic garden, 

reflecting the temptations of the Garden of Eden, is central to the 

action but wanting in dramatic effectiveness due to Lisardo's lack of 

free will. Similarly, the Voces de seres invisibles, those of the genio 

de los amores, de la opulencia, del poder, and del mal, are deprived 

of any meaningful dramatic purpose because of any ability on the part 

of Lisardo to refute them. Thus, there is no comparable scene to that 

in El magico prodigioso, which so impressed Schlegel, in which 

3. Enrique Pineyro, El romanticismo en Espafia, (Paris: 
Garnier Hermanos, Libreros Editores, 1904), pp. 86, 88. 
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Justina, through the exercise of free will,, is able to withstand the 

advances of the Devil. In this play the desengario (Cipriano's discov

ery of his loved one in the form of a skeleton) resolves itself in a 

positive manner, in sharp contrast to the plays we have been studying. 

The irony in Calderon's play is that death offers a more penetrating 

insight into the significance of life than the negative solution propound

ed by Grillparzer and Rivas. In connection with Cipriano's martyrdom, 

Del Rio makes the observation: 

Desengafiado, se convierte y recibe el martirio junta-
mente con la que fue objeto de su amor. El desengafio--
experiencia de la vida~~y, tras el desengafio, la razon 
le han ensefiado el camino de la verdad. 4 

El magico prodigioso, together with La devocion de la Cruz, 

exemplifies Schlegel's concept of a national expression steeped in the 

Christian tradition as forming the basis of a continuous romanticism. 

As in the case of Faust (which has certain outward points in common 

with El magico prodigioso, even though lacking a specifically Christian 

basis and offering a totally different concept of the desengano) the 

romantic feelings must come from within and cannot be grafted on to 

the work. Thus, the abandonment of the famous unities (already 

nothing new at the beginning of the XIX century, especially in Spain, 

4. Angel del Rio, Historia de la literatura espafiola. En dos 
tomos, (New York: Holt, Rinehart and Winston, 1963), I, p. 442. 
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and without any real relevance in a play based on a dream), the imita

tion of many of Shakespeare's features, the detailed stage directions, 

the striving after "romantic" effects such as violent storms and placid 

daybreaks to denote some mystical bond between Nature and Man--

these in themselves do not enter into any discussion of romanticism 

in Schlegelian terms. What in all probability would have won Schle-

gel's approval in Grillparzer's and Rivas' two plays (I have been un

able to discover any critical reaction on the part of Schlegel to either 

play nor any evidence that he saw either of them performed or read 

them in manuscript) would have been their popular origin. In the case 

of the Desengafio en un sueRo there is little doubt that it is a product 

of its times, a literary comedia de magia steeped in the theatrical 

ambiente of the early part of the XIX century, rather than a conscious 

reconstruction of a work of the Golden Age. This would seem to pre

clude any direct German influence, in spite of Alcala Galiano's flat

tering remarks concerning Germany's contribution, to Romanticism. 

Boussagol has attempted to place the argument in proper perspective: 

Certes, le romantisme allemand avait prone l'auteur 
de La vida es suefio: mais a "i'esthethique calderonienne, 
les romantiques avaient du ajouter quelque chose de bien 
particulier qui ne pouvait exister qu'au debut du dix-
neuvifeme sifecle. ® 

5. Boussagol, p. 449. 



170 

This is no less true of Grillparzer's romanticism. A lifelong 

enthusiast of the Spanish theater and a citizen of the city where Schle-

gel delivered his famous 1808 lectures on dramatic art, nevertheless 

one is forced to conclude that any direct influence was incidental and 

probably assimilated unconsciously. The truth is that Grillparzer is 

neither a classicist nor a romantic, and that his theater stretches be

yond the narrow confines of any definition, including Schlegel's wider 

interpretation. It has been remarked that clearly defined literary 

schools are best observed in secondary authors, and that writers of 

true genius rise up above the contemporary literary, fashions. This 

is indeed true of a dramatist of Grillparzer's stature. In the case of 

Rivas, an author of greater versatility but of less penetration, this is 

perhaps less so. Don Alvaro is likely to remain the romantic drama 

par excellence, and the Desengafio en un suerlo will probably continue 

to be considered in the same category, if for no other reason than 

convenience and contiguity. Compared to Grillparzer's play, that of 

Rivas appears shallow and less of a unity, but regarded as a whole 

perhaps comes closer to Schlegel's concept of cultural continuity with 

the national past. Perhaps Paul van Tieghem should be given the final 

say in the matter: 

Le romantisme en Espagne est moins qu'ailleurs dresse 
contre la tradition litteraire classiquej il subit plus 
qu'ailleurs des influences politiques; il consiste surtout 
a evoquer le passe national; il est done eminemment 



171 

patriotique. Peu de pensee dans la plupart de ces 
pofemes et de ces drames, peu de sentiments person
nels. L'imagination, le pittoresque, une brillante 
forme poetique, de la passion, peu de tendresse ou 
de reverie, peu d'invidualite marquee, une singulifere 
indifference aux questions psychologiques, morales 
et sociales: tels sont les principaux caracteres du 
romantisme espagnol, tels qu'ils se degagent de la 
comparaison avec les autres formes du romantisme 
europeen.® 

After all, "the play's the thing"--not the label. 

6. Van Tieghem, Le mouvement romantique, p. 210. 
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