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PREFACE

It is a fact among students of Spanish literature
that relatively little is known concerning the auto

sacramental. Although the more recent studies of Bruce W.

Wardropper, Jean-Louis Flecniakoska, Angel Valbuena Prat,
and Alexander A. Parker afford an historical and literary
understanding of the nature and development of the sacra-
mental drama, the works of the above mentioned can serve
only as an introduction because of either their general
nature or limited scope. In the detailed analysis of

the influence of early religious poetry and Jesuit drama

upon the auto-sacramental, Flecniakoska confines his

study to the autos before 1635 and thus eliminates from
his consideration any of the Calderonian plays.
Wardropper does virtually the same thing as Flecniakoska
when he concentrates upon those autos written before 1648
and thus excludes from his discussion Calderdn's most
important and significant dramas, those from the latter-
half of the author's life. ~Angel Valbuena Prat has done
extensive work on Calderon and his sacramental plays but
his contribution has been chiefly in the areas of compi-~
lation and cataloguing rather than literary analysis.
Another who has researched Calderon is Alexander A. Parker.
The latter not only arrives at a true insight into the

iwv



nature of the auto sacramental through the work of its

greatest genius, but he also presents a fine example of
scholarship in his detailed exposé of the autos which

he treats. However, even Parker's study has its limi-
tations in that Parker only deals with three of
Calderdn's allegorical plays, and.students of Spanish
literature anxiously await the fulfillment of his promise
to make further similar investigations.

Because of the vast field of the auto sacramental

that remains unexplored, I, also, find it necessary to
limit my study. I choose to do so by considering only
those one—éct allegorical dramas of the sixteenth and
seventeenth century Spain which have as their bases one
of the New Testament parables. I have regretfully
excluded from this study any sacramental pieces from
outside the Peninsula as well as those one-act alle-
gorical dramas from the Peninsula not written in the
Spanish vernacular but that would otherwise qualify for
the present work. Full-length dramas of more than an

act written on one of the Gospel parables are also viewed
as being outside the realm of this inquiry and. will appear
cited in the notes only if they relate to autos under
consideration in the text. My efforts to gather together

those autos sacramentales treating of the Gospel parables

have been greatly facilitated by the catalogues of La

Barrera y Leirado, Alenda y Mira, Paz y Melia,
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Medel del Castillo, and the information of the early
Jesuit plays provided by Garcia Soriano and Jean-Louis
Fiecniakoska.

In the consideration of the parable autos which
makes up the major portion oflthis study, I have fol-
lowed a simple pattern of analysing the various plays
thematically according to the parable upon which they
are written. I am always interested primarily in com-
parison and analysis 6f the autos within the parabolic
groupings, and I have attempted not to burden the text
with unnecessary bibliographical dat;,.which I reserve
for the notes. Whenever possible, I have employed the

most readily available editions of the autos sacramentales,

making extensive use of Pedroso's collection found in the

Biblioteca de Autores Espanoles. I have also relied

heavily on the Academia édition of Lope's plays as well

as on Angel Valbuena Prat's collection of the Calderonian
drama.

| I would like to express thanks to H. Reynolds Stone
who diligently guided me in the present study as my direc-
tor. My gratitude also goes to William M. Whitby who,
while on his sabbatical in Spain, aided in the acquisition
of the necessary manuscripts and who has always served me
as a constant inspiration during my graduate days. Others

to whom I extend my sincerest appreciation are
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Ruth Lee Kennedy for her helpful suggestions on style and
content, and James Brown and Robert Sears for undertaking
the task of proof-reading.
Finally, my thanks goes to the various members
of my family for their constant encouragement and, espe-

cially to my wife, Kathy, for her endless patience and

sacrifice.
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ABSTRACT

The primary objective of this study is to examine
those one-act allegorical dramas of the sixteenth and
seventeenth century Spain which have as their bases one
of the New Testament parables. In an attempt to arrive.

at the essence and purpose of the auto sacramental and

the Gospel parable, the introductory phase of this work
surveys the historical development of their definition.
Thanks to the more recent efforts of Angel Valbuena Prat
and Alexander A. Parker, today the sacramental play is
viewed from its essentially literary aspect as allegory.
In the past, Gonzalez Pedroso, Mariscal de Gante, and
others who have investigated the auto have emphasized its
purely historical aspect, as to when it was performed and
for what occasion. The concept of what is the New Testa—
ment parable also evolved from the traditional view of
Origen and the other Church fathers, who held that the
parables were allegorical in nature, to the modern views
of Julicher and the form critics, who contend that the
parable's essence is analogy and simile, and not allegory
and metaphor.

Of the thirty~two autos that are the bases for
discussion in the major portion of this study, fourteen
deal with one of the four non-kingdom parables of the

X



xi
Prodigal Son, the Lost Sheep, the Good Samaritan, and
the Rich Man and Lazarus. Eighteen sacramental plays
were written on one of the following kingdom parables:
the Weeds, the Laborers in the Vineyard, the Vinedressers,
the Great Supper, the Hidden Treasure, and the Pearl.

A comparative analysis of the different sacra-
mental plays on the Gospel parables chronologically set
within the various parable groupings reveals certain
stages in the development and role of the autos' dra-
matic figures. This development in the plays' dramatic
personages ranges from the simple presentation and
relatively minor involvement of the dramatic figures
found in the early sixteenth century Jesuit autos, in
which the dramatic figures are not really allegorical
and in which they usually appear in the play where they
are mentioned iP the Gospel account, to the highly complex
dramatic integration and characterization of the alle-
gorical characters of the Calderonian autos, in which some
of the abétractions feceive multiple allegorical dimen-
sions. In cases where two or more parable autos by the
same author are analyzed in.this study, certain literary
tendencies of the individual playwrights become evident.
For example, Lope distinctively presents in almost all of
his parable autos the love motif, with its accompanying
themes of honor, fidelity and pundonor. In his preoccupa-

tion with the love motif, Lope usually fragments his
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allegory and often sacrifices theology for drama. On the
other hand, Calderodn is capable of developing a highly
complex but symmetrically perfect allegory structured
around the religion, law, or prophet figures which enables
him to dramatize the Gospel parable while presenting the
underlying motif of man's salvation history. At times,
the demands of a rigid structure with its complex allegory
imposed on Calderdn certain technical problems with regard
to the reconciliation of good drama with sound theology.
However, Calderon ably overcame these apparent éonflicts
of theology and drama through the profundity of his the-
ological knowledge and his versatility as an auto writer,
as evidenced in his manipulation of the grace figure and
his dramatization of the Trinity. It is inconceivable
that Calderdon could have reached the heights that he did
as an auto dramatist had he not an understanding of the
principles of good allegory and drama. In many of his
parable autos particularly those written in his later
yvears, Calderdn buries his aesthetic tenets in the dia-

logue of his personages.



CHAPTER I

TWO LITERARY GENRES: THEIR NATURE AND PURPOSE

Before undertaking a study of the parable as it

appears in the auto sacramental, it is well to examine

the nature and purpose of both the auto and the parable.

Just precisely what are the auto sacramental and the

parable and why do they exist?
The road to an acceptable definition of the auto

sacramental has been a long and difficult one. Scholars

and critics have offered many alternatives as to the
essence of the one act religious drama of the Renaissance.

The development of the definition of the auto sacramental

revolves around what one critic calls, the "hecho
historico" and the "hecho literario."1 A definition based
on the "historical fact" emphasizes more the time element,
when and for what occasion were the autos written; a defi-
nition centered around the "literary fact," on the other
hand, concerns itself more with the literary aspect, what

is the auto and of what does it consist.

lBruce W. Wardropper, Introduccidn al teatro
religioso del siglo de oro: Evolucion del auto sacra-
mental, 1500-1648 (Madrid: Revista de Occidente, 1958),
pp. 19-30. v




In 1865, Eduardo Gonzélez Pedroso gave to the
Hispanic world the first modern edition of the autos

sacramentales. In the prologue which introduced his

collection, Gonzalez Pedroso was the first of the modern
critics of the sacramental play to base his definition
almost exclusively on the "hecho histdrico." Stressing
the fact that the plays were written for and performed
on the festival of the Corpus Christi, he defined the

‘autos sacramentales as

Dramas sagrados en un acto, que tienen por
objeto eloglar las excelencias del sacramento
de la Eucaristia, o de los cuales consta, por
lo menos, que se representaron en la festividad
del Corpus.?

This definition offered by the first modern compiler of

the autos sacramentales greatly influenced critics and

students of Spanish literature for more than fifty years.
Others who attempted to define the auto agreed with
Gonzalez Pedroso that what made a dramatic piece of one
act an auto was that it be presented on the feast of the
Corpus Christi. However, one significant note appears
in the definitions of Gonzalez Pedroso's successors.

They all place new emphasis on the play's theme which

2Eduardo Gonzélez Pedroso, his prologue to Los

autos sacramentales desde su origen hasta fines del
siglo XVII ("Biblioteca de Autores Espanoles," Vol.

IXITT; rev. ed.; Madrid: Ediciones Atlas, 1952), p. 7.




must have "una conexidn estrecha con el culto del
Santisimo Sacramento."?

To view the auto only from its historical cir-
cumstances, as did Gonzalez Pedroso and his immediate
successors, proved to be highly inadequate. It cer-
tainly is not valid to say that, because a piece is
composed and given on a&particular da&_and in honor of
a particular feast, it is then to be called an auto. In
such a case any play of one act such as the comic pasos

of Lope de Rueda or the light-hearted entremeses of

Cervantes could classify as an auto were it to be per-
formed on the Festival Day. With regard to the problem
of the theme being closely related to the Eucharist,
what is to be said of all those autos that have little
or nothing to do with the Eucharistic theme, but deal
rather with the Virgin or some of the other saints?
Indeed, Gonzalez Pedroso has begn negatively criticized
because his definition is not consistent with the choice
of autos that appear in his collection. In fact, the

very first selection in his edition deals not with the

3See also Henri Mérimée, L'Art dramatique &
Valencia (Paris: Imprimerie et Librairie Edouard
Privat, 1913), p, 193.
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' Eucharist either directly or indirectly, but rather with
a saint of the Church, St. Martin.4
An attempt to see the sacramental drama from its
essentially literary aspects was made by two contemporary

scholars, Angel Valbuena Prat and Alexander A. Parker.

In his monumental work on Calderdn and the auto sacra-

mental, published in 1924, Angel Valbuena Prat attempted
to discover the true nature of the auto.5 Striving to

see the auto sacramental in its essence and keeping in

mind the inadequacies of his predecessors, Valbuena saw
the auto as "una composicion dramética (en una jornada),
alegérica y relativa, generalmente, a la Comunién."6

Although some were to take issue with and try to expand

on Valbuena's idea of the auto, all those who attempted

“In a footnote to this play by Gil Vicente,
the editor admits that the play has nothing at all to
do with the Eucharist. However, he maintains that the
play should be included in his collection because
"esta _fue representada durante la procesidén del Corpus
del ano 1504, en la iglesia de las Caldas de Lisboa.
ces T With thls note, Gonzalez Pedroso offers even
more evidence on how he considered the time factor to
be the most important in his definition. See his col-
lection, p. 3. :

5Angel Valbuena Prat, "Los autos sacramentales
de Calderdn: Clasificacidn y analisis," Revue Hispanique,
LXI (1924), 1-302.

®Ipid., p. 7.



to define the auto thereafter recognized its allegoricalr
nature.7
However important and influential Don Angel
Valbuena's definition of the sacramental play proved to
be, the Spanish scholar did 1little to clarify the ques-
tion concerning the presence or absence of the Eucharistic
theme; also, in recognizing the auto as allegory, he

" failed to analyze the function of allegory. The lot for

the completion of these tasks fell to another calderonista,

Alexander A, Parker. Parker in his masterful study, The

Allegorical Drama of Calderon, published in 1943, begins

the second chapter of his book by resolving the previously
unanswerable question of the theme. He does so by dis-
tinguishing between the asunto and the argumento. The
asunto is the play's underlying theme. The’argumento is
its plot. Employing traditional scholastic theology,
Parker states that, since the Eucharlst is at the basis

of all Catholic doctrine, "the asunto of every auto is
‘therefore the Eucharist, but the argumento can vary from

one to the other: it can be any historia divina--

"Nicolds Gonzélez Ruiz wished to expand on
Valbuena's definition of the auto and especially on the
clause, "relativa, generalmente, a la Comunidn." He does
so by considering not only those dramas that deal with
the Sacrament as autos sacramentales but also those that
pertain to the Virgin. GSee his definition of the auto
sacramental in the general introduction found at the
beginning of his collectlon, Piezas maestras del teatro
teoldgico espanol (2 vols. "Blblloteca de Autores Cris-
tianos;" Madrid: La Editorial Catdlica, S. A., 1953),
Vol. I, p. 19.
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historical, iegendary, or fictitious--provided that it
throws some light on some aspect of the asunto."8

After making fhe distinction between the theme
which is always the Sacrament, and the plot, which may
embrace any one of the many aspects of Catholic teaching,
Parker undertakes his second task, that of analyzing the
function of allegory. Using as his basis for discussion
the Calderonian auto, he carefully studies the four stages
of progression in the composition of the auto and eluci-
dates how, through the medium of allegory, the imagined

concept or idea in the author's mind (concepto imaginado)

becomes the real or formalized image of the stage

(concepto practico):

Allegory is the medium by which the "concepto"
becomes "cuerpo,"” which transforms "lo no
visible™ into "lo animado"; the medium, that
is to say, by which the conceptual order is
given a concrete expression that makes it

more directly accessible to human experience,
this concrete expression (or visible, living
"reality") being the dramatic action.

After the pioneering work of Angel Valbuena Prat
and Alexander A, Parker on the Calderonian auto, Bruce W.

Wardropper and Jean-Louls Flecniakoska have reviewed the

8Alexander A, Parker, The Allegorical Drama of
Calderon (Oxford: The Dolphin Book Co. Ltd., 1943),
p. 59.

9Tvid., p. 79.




auto appearing before Calderén. O

Although Wardropper
and Flecniakoska both follow in the tradition of their
contemporary predecessors in seeing the auto as allegory,
the former scholar deserves special mention. In his

Introduccion al teatro religioso del siglo de oro,

Wardropper clearly showed the intrinsic relationships
among allegory, the auto, and the liturgy of the Church.
He points out that the sacramental plays grew out of the
earlier liturgical functions of the Corpus Christi pro-
cession with its hideous and awesome tarasca and its
primitive ragues.' The tarasca, a monstrous‘eefpent fig-
ure with large mouth, often symbolized some'evil force,
perhaps the devil, while the r6gues drawn on carts were
crude still-life representations of biblical figures.l1
In an earlier article published in 1950, Wardropper com-
pared the allegorical nature of the Eucharist as a sac-
rament with that of the gggg.lg He states that, accord-

ing to Thomas Aquinas, a sacrament by definition is a

sign, and the purpose of a sign is to discover the

lOWardropper op. cit. (above, note 1).
Jean-Louis Flecniakoska, La Formation de 1'auto
religieux en Espagne avant Calderon, 1550-1635 (Mont-
pellier: Imprimerle Paul Deran, 1961), especially
pages 393-427, on the auto and allegory.

11

Wardropper, 31-52.

12Bruce W. Wardropper, "The Search for a Dra-
matic Formula for the Auto Sacramental,'" PMLA LXV
(December, 1950), 1196-1211.
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unknown by means of the known. ' Wardropper concludes that

"the allegorical structure of the auto sacramental is

perfectly consonant with the nature of the world of sac-
raments."15
In the light of contemporary scholarship on the

auto sacramental beginning with Valbuena Prat and

Alexander A. Parker and culminating in the more recent
studies of Bruce W. Wardropper and Jean-Louls Flecniakoska,
there can be no doubt that the nature and essence of the

auto sacramental is allegorical. However, in tracing the

development of the auto's definition as viewed by the
critics, one must be careful not to conclude that Valbuena
Prat was the first to see allegory in the sacramental play.
Calderon himself was very much aware of the substance of
the literary genre which he perfected. Calderdn defines
the sacramental play as

Sermones
puestos en verso, en idea
representable cuestiones
de la Sacra Teologla
que no alcanzan mis razones
a explicar ni comprender
y el regocijo dlspone 14
en aplauso de este dia.

131pid., pp. 1197-1198.

14Calderon de la Barca, found in the loa to La
segunda esposa o triunfar muriendo in Obras completas,
edited by Angel Valbuena Prat (3 vols.; Madrid: Ediciones
de Aguilar, S. A., 1952), Vol. III, p. 427. This is the
edition from which subsequent passages will be cited, here-~
after referred to as "Obras. . . .
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The Spanish literati of the eighteenth and nine-
teenth centuries also understood the allegorical nature

of the auto sacramental. Ignacio Luzén in his Arte

Poética (1737) says the autos "son otra especie de Poesia
dramdtica conocida sdélo en Espana: y su artificio se
reduce a formar una alegdérica representacidén en obsequio
del sacrosanto misterio de la Eucaristia."l5 Indeed, the
Neoclassicists of the eighteenth and early nineteenth
centuries were so aware of the allegorical elements of
the Eucharistic drama that they aimed their venomous
arrows directly at the drama's abstractions and personi-
fications. Nicolds Fernéndez de Moratin offers an example
of the nineteenth century critics' scorn for the inverisi-~
militudes and anachronisms of the allegorical figures:

¢Es posible que hable la Primavera? ¢(Ha oido

usted en su vida una palabra al Apetito? ¢Sabe

usted como es el metal de voz de la Rosa? ...

¢Juzgara nadie posible que se Junten a hablar

personajes divinos y humanos de muy distintos

siglos y diversas naciones, v.gr., la Trinidad

Suprema, el demonio, San Pablo, Adan, San Agustin,

Jeremias y otros tales, cometiendo horrorosos e

insufribles anacronismos?l6

Even the stringent traditionalist of the nineteenth cen-

tury, Menéndez Pelayo, influenced greatly by the Neoclassic

15Ignacio Luzéan, La poética, o reglas de la poesia
general y de sus principales especies (173%7), as quoted by
Parker, p. 20.

l61\T:Lcolas Fernéndez de Moratin, Desengano al
teatro espanol (1763), quoted by Parker, p. 2o4.
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affinity fbr the three dramétic unities, reacted nega-
tively against the excessive use of "personificaciones
morales y las ideas puras."l7 It was amid this hostile
atmosphere of nineteenth-century criticism that Gonzalez
Pedroso dared to publish the first modern collection of

the auto sacramental, and perhaps it was precisely

because he desired to avoid the "touchy" problem of the
allegory that he consciously omitted it from his
definition.

If the problem of determining the essential qual-

ity of the auto sacramental can eventually be resolved in
the realization of the auto's allegorical nature, the
equally puzzling question of the essence of the parable
can only be understood when the parable is not viewed as
allegory but as analogy.

The problem that arises with regard to the par-
able is that, beginning with the evangelists themselves
and continuing down through the Church until as late as
the nineteenth century, the parable has traditionally
been interpreted allegorically. Thus, the parable itself
has come to be considered as allegory. The eminent
German biblical exegete, Joachim Jeremias, attributes

the allegorical trend in parable interpretation to four

17Marcelino Menéndez Pelayo, Calderdn v su teatro
(Buenos Aires: Emece Editores, S. A., 1912), pp. 81-128.
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major factors.18 First, Jeremias points to the Hellen-
istic world and the Greeks' fondness of interpreting the
myths as vehicles of esoteric knowledge.19 Secondly,
the evangelists themselves tended to treat the parables
of Jesus allegorically, and there are four gospel par-
ables that have received a detailed allegorical inter-

20 A third factor which Jeremias lists as

pretation.
contributing to the allegorical interpretation of the
parable is the "hardening theory." The "hardening
theory" based on Mark's puzzling passage (4:11-13), pro-
poses that Jesus used the parables with the intention of
concealing in mystery his teachings from the hostile
among his listeners. If Christ's parables were mysteri~
ous utterings of hidden meaning and concealed truths,

then it is understandable how the parables became fer-—

tile fields ready to be tilled and cultivated by the

18Joachim Jeremias, Die Gleichnisse Jesu (Zurich,
1954). 1In the present study, references come from the
English translation by S. H. Hooke, The Parables of Jesus
(New York: Charles Scribner's Sons, 1962). See especially
pages 13-23.

' 19For an excellent account of the Hellenistic
influences on Christian scriptural interpretation, see
Richard P. C. Hanson, Allegory and Event: A Study of
the Sources and Significance of Origen's Interpretation
of Sgr%pture (Richmond, Virginia: John Knox Press, 1959),
pp. 9-97.

2O’I‘he four parables are: the Parable of the Weeds -
- (Math., 13:37-43); the Parable of the Net (Math., 13%:49~
50); the Parable of the Sower (Mark, 4:14-20); and the
Parable of the Good Shepherd (John, 10:7-18).
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individual exegete, who wished to reap their hidden fruit.
Finally, Jeremias offers as the fourth reason that enhanced
the allegorical mode of parable interpretation, "the
Primitive Church." The parables "lived" in the very early
Church and were the content of missionary activities and
assemblies. The Church freely collected and arranged the
parables according to subject material for catechetical
instruction.

Coming after the apostles and forming part of the
"Primitive Church" of which Jeremias speaks, the Church
fathers nurtured the young institution through its
tumultuous first five centuries of life. No single force
did more to implant the allegorical approach deep in the
heart of scriptural studies than did the early Church
fathers, particularly those of the influential Alexandrian
school. Men such as Irenaeus (c.130-c.200), Tertulian
(160-220), Clement (150-215), and Augustine (354-430),
zealously followed in the footsteps of the Greek philoso-
pher, Philo of Alexandria, "whose allegorizing ingenuity
in the first century B.C. enabled him to reconcile the

faith of Israel with Greek philosophy. "2t

Although
opposed by the Antiochene school lead by its greatest

proponent, John Chrysostom (347-407), the Alexandrian

21For a brief but excellent account of the his-
tory of biblical interpretation, see Archer M. Hunter,
Interpreting the Parables (London: SCM Press Ltd.,
1960), pp. 21-41. ‘ -
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tradition with its reverence for allegory prevailed over
the good sense of the Antiochene.

One man stands out among the fathérs of the Alex-
andrian school--Origen (185-254). Origen devised an
elaborate theory of scriptural interpretation whereby he
held that scripture contained three senses. Just as man
has a body, a soul, and a spirit, so scripture has a
literal meaning, a moral one, and a spiritual one.22
Take as an example the mustard seed of the dospel parable
(Math. 1%:31). According to Origen, the literal sense is
obviously the grain of mustard. On the moral level the
mustard seed means faith and on the spiritual, the king-
dom of God.23

If Valbuensa Prat and Alexander Parker succeeded

in redefining the nature of the auto sacramental in terms

of the "hecho literario" instead of the "hecho historico,"
Adolf Julicher threw new light on the essence of the Gos-
pel parable by unequivocally rejecting the traditional
allegorical method of scriptural exegesis. Julicher
maintained that the parables were not vehicles of eso-
teric mysteries but rather "were designed for immediate

effect, products of the moment, and deeply rooted in the

22For the best study of Origen's theory of
scriptural interpretation, see Hanson.

25Hunter, 25.
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peculiarity of the moment."24

C. H. Dodd and A. T. Cadoux
continued the work of the German scholar by also rejecting
allegory as a basis for the parable and by attempting to
study the parable in its original form.25 Dodd states in
this manner the problem that confronts the exegete:

The task of the interpreter of the parables

is to find out, if he can, the setting of a

parable in the situation contemplated by the

Gospels and hence the application which would

suggest itself to one who stood in the

situation.
The "form critics'" believed that before they attempted an
interpretation of the parable, they first had to divorce
themselves from allegorical tradition and had to discover
the original form of the parable passage by tracing its
history and development. In proposing to arrive at the
parables' original form, they set before themselves a

formidable task. For besides allegory they faced the

problems of semantics and translations, the oriental love

24Adolf Julicher, Die Gleichnisreden Jesu (2
vols.; Tubingen, 1899), I, 91. Quoted by Geraiant Vaughan
Jones, The Art and Truth of the Parables: A Study in
Their Literary Form and Modern Interpretation (London:
S.P.C.K., 1964), p. 17.

25Charles H. Dodd, The Parables of the Kingdom
(New York: Scribners' Sons, 1961) and A. T. Cadoux,
Parables of Jesus: Their Art and Use (London: James
Clarke and Co., 1951).

26Dodd, 14. See also pp. 1-20 for Dodd's rejec-
tion of the allegorical method of parable interpretation.
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of embellishment and exaggeration; the addition of nature
stories and folkloric themes, etc.27

In rejecting the allegorical method of inter-
preting the parable and in searching for the original
scriptural passage, the "form critics"” denied any belief
that the parable in its essential form is allegory. For
them, the parable is closely akin to the analogy and is
a simile or comparison rather than a metaphor. However,
in their discussions andvdefinitions of the nature of the
parable, the "form critics" very often did not understand
what was meant by the various figures of speech and thus
they intermingled ideas and terminology. For example,
Dodd seems to equate metaphor and simile when he states
that "at its simplest the parable is metaphor or simile

28 Denzer also

drawn from the nature of common life."
inadvertently expresses the same confusion of metaphor
and simile when he says that "an allegory . . . is a

succession of metaphors or unexpressed com.parisons."29

As one scholar has pointed out, "much academic argument

about whether or not the parables are allegories would

27Jeremias, 23%-103.

28nodd, 5.

29George A. Denzer, The Parables of the Kingdom:
A Presentation and Defense of the Absolute Mercy Theory
of the Kingdom Parables with a Review and Criticism of
Modern Catholic Opinion (Washington, D.C.: The Catholic
University of BAmerica Press, 1945), p. 8.
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have been unnecessary if those engaged in it had been men
of letters or philosophers of art rather than, or as well
as, theologians. . . ."50

What then are the two basic elements that differ-
entiate the parable from the other figures of speech and
-cause it to be essentially unlike allegory? Geraiant
Vaughan Jones, who studies the parable in its literary
aspects, makes this distinction between similitude ana
allegory:

The difference between similitude and allegory
is that the latter does not, as it were, set

one thing by the side of another but substitutes
one thing for another. It must be interpreted
point by point, and every symbol must represent
something else and must occupy its place in a
coherent pattern. It is a kind of code. A
fable is not allegory; the dog is a dog, the
bridge is a bridge, the stream is a stream, and
the bone is a bone. None of these symbols stand
for anything else. The dog does not represent a
certain kind of person any more than the bone
represents any particular desirable object. It
is the story as a whole that enforces the point.31

A. M. Hunter singles out a second basic factor that dif-
ferentiates the parable and the allegory:

Parable must be "life-like"--must hold a mirror

up to life. By contrast the allegory, need not

conform to the laws of "life-likeness" and
probability and may stray off into "never-never"

50Jones, 108.

5l1pida., p. 8s.
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world where eagles can plant vines and stars
become bulls.?

Although the auto sacramental and the parable have

distinct natures in that they are different figures of
speech, nevertheless, they share the same objective, that
of imparting a religious or moral tsuth. From the time of
Lope de Vega, the auto has always been written "a honor y
gloria del pan."35 Lopé saw the auto mainly as an instru-
ment for the instruction of theology and the explanation
of matters of faith especially with regard to the Sacra-
ment. Calderon de la Barca, who was even more aware than
Lope of the didactic value of the sacramental drama,
‘called his religious masterpieces, as was stated above--
"sermones puestos en verso."34 Calderdn believed that a
sermon acted possesses greater didactic value than a

sermon preached:

52Hunter, 10. Also see A. Berkeley Mickelsen's
graphic listing of six other points that differentiate
the simile and parable from the metaphor and allegory in
his Interpreting the Bible (Grand Rapids, Michigan:
Eerdman's, 196%), pp. 21% and 230.

55Lope de Vega, Loa entre un villano y una
labradora in Obras de Lope de Vega publicadas por la
Real Academia Espanola (1% vols.; Madrid: Sucesores
de Rivadeneyra, 1890-1902), Vol. II, p. 141. This is
the edition from which subsequent passages will be cited,
hereafter referred to as "Obras. . .

34

See above, p. 8.
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<o perciben menos 35
los oidos que los ojos ...

3 L] . . [ . ] L] L] . [ . . -

... no tiene el oirlo 36
la fuerza que tendra el verlo.

Even though Lope de Vega, Calderdn de 1a Barca,
and the other auto dramatists intended to instruct the
people with their one-act sacramental plays, did the
Spaniard in the street grasp the message veiled in the
allegory? Recent scholars of the auto unanimously agree
that those who watched the plays understood the alle-
gorical action unfolding before them. In an article on
Calderdn and his symbolic theater, W. J. Entwistle says
that the debates in the universities, particularly at
Salamanca, the sermons heard from the pulpits, and the
passionate theological discussions in vogue at the
time--all aided in familiarizing the Spaniard with the

themes dramatized in the autos.37 Moreover, Pgrker feels

55Calderén de la Barca, Las espigas de Ruth in
Obras . . . , Vol. IITI, p. 1089. Quoted also in Parker,
p. 66. '

380a1derén de 1a Barca, Suenos hay que verdad son
in Obras . . . , Vol. IITI, p. 121%3. Quoted also in Parker,
p. 66.

57W J. Entwistle, "Calderdén et le théitre sSym-
bolique," Bulletin Hispanique, LII (1950), 48. See also
Angel Valbuena Prat, "Lgs autos caldegronianos en el
ambiente teoldgico espanol," Clavileno, No. 15 (May-June,
1952), 3%3-35; Arturo M. Cayuela, "Los autos sacramentales
de Lope de Vega reflejo de la cultura religiosa del poeta
y su tiempo," Razdn y Fe, CVIII (19%5), pp. 168-190 and
pPp. 330-349.
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that the popularity of the auto after Calderon's death
proved substantially that the ordinary Spaniard under-
stood the allegory:

The public taste demanded performance of his
/Calderon's/ autos during eighty years--after
these plays had forfeited the esteem of the
"intellectuals"--and would have demanded them
for longer still.>8
Finally, in his study of the Spanish Medieval allegory,
Chandler A. Post affords, perhaps, the best explanation
of the Spaniards' ability to comprehend the auto

sacramental when he illustrates that allegory and the

allegorical mode have always been deeply rooted in
Spanish society even in the early Middle Ages.59
No one has yet questioned the didactic purpose

of the Gospel parable. Like the autos sacramentales, the

parables were little sermons which conveyed religious
and moral truths. Christ used as the basis of his par-
ables the everyday experiences of agriculture and pro-
duction, trees and their fruits, domestic and family
life, the business world, employment practices and

40 -

capital investments. It will be remembered that one

58Parker, 15,

39See Post's book, Medieval Spanish Allegory
(Cambridge: Harvard University Press, 1915). For
further discussion of Post's position with regard to
allegory in medieval Spanish society, see below, p. 23.

40I"Iickelsen, 219.
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of the essential qualities of the parable is that it be
"life-like, "t

Just as in the discussion of the didactic purpose

of the auto sacramental the question was raised as to
whether or not the Spaniards really understood the play's
allegory, so, in speaking of the parable, a problem arises
that threatens the parable's didactic purpose. Actually,
the problem is not whether Christ uttered the parable in
order to teach, but rather did he have in mind the
instruction of only a few chosen ones, his apostles and
a select group of his disciples. The passage in question
is that of Mark (4:11-13) in which Jesus speaks to his
apostles about the purpose of his parables:

To you it is given to know the mystery of the

kingdom of God; but to those outside, all things

are treated in parables, that "Seeing they may

see, but not perceive; and hearing they may

hear but not understand; lest perhaps at any

time they should be converted, and their sins

forgiven them."42
Those who interpret the above passage according to its
most literal significance, that Jesus purposely hardened
men's hearts by concealing his truths in mystery, belong

to that school of exegetes who propound the "hardening

theory." Scholars who accept the "hardening theory"

41See above, p. 16.

42All quotations from the Bible found in this
study are taken from The Holy Bible (New York: Benziger
Brothers, Inc., 1961).
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explain that Jesus did, in fact, keep some from grasping
the true meaning of the parable either because, in his
divine Jjustice, he wished to punish them for their rejec-
tion and disbelief, or because, in his divine mercy, he
knew that they were not yet ready to comprehend the
mysteries within the parable and thus he wanted to spare
them unnecessary difficulties later, "lest perhaps they
be converted."g3 Another group of biblical scholars
accepts the "hardening theory" as an explanation for the
passage of Mark but shifts the effect of the passage from
a clause of purpose to a clause of consequence. They
maintain that, because the unbeliever did not understand
or know Christ, he therefore did not and could not under-
stand the parables which then had an effect of hardening
him. Though the parables of themselves were clear and
dealt with familiar and ordinary things, they were obscure
only to those who previously were blinded by their
hostility.44

Other biblical exegetes, particularly the "form

critics," completely reject the "hardening theory." They

45For an example of one who accepts the "harden-
ing theory" and sees in it God's punishment see Leopold
Fonck, S.d., The Parables of the Gospel, trans. from
German by E. Leahy (Ratisbon: Irederick Pustet and Co.,
1915), p. 15. For an explanation based on God's divine
mercy see Denzer's work already cited.

v

Denzer, 7.



22
maintain that the theory is at complete variance with the
ministry of Christ and that it is inconceivable that a
great pedagogue would have consciously concealed from
any of his heareps a single truth. Using as a basis for
their conclusions language study and stylistics, the "form
critics" explain the crucial passage in Mark by denying
completely that Christ had ever spoken it. Julicher
attributes the passage to the evangelist himself who
misinterpreted Christ's words or misunderstood Christ's
explanation of why he spoke in parables.45 Dodd, as well
as Jeremias, maintains that the passage shows no internal
evidence that it was written by the evangelist and,
therefore, it probably does not contain the words of

Jesus.46

The work of the more recent biblical exegetes
such as that of the "form critics," not only eliminates
the problem posed by the "hardening theory" but also
casts doubt on the validity of Mark's passage itself,
and thus reaffirms the didactic purpose of the parable.

As a medium of religious instruction, both the

auto sacramental and the parable have corresponding

precedents in their respective cultures. Allegory,

which is the very core of the auto sacramental, has

always been regarded by the classical rhetoricians as

4>Jilicher, I, 146-148.

46Dodd, 8. ©See also Jeremias, pp. 64-68.
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a trope containing a doctrinal truth and has come to be
known traditionally for its hortatory and prosaic qual-
ities.47 Commenting on the early allegorical tradition,
Chandler Post in his study of Medieval Spanish allegory
states: o

The tendency to allegorize is as deep rooted in

the Iberian Peninsula as in any other district

of Europe, nay more so, if priority in time is

of any significance, for the first Christian

manifestation of allegory as the setting of the

whole composition is the achievement of

Prudentius.
Spanish sculpture and art, street decorations and many
other civil and religious monuments testify to the
Spaniards' love for allegory. Speaking more directly
of the natural bond that existed between the Fucharistic
drama and the allegorically minded Spaniard of the
Renaissance, Flecniakoska states:

Un theatre allegorlque ne détonne donc pas dans

une société ou l'allégorie trouve sa place dans

les diverses manlfestatloﬁs de l'art et de 1la

vie civile et religieuse.
Flecniakoska also devotes an entire chapter in his book

to the study of the "poesia a lo divino" and another

chapter to the "théatre de colléges des jésuites" to

q~7Edw1n Honig, Dark Conceit: The Making of
Allegory (New York: Oxford University Press, 1966),
. 4.

“Bpost, 15.

49Fleckniakoska, 394,
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show that allegory persisted iﬁ these two genres which
later influenced the auto.”°

The parable, as a mode of teaching, also appeafs
deeply rooted in past tradition. The Jewish writers of
the Bible were extremely fond of figurative language and
employed it profusely for its instructive value. The-
parable descends directly from an earlier form in Hebrew
literature known as the mashal. The term, méshal, as
found in the 01d Testament particularly in the Book of
Proverbs, encompasses a much broader significance than
just a parable. The méashal includes within the scope of
its definition not only parable but also metaphor, riddle,
satire, canticle, maxim, paradox, and other figurative
sayings.5l This multiple nature of the Jewish mashal from
which the parable comes, helped to confuse those who
searched for the parable's essential significance.52

There arises from the discussion of the didac-

ticism of the auto sacramental and the parable still

another consideration. Both the sacramental drama and
Christ's similitudes were said to be used as weapons
against the enemy. Lope de Vega, for example, stated

that he wrote the auto for the "confusidén de la herejia

201pid., pp. 159-312.
51Fonck, l4-16. See also Jeremias, PR 52-79.

5289e above, p. 15.
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v gloria de la fe."55 Traditional scholars of the Spanish
allegorical drama concur that the auto was "una arma de
combate." Gonzdlez Ruiz's words serve as an apt example
of this traditional point of view:

La trinchera teatral del gran combate que-

capitanea San Ignacio de Loyola, la defienden

Lope y Calderdn. El auge del auto sacramental

es una faceta brlllantlslma de la lucha espanola

contra la hereala protestante, Es una forma
literaria y artistica de la méas rotunda afirmaciodn.

54
While studying Calder6n, Entwistle became so convinced
that the auto was used as a weapon that he concluded by
saying most of the Calderonian sacramental dramas were
"generalmente dirigidos contra alguien." Entwistle saw
in each of the Calderonian autos an expression of the
author's threefold article of faith--"Creo en Dios,
humanado, sacramentado." ZEach of Calderdn's autos in
effect constitutes an attack against the three chief
opponents of the Church, the Gentiles who deny the one

true God by worshipping many, the Jews who refuse to-

accept the incarnate Messiah, and the Protestants who

53Lope de Vega, Loa entre un villano y una
labradora in Obras . . . , Vol. II, p. 141.

54Gonzélez Ruiz, prologue to his Piezas maestras
« o« o I, 21-22. BSee also his article "E1 auto sacra-
mental martlllo v espada" in Teatro (March, 1953%), No. 5,
TP. 47—48
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overlook the important doctrine of transubstantiation,
the basis of the Eucharist.55

Some critics reject the traditional idea of the

autos sacramentales as defensive weapons in favor of a

56

more positive approach. More in keeping with the didac-~
tic purpose of the sacramental play, they hold that the
autos do not defend the Eucharist and the other Catholic
doctrines by directly attacking the Protestant heresies;
but rather they afford another opportunity to instruct

the vulgo in their religion. Thus, the autos sacra-

mentales became for these critics an open manifestation
of reform within the Church itself that actually started
long before the Protestant Revolt.57 The auto was not a
negative weapon to be used against the Protestant Revolt
but rather a positive instrument of Catholic Reform--a

mode of instruction.

55W1111am J. Entwistle, "La controversia en los
autos de Calderdn," NRFE, II (July-September, 1948), 223-
2%8. Bee also Beryl Smalley, who sees "allegory as a
weapon in polemic with the antagonists of Christianity
and in controversy among Christians at a time when the
Church was still persecuted and her dogmas still fluid,"
in The Study of the Bible in the Middle Ages (Notre Dame,
Indiana: University of Notre Dame Press, 1964), p. 9.

56Wardropper, Introduccién al teatro . . . , pp.
110-118. See also, Marcel Bataillon, "Essai d'explication
de l'auto sacramental," Bulletin Hispanique, XLII, No. 3%
(1940), 193-212.

57Ward::'opper, Introduccidn al teatro . . . , p.

115.
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With regard to the parable and its use as a weapon,
there occurred this same transformation from the negative
approach to the more positive. Those who upheld the
"hardening theory" believed that Christ uttered the par-
ables in defense against the hostile Jews who were always
ready to condemn him, This negative approach was rejected
in favor of the more positive one by those who viewed the
parable not as a weapon that concealed hidden meaning but
as a figure of speech having "the character of an argu-
ment, in that it entices the hearer to a judgement upon
the situation depicted, and then challenges him, directly
by implication, to apply that judgement to the matter at
hand."58 Occasionally, when the parable does not involve
self-criticism, it is an extempore rebuke by which the
one rebuked receives the point in the parabolic material.
In short, the parables were not "undisguised condemna-
tions or attacks, but, nevertheless sufficiently perti-
nent to make those for whom they were intended apply them,
even if resentfully or reluctantly, to themselves."59

Having reviewed the nature and purpose of the

auto sacramental and the parable at some length it is

interesting to note that some have challenged the artis-

tic and sesthetic value of these two literary genres on

28p0ad, 11.
59Jones, 114,
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the very basis of their figurative nature or their didac-
tic purpose.

Although some scholars have based their objections

60

on the auto's didacticism, the auto sacramental, as

drama, has been attacked most often because of its alle-
gorical nature. Nicolds Gonzdlez Ruiz has stated that "el
auto sacramental era casi una parte de la leyenda
negra."61 Certainly Gonzélez Ruiz's statement proves
to be true of eighteenth-century Spain when the Neo-
classicists chastized the sacramental drama for its
"metidforas violentas y anacronismos horribles."62 The
same members of the eighteenth century school of buen
gusto also objected to the mixing of "lo sagrado con lo
profano" and bitterly opposed religion on the stage.
Perhaps the most surprising opposition to the

worth of the sacramental plays as drama came from the

60Gera1d Brenan compares the zarzuela and the
auto and concludes that "the auto has, therefore, a
much stricter and more intellectual form and contains
as a rule more argument and less 'poetry'" (The Litera-
ture of the Spanish People éCambridge: The University
Press, 195l7, p. 297).

®laonzéles Ruiz, prologue to his Piezas
maestras . . . , p. 21.

62

See above, p. 9.
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eminent and influential Menéndez Pelayo.63 When con-
fronted with the question, "si lo sobrenatural, lo
invisible, y con mucha mayor razdn las abstracciones,
las personificaciones morales, las ideas puras, los
atributos divinos, las pasiones en abstracto, las
virtudes, y los vicios, etc., caben en el arte?"

Menéndez Pelayo answered, "el arte no puede limitarse
a 1o humano, ni mucho menos, a lo pléastico, y fig-

urativo. But when Menéndez Pelayo asked himself

whether or not the abstractions and personifications
are within the realm of drama, he replied:

Casi me atreveria a contestar gque no. La
dramédtica, tal como todas las escuelas la han
entendido, tal como ha aparecido en todos los
teatros y en todas las civilizaciones del mundo
vive de pasiones, de afectos, de caracteres
humanos; no es mas que la vida humana en acciodn
¥ en espectaculo Construir un drama con flguras
simbdlicas, construir un drama con personaaes
abstractos, es un verdadero alarde de ingenio,
perdonable solo a titulo de excepcidn y
singularidad.o5

Although not to the same extent as with the auto

sacramental, the artistic value of the parable has also

6BBruce W. Wardropper states that Menéndez
Pelayo was highly eclectic as a critic and favored the
order and unity promulgated by the Neoclassicists. See
his article, "Menéndez Pelayo on Calderon," Criticism,

VII, No. 4 (1965), pp. 3%363%-372.

64Menendez Pelayo, 84-85.

O Menéndez Pelayo, 84-85. Bonilla y San Martin
also doubts that allegory makes drama. See his Las
Bacantes o del origen del teatro (Madrid: Rivadeneyra,
1921), pp. 117-118.
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come under attack, not so much because of its figurative
nature as because of its didactic purpose. A. T. Cadoux
affords a splendid example of the criticism leveled
against the artistic value of the parable because of its
- pedagogic function:

It is not art in the highest form, because it
is harnessed for service and conflict. The par-
ables of Jesus are the work of an artist devoting
himself to the answer of demands more humanly
imperative than the call of beauty.©6
Joachim Jeremias also belittles the parables as litera-
ture because they correct, reprove, and attack, and "they
are not, therefore, primarily literary productions."67

What can be said of these objections against the

auto sacramental and the Gospel parable? One only has to

refer to the modern studies so often cited in this chapter.
With regard to the sacramental play, Parker, in answer to
the objections of the Neoclassicists and the denial of
Menéndez Pelayo of the allegory's place in drama, dis-
cusses the dramatic function of the auto's allegory in
which "there can be thus (pace Moratin) no question of

n68

historical anachronisms. It will also be remembered

66Cadoux, 11.

67Je:r'emias, 21.

68Parker, 76. See also, especially, pp. 58-109,
for a discussion of the auto as drama in which all of
the problems concerning the Spanish sacramental plays
are treated.
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that Parker observed the close bond between the sacramental
plays and the liturgy and thus convincingly answered the
eighteenth century criticism against the dramatization
and instruction of religion on the stage which was then
accustomed to "corregir las costumbres ridiculizéndolas.“69.

Because most biblical scholars have been inter-
ested in the theology of the parable, few have studied
the parable as literature. One who did, however, is

70 He elaborated on the didactic

Geraiant Vaughan dJones.
value of the parable and emphasized the remarkable gift
of imagination and extemporization of the parable's nar-
rator. He speaks of the parable's structure and balance
and of its technique. One such technique is the shock
effect of improbable traits, such as those who accept
the wedding invitation from the king and then fail to
come, or the employer who hires laborers at different
hours and then pays them equal wages. It is the improb-
able trait in the parable that drives its meaning home.
Still another of the techniques found in the parable and

discussed by Jones is the parable's ability to obtain the

approving interest of the listener until the tables are

695eekabove, pp. 7/-8.

7OSee especially Jones, pp. 110-132. Also
Colman Barry, "The Literary and Artistic Beauty of
Christ's Parables," Catholic Biblical Quarterly, X
(1948), 376-383.
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turned on him. In his book, Jones also calls the parable

a comedie humaine in which the characters, as the Prodigal

Son and the Good Samaritan, become so "alive" and familiar
that they are no longer fictitious, but living characters,
much in the manner of Don Quixote or Sancho Panza. "The
parables, as the most characteristic method of teaching
and disputation practised by Jesus, are a particular kind
of literary genre."7l

This first chapter has discussed at length the

nature and purpose of the auto sacramental and the Gospel

parable. Subsequent chapters will explore those one-act
religious dramas of the sixteenth and seventeenth century
Spanish literature which dramatize one or the other of
the New Testament parables. The actual number of parable
autos is relatively small. Furthermore, there are only
ten of the numerous parables found in the Gospels that
serve as the theme for the sacramental dramas. The task
of studying the parable autos is simplified By dividing
them into two groups, those dealing of the "kingdom par-
ables" and those that do not, the "non-kingdom parables."
The "kingdom parables” are those parables that have been
interpreted by scriptural scholars as allegorically
representing God's celestial kingdom, Heaven, or his

earthly kingdom, the Church. Although scholars are not

71Jones, 5%7.
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in agreement as to which of the Gospel parables belong to

the class designated as the "kingdom parables," most all
would agree that at least such parables as the Parable of

the Weeds (Math., 13:24-30), the Parable of the Sower

(Math., 13:3-25), the Parable of the Vinedressers (Math.,
21:3%-46), the Parable of the Laborers in the Vineyard
(Math., 20:1-16), the Parable of the Great Supper (Math.,
22:1-14), the Parable of the Treasure and the Pearl (Math.,
1%:44-46) all undoubtedly belong to the "kingdom parables."72

72Fonck in his The Parables of the Gospel approaches
his entire study from the point of view that all the Gospel
parables may be considered at least indirectly as treating
of God's kingdom to come. ZFonck thus considers all par-
ables as "kingdom parables." Other books that study some
or all of the parables from the point of view of "the king-
dom" are: R. Knox, The Mystery of the Kingdom (London,
1937); G. C. Morgan, The Parables of the Kingdom (New York:
Fleming H. Revell Company, 1907); Franz M. Moschner, The
Kingdom of Heaven in the Parables (St. Louis: B. Herder,
1960); Dodd, op. cit. (above, note 25).




CHAPTER II
THE NON-KINGDOM PARABLE AUTOS

Before studying the non-kingdom parable autos
set aside for this chapter and in order to better under-
stand how the Gospel parable became ready material for
the auto dramatist, it is well to recall briefly certain
conclusions that came to light in the introductory chap-
ter. With regard to the nature of the parable, it will
be remembered that the modern and contemporary scholars
beginning with Julicher, Dodd and the rest of the form
critics, have come to consider the Gospel parable as
something other than allegory, namely analogy and simile.
However, in the consideration of the parable gggg'what
is important and what must now be stressed is that,
until the very late nineteenth century with the coming
of Julicher, scriptural scholars continued to view the
parable according to the traditional allegorical mode
inherited from the early Church, especially the Alex-
andrian school. Indeed, in the sixteenth and'seventeenth
centuries while all of Europe was involved in the intel-
lectual currents of the Renaissance, the Protestant
Revolt, and the Reformation, the traditional method of
scriptural interpretation of the Middle Ages somehow

24
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miraculously triumphed in spite of the fact that "the
spirit of the Reformation is diametrically opposed to the
authoritative interpretation of the Bible" and that great
reformers such as Luther, Calvin, Wycliff, and others
gave new impetus to scriptural interpretation based on
~ "the plain and more obvious meaning of Scripture."l
While the Protestant reformers were intent upon arriving
at a more precise interpretation of Scripture, they so
strove to fit Scripture into their predisposed article
of faith that "in theory every man now became, with the
Holy Spirit's help, his own interpreter of Holy Writ."2
Scripturai scholars such as Erasmus and other humanists
who valued.the classical and reverenced the traditional
authorities defended the allegorical method of biblical
exegesis.5 During this same period, Spain, aware of

her role as the great defender of the faith, deviated

1Robert M. Grant, The Bible in the Church (New
York: MacMillan Co., 1954), p. 109.

2

Hunter, 31.

«  SGrant, 120-21.
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little from the traditional norm of scriptural interpre-
tation.4

In an attempt to arrive at a better comprehension
of why the auto dramatists found the parables good subject-
matter for their drémas, two other conclusions from the

first chapter must be kept in mind, namely that the

essence of the auto sacramental lies in its allegorical

nature and that the Spanish people, through their culture,
were orientated to accept allegory and symbolism as a way
of 1life.” 1In spite of the fact that the Bible was inter-
preted figuratively in Spain as in the rest of Europe, -
nevertheless it was readily understood by the Spanish

people who were acquainted with the traditional scriptural

interpretations.6 Writing of Calderdn's frequent and

“The Jesuit Juan de Maldonado (1533-~1583) comments
on the allegorlcal interpretation of the Prodigal Son Par-
able which is especially useful "predicando al pueblo
sencillo y creyente" (Comentarios a los cuatro evangelios
/3 vols.; "Biblioteca de Autores Cristianos™; Madrid: Ta
Editorial Catdlica, S. A., 1954-1956/, Vol. II, p. 670).
Although Maldonado admits the usefulness of allegory in
preachlng and although he presents in his commentaries
the various ihterpretations of the Church fathers, he
constantly warns against over-allegorization. For an
example of Maldonado's admonition against too much allegory
in scriptural interpretation see Vol. I, p. 76l.

5See Chapter I of this study, p. 25.

6Juan Antonio Monroy has an excellent chapter in
which he shows that, in spite of ecclesiastical sanc-
tions, the Bible did circulate in the vernacular through-
out Renaissance Spain. See his La Biblia en el Quijote
(Madrid: Editorial V. Suarez, 1963), pp. 25-52.
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often subtle allusions to the Bible, Sebastidn Bartina
states: "Calderdn pudb~obrar'asi porque sus contem- -
poréneos conocian la. Biblia y coglan en seguida las .

alusiones vaporosas y sutiles."7 "JFlecniakoska finds

the ancient Alexandrian mode of biblical interpretation
’ “\*
indispensable to the Spanash sacramental dramatlsts

L'allégorie. in facto nfa pas été 1nventee par
nos auteurs dramathues, ils 1 avaient herltee
des Peres de 1'Eglise sans qu'il y ait Jjamais
eu de véritable interruption!

Flecniakoska also maintains that if one is to under-

stand the autos sacramentales, then one must be familiar

with the allegory of the Church fathers particularly those

of the Alexandrian school: ~
S1 nous voulons comprendre le théatre ,religieux
allégorique, c'est avec la méthode exégétique
d'Alexandrie gue nous devons l'aborder et non
pas avec une ame de rhéteur.

The Prodigal Son

The first group of autos sacramentales that merit

consideration under the category of the non-kingdom par-
ables ds that dealing with the well-known biblical account
of the ungrateful son who leaves father and home only to

return penitent after having frivolously squandered his

LAY

7Sebast1an Bartina, Contenido biblico en'El gran
teatro del mundo' (Madrid: Editorial Ifiba, 1957), p. 34.

8Flecniakoska, 426.
9Tpbid., p. 2400.
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inherited wealth. Concerning the Parable of the Prodigal
Son, Mariscal de Gante writes in his early study of the

auto sacramental: "Es uno de los asuntos mas tratados en
1,n10

el drama sacramenta Indeed, the Prodigal Son not
only enjoyed great popularity in the sacramental drama
of Spain but it also appears as a frequent theme in
dramatic literature throughout the rest of Burope as

well.ll In the fourth volume of his extensive collec-

tion of early autos sacramentales, Leo Rouanet lists and

discusses dramatic pieces of various European countries

that have as their basis the Parable of the Prodigal

Son.12
The Parable of the Prodigal Son serves as basis

for several autos sacramentales found in the literature

of sixteenth and seventeenth century Spain. The first
and presumably the earliest of these sacramental plays,

the Aucto del hijo prodigo, appears printed for the first

time in the Rouanet collection.15 The auto has the

lOJa:;Lme Mariscal de Gante, Los autos sacramentales
desde sus origenes hasta mediados del siglo XVIII (Madrid:
Renacimiento, 1911), p. 124.

11y, p. W. Crawford, The Spanish Drama before Lope
de Vega (Philadelphia, 1922), p. 105.

12Leo Rouanet, Coleccidn de autos, farsas, y
cologuios del siglo XVI (4 vols.j; Madrid: Biblioteca
Hispanica, 1901), IV, 261-68.

151pid., Vol. II, pp. 294-313.
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distinction of being the only one found in the entire
Rouanet collection that deals with a New Testament par-
able. Like all of the early autos appearing in the four

volumes of the Rouanet anthology, the Aucto del hijo

prédigo was probably written between 1550-1575 and, like
most of the autos in the collection, by an anonymous
cleric.14
In their respective catalogues, Paz y Melia and
Alenda y Mira cite a second auto on the Prodigal Son

appearing just before the close of the sixteenth century,

Alonso Ramdn's Auto del hijo prodigo written in 1599.15

Although La Barrera does not mention Ramén's play, the
auto does exist in manuscript at the Biblioteca Nacional
in Madrid.l6

Three other autos sacramentales dealing with the

Prodigal Son appeared in the seventeenth century. ZEarly

14Jose Maria Aicardo, "Autos anteriores a Lope
de Vega," Razdn y Fe, VI (1903), 20-33.

155u1i4n Pasz y Melia, Catdlogo de las piezas de
teatro que se conservan en el Departamento de Manuscritos
de la Biblioteca Nacional (2 vols.j; Madrid: Blass, S. A.
1924-35), I, 252; Jenaro Alenda y lira, "Catalogo de
autos sacramentales historiales y alegoricos," Boletin
de la Real Academia Espanola, V (1918), 105.

l6Cayetano Alberto de la Barrera y Leirado,
Catalogo blbllograflgo v blograflco del teatro antiguo
espanol desde sus origenes hasta mediados del siglo XVIIT
(Madrid: M. Rivadeneyra, 1860). For the complete bib-
liographical data on the manuscript see Flecniakoska,
p. 484.

)
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in the 1600's, Lope de Vega wrote his El hijo prodigo

and included it in his famous El peregrino en su patria

published in Seville in 1604.%7 Another sacramental
drama that can be dated to the early part of the seven-

teentheentury is José Valdivielso's Auto del hijo pro-

digo first appearing in Doze autos sacramentales published

at Toledo in 1622.18 Although it is true that Valdivielso

could have written his auto anytime before its initial

publication in 1622, an allusion in the drama to Sancho

of Cervantes' Quijote fairly well establishes that

Valdivielso must have penned his play sometime after

1605, the date of Cervantes' first edition of his

masterpiece.19
A third auto dealing with the Prodigal Son must

also have appeared in the middle of the seventeenth cen~

tury. La Barrera and Alenda make reference to an auto

20

by Manuel Vidal Salvador, El1 hijo prddigo. Neither

l7Lope s auto is more readily available in the
Academia edition, Obras . . . , Vol. II, pp 55-71. All
quotations appearing in this study on Lope's Prodlgo are
taken from this edition.

18The auto is more readily available in Pedroso's
collection, Los autos sacramentales desde . . . , pp. 216-
30. All quotations appearlng in this study on Valdivielso's
Prodlgo come from Pedroso's edition.

19See Pedroso's footnote to his edition of
Valdivielso's auto, p. 222.

2OLa Barrera y Leirado, 596; Alenda y Mira,
Boletin de la Real Academia Espanola, vV, 105.
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La Barrera nor Alenda provide the bibliographical and
descriptive data that usually accompanies their listings.
La Barrera only mentions that Vidal Salvador's auto
follows the earlier plays of Lope and Valdivielso on
the Prodigal. In an earlier section of La Barrera's
catalogue, one finds a brief biography of Vidal Salvador
in which the date of the latter's death is listed as
1689, 2%

Because the Auto del hijo prodigo written by

Alonso Ramdén in 1599 resembles its predecessor, the
anonymous auto of the Rouanet edition, and because I
have been unable to locate any copies of Vidal Salvador's
drama on the Prodigal, the following study will be limited
to a discussion of the anonymous Rouanet auto and of those
by Lope and Valdivielso.

In the case of all three autos, the anonymous

Aucto del hijo prddigo in Rouanet, the Prodigo of Lope

and that of Valdivielso, critics have noted and stressed
their rigid adherence to the biblical story. Speaking
generally of all the autos in the Rouanet collection,
José Maria Aicardo maintains that the anonymous clerics
were exact in portraying the biblical accounts in their

22

religious dramas. Commenting specifically on Lope's

21La Barrera y Leirado, 476-77.

22, . . ’
Aicardo, "Autos anteriores . . . ," Razon y
Fe, VI, 29-30. ’
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El hijo prdédigo, Marcelino Menéndez Pelayo not only shows

how Lope faithfully followed the sériptural account but
also states that because Lope did so he failed to capture
the human aspect of the parable as well as did Iuis

Miranda in his full-length comedia.25 In his study on

the auto sacramental before Calderdn, Bruce Wardropper
states that Valdivielso so religiously tried to follow
the Gospel story that he failed to make any concessions
whatsoever in his drama:

El fin primordial de Valdivielso en este auto

ha sido reproducir alegorlcamente la linea

general de la parabola sin omitir nada: el

cuento de Jesucristo le fué tan sagrada que
no concebia variacion por motivos dramaticos.

24
Admittedly, the three autos under discussion
basically dramatize the main parts of the Gospel parable.
All three autos depict the ungrateful son asking from his
tearful and édmonishing father his inheritance, the
Prodigal's frivolous squandering and total loss of his
acquired wealth, his subsequent struggle to survive by

begging the job of a lowly swineherd and, finally, the

son's repentance and return to his awaiting father who

25Marcelino Menéndez Pelayo, Estudios sobre el
teatro de Lope de Vega, edited and annotated by
A, Bonilla y San Martin (Madrid: Libreria General de
Vlctorlano Sudrez, 1919), I, 49, The comedia referred
to by Menendez Pelayo is that of Luis eranda, La
comedia prod;ga, published in Sevilla in 1554.

24w§gdropper, Introducciodon al teatro religioso
« « o 9 Do 8.




43
willingly forgives in spite of the envy of his older son,
the Prodigal's brother. Nevertheless, I cannot agree
without reservation with Aicardo, Menéndez Pelayo, and
Wardropper, who overstate their case. Although they are
right in assuming that the auto writers on the Prodigal
did dramatize the main parts of the Gospel story, the
above critics are misleading when they fail to point out
adequately the many significant variations from the
Gospel story present in the Prodigal autos. The dis-
cussion that follows will demonstrate how the anonymous
writer of the Rouanet auto, Lope de Vega, and Valdivielso
deviated from the Gospel story in their sacramental plays
by expanding upon incidents as well as characters and how
these innovations reflect varying approaches and points
of view of the same New Testament parable.

In the early Aucto del hijo prddigo, found in the

Rouanet edition, the unknown author introduces two inci-
dents very early into his drama that do not in any way
relate to the biblical parable. TFirst, the mother of the
Prodigal appears in one of the early scenes. She is a
spirited woman, who not only pleads with her son to recon-
sider his decision, but what is more significant, she
spends a great deal of her time scolding her husband for
failing to understand their son and for being too restric-

tive. Nowhere does Scripture mention the Prodigal's



mother, nor in fact, does the evangelist mention any
woman in his account. Shortly after the appearance of
the Prodigal's mother, the anonymous author introduces
his second innovation, a sly Portuguese dog vender who
attempts to make a shady deal by selling the Prodigal
some marvellous dogs that "se posen mantener/de a canina
que faran" (v. 261) and that "fazen musica que e gloria”
(v. 278).25 The addition of these two innovations into
the early part of the play gives the auto a characteris-
tic tone of realism that is maintained throughout the
entire play and that reflects the author's realistic
approach to the Gospel parable. What exemplifies a
true-to-life situation more than a husband and wife
quarreling over the rearing and disciplining of their
children? With regard to the Portuguese dog seller, he
reflects the historical situation not only in his crude
acfions but also in his vulgar language. Commenting on
the portugués and other similar bobo types characteristic
of the earlier Spanish autos, Aicardo states, "nos ponen
eﬁ contacto con el pueblo de antaﬁo."26 The presence in
the Rouanet auto of such domestic and social situations

has caused Flecniakoska to consider this early auto on

25Quotations from the anonymous auto on the
Prodigal are taken from Rouanet, Vol. II, pp. 296-313.

26Aicardo, "Autos anteriores . . . ," Razdén y
Fe, V, 323.



45
the Prodigal Son a satire on the customs and luxury of the
times rather than a religious drama.27

Besides the two very real characters of the per-
missive mother and the cheating dog vender, the complete
absence of any truly allegorical figures enhances even
more the auto's realism. The Italian scholar Sorrento,
commenting on this lack of allegorical figures in the
Rouanet auto states: "I caratteri del Prodigo, del padre
e della madre sono messi in opposizione con brio e
verita. Non ci sono figure allegoriche."28 It is inter-
esting to note that Alenda in observing the absence of
allegory in the Rouanet auto arrived at the same conclusion
as did Flecniakoska with regard to the profane nature of
this early sacramental play:

Pertenecen al siglo XVI todos los personajes
de esta obra: de manera que perdiendo el
caracter de composicidon sagrada mas bien
parece un drama profano destinadg a inculcar
la leccion moral de la parabola.29

Exactly to what extent the realistic personages of the

Rouanet auto contrast with the allegorical figures of the

27Flecniakoska, 316.

28Lu1g1 Sorrento, "I Trionfi del Petrarca a lo
divino e 1‘allegor1a religiosa negli autos," Estudlos
eruditos in memoriam de Adolfo Bonilla vy San Martin
(1875-1926) (Madrid: Imprenta Jaime Rates, 1930), II,
404-405.

29Alenda y Mira, Boletin de la Real Academia
Espanola, V, 104-05.
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Lope and of the Valdivielso autos on the Prodigal will
become evident in subsequent discussion.
Like his anonymous predecessor, Lope de Vega,
although adhering to the four principle movements of
the Gospel parable, also departed from the original

scriptural account in his Hijo prddigo published in 1604.

Lope not only added new elements early into his drama
but, what is of greater significance, he greatly expanded
and actually emphasized the second part of the Gospel
parable.

Lope's first innovation or variation of the Gos-
pel story comes at the very beginning of his auto.
Whereas the biblical account begins abruptly with the
son requesting his share of his father's wealth (v. 12),
Lope begins his drama with a discussion of the Prodigal
and the extremely important allegorical figure, Juventud.
The Prodigal's youth tempts him to take what is his share
of his father's money and encourages him to free himself
from the paternalistic fetters to which he is bound so
that he may enjoy the pleasures of the world. In intro-
ducing the allegorical Juventud in conversation with the
Prodigal, Lope strengthens the abrupt beginning of the
parable as it is in the Gospel and makes it more dra-

matically suitable.
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The systematic manner in which Juventud lures and
entices the Prodigal in the opening scenes of Lope's play
reflects how well Lope succeeds in effectively dramatizing
the parable's beginning. First, Juventud reminds the
Prodigal that he is getting old and that he better enjoy
life while he still possesses the vigor of youth:

Cuando en otra edad estés

Sujeto a la enfermedad,

Al tiempo, & la autorldad

Al gobierno, al interés,

No podras salir un punto

De aquel reloa concertado

Con que vive un hombre honrado
Para sus gustos difunto. (p. 59)

Still warning the Prodigal of his waning youth, Juventud
uses a slightly different approach:

Todos disculpan & amor

En poca edad y una vez.

Si viejo has de andar con plumas,
LNo es mejor en esta edad,

Mientras tienes mi amistad,

Que no cuando me consumas? (p. 59)

Having approached the question of the Prodigal's age by
appealing to his sensuality, Juventud continues by
reminding the Prodigal of the rewards of being a gglég
and the joys of having mastered the art of gambling:

Al mozo_que va galan
Codiciale la mujer,

A todos causa placer,

Mil bendiciones le dan,
Sdlenle mil casamientos,
Promete mil esperanzas,
Halla empréstidos, fianzas,
Convites, ofrecimientos.

3 3 ) . 3

Juega, empresta, da barato,
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Dicen que es noble en efeto,

Que el que da siempre es discreto,

Si es bestia en ingenio y trato. (p. 59)
After arousing the Prodigal's interest in love, women,
and gambling, all of which can best be enjoyed in youth,
Juventud proceeds in his next and perhaps most important
temptation. She assures the Prodigal that neither women,

love, nor success at gambling can be had without money:

Cuenta por muerto al mancebo
Que sin dinero camina.

. . . . 3 . . - . .

Brios sin dinero son
Como sin fuerza el leon,
O como el ave sin alas. (p. 59)

The scene having been dramatically set, Lope
introduces the Prodigal's father, Cristalio, whose name
obviously symbolizes Christ. However, along with
Cristalio, enters Invidio, the Prodigal's older brother,
whose name is also symbolic. Invidio's early appearance
in the story represents Lope's second departure from the
original scriptural account. In Scripture as also in the
Rouanet auto, the older son does not appear until the very
end of the parable. Lope's inclusion of the Prodigal's
older brother into the start of the play not only heightens
the conflict of the Prodigal's dramatic departure from home
but it also makes more credible the older son's role as
the envious brother at the end of the parable.

Besides the two innovations of the allegorical

Juventud and the early appearance of the envious brother,
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Lope expands and develops even more the parable's second
part in which, once again, the biblical account is
extremely brief: "And not many days later, the younger
son gathered up his wealth, and took his journey into
the far country; and there he squandered his fortune in
loose living" (v. 13). 1In his sacramental play, Lope
ramifies this brief verse of the evangelist by alle-
gorically dramatizing how the son spent his fortune in
loose living.

Exactly how Lope succeeded in dramatizing this
second part of the parable story may best be seen by
comparing Lope's allegorical séenes with the blunt
realism of the earlier Rouanet auto. In the Rouanet
auto, the Prodigal is seduced by two harlots, Platina
and her sister simply known as Moga. The two women
desire only the Prodigal's money and in return are will-
ing to sell themselves. One says to the other: '"Mientras
durare el dinero,/ mostrarmele e alaguera,/ amigable y
plazentera,/ hasta que mi majadero tenga la bolsa ligera"
(v. 307-11).

The two girls also speak of the Prodigal who is
accustomed to sitting in at the gambling table (vv. 3%20-
21) and who has agreed to throw a banquet in their honor (vv.
317-3%18), although, in fact, the audience never sees
the Prodigal gamble nor witnesses the lavish banguet of

which the women only speak.



50
In Lope's Hijo Prdodigo, the two plotting bawds

never appear but rather the author introduces a whole host
of allegorical figures. The realistic mujer and moga are
replaced by the abstract and figurative Lascivia and
Deleite who seduce the Prodigal with the aid of the other
allegorical personages such as Engano, Lisonja, and
Locura. Whereas in the Rouanet auto the two women only
speak of the Prodigal's affection for gambling, the pas-
sion becomes alive in Lope's play in its personaification,
Juego.

With regard to the banquet mentioned by the two
bawds in the Rouanet auto, Lope once again allegorically
dramatizes it before the audience. Actually, the banquet
scene becomes for Lope the focal point of his whole dream.
Lope delights in portraying the Prodigal and Deleite as
the typical galan and dama found in almost any of his
secular dramas. Having partaken of the meal and imbued
with the wine of olvido, the two lovers enjoy the fruits
of love, while in the background is the ever present
chanting of the musicos, or chorus, who not only sing the
praises of love but ominously lament the Prodigal's forth-
coming fate.

Lope obviously took pleasure in and was attracted
to the second part of the parable, for it is not only the

most expanded part of his drama but also the most poetic.
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Although Aicardo does not agree with my position when he
says: "A mi parecer, la vida desenfrenada del Prddigo
estd representada con una extensidn proporcionada a todo

el resto del auto,"ao

I offer Lope's relatively abrupt
ending to his drama as final proof that he not only
preferred dramatizing the Prodigal's life away from
home but actually emphasized this part of the parable
story. In Lope's auto, the Prodigal adcepts the job of
a swineherd but suddenly decides he was better off before
and returns to his father, who awaits him with open arms.
The final scenes of the play are swift and undeveloped
and contrast sharply with the earlier elaborate alle-
gorization. ZLope falls short in his dramatic develop-
ment exactly where the Gospel parable is most emphatic,
in its last part, in which the penitent Prodigal returns
to his anxious father (vv. 15-32).

Even though José Valdivielso also basically

adhered to the Gospel account in his Auto del hijo

prédigo published in 1622, like the author of the
Rouanet auto and Lope de Vega, he also introduced cer-
tain innovations iﬁto his sacramental play that are not
found in Scripture. In the earlier stages of his drama,

Valdivielso patterns his sacramental play after that of

, 5OAicardo, "Autos sacramentales de Lope de Vega,"
Razon vy Fe, XXI (1908), 38.
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Lope. Although Valdivielso begins his drama with the
Prodigal immediately asking his share of the father's
wealth, as does the evangelist in his Gospel, neverthe-
less, Valdivielso shortly thereafter introduces dJuventud,
who then functions much as does Lope's allegorical
counterpart. Also much like Lope, Valdivielso alle-
gorizes in great detail the Prodigal's downfall, how he
is carried off into the deceiving world by his wild
youth in the company of Lascivia and Olvido and how,
after gambling with Juego; he becomes involved in an
amorous affair and finally weds Placer. However, unlike
Lope, Valdivielso does not cease to expand his allegori-
cal dramatization with the Prodigal's downfall, but

"rather he continues to allegorize the Prodigal's repent-
ance and return to his father.

Valdivielso successfully and effectively drama-
tized the last part of the Gospel parable exactly where
Lope fell short. In Valdivielso, the Prodigal does not
just suddenly become aware of his plight while tending
the swine and return to his previous riches, buf rather
he is counseled by his conscience into acknowledging his
sin and accepting final repentance. Valdivielso's intro-
duction of a new allegorical personage, Inspiraciodn, who
constantly reminds and plagues the Prodigal to acknowl-

edge his guilt and return penitently to the all-merciful
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father not only enables the author to dramatize effec-
tively the Prodigal's mental struggle, but it also allows
him to introduce important theological quéstions, such
as the danger and gravity of the sin of despair, from
which the Prodigal would have no recourse or the death
of the Prodigal's sinful soul through the loss of
sanctifying grace (p. 224).

Typical of the manner in which Inspiracidn moves
the Prodigal to accept repentance and indicative of how
the author allegorically dramatizes the last part of the
Gospel story, is the appearance late in the auto of three
allegorical carts. The first cart representing death
comes upon the scene while Inspiracidn and the Prodigal
are discussing the latter's desperation and his desife
to die. The cart depicts a large sepulchre in which
appear all types of humanity from the Pope and King down
to the lowliest of humanity. While they behold the cart
of death, Inspiracion reflects on the Medieval theme of
ubi sunt because everything on the cart "resuelve en la
sepultura/ Salud, donaire, nobleza,/ Gala, gracia,
gentileza,/ Fuerzas, aviso, hermosura" (p. 225). The
cart of death really prepares the scene for the gggég

del infierno which immediately follows it. Huge flames

of fire and billows of smoke surround the cart of hell

and, while they behold the terrifying scene, Inspiraciodn
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reminds the Prodigal what will await him should he have
his wish and die in despair. Later when the Prodigal,
having served as swineherd, contemplates returning to
his father but still fears to do so, Inspiraciodon reveals
to him the third cart, that of mercy. The carro de

misericordia depicts a child affixed to a cross, above

which appear four angels each holding in his hand some
item symbolic of mercy. One of the angels holds a ring
and another a white robe symbolic of the friendship
between father and son. Still another angel carries
sandals "hechas de ejemplos de los santos® (p. 288),
while the fourth nestles within his arms a calf which
is to be offered in sacrifice for the remission of sin.
In the Gospel story, the father bedecks his returning
son with a ring, a robe, and sandals, and then offers
a calf in sacrifice as thanksgiving to God for his
son's return.

The role of Inspiracidn as the conscience and
guiding light of the Prodigal as well as the appearance
of the three allegoricalcarts of death, hell, and mercy
illustrate Valdivielso's theological concern in his
approach to the Gospel parable in his drama. The tradi-
tional interpretation of the Parable of the Prodigal Son
by scriptural scholars has always focused upon the doc-
trine of repentance and forgiveness. dJuan de Maldonado

expresses this traditional idea of the theme of the Gospel
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parable in his Comentarios a los cuatro evangelios: "Hay

en el cielo mayor gozo por un solo pecador que se convierte
que por noventa y nueve justos que no necesitan con-

vertirse."31

Valdivielso was undoubtedly aware of the
traditional viewpoint of the parable and he desired to
convey it to his audience. This is why, unlike Lope,
Valdivielso dramatized and actually emphasized the last
part of the Gospel story in his religious play. Wardropper
also observes this affection for the theme of repentance
and forgiveness present in all of Valdivielso's plays as
he notes a basic difference in the theological approach
of Valdivelso and his eminent successor Calderdn: "Si
Calderon es el poeta de la Redencidn mediante el dogma,
Valdivielso lo es mediante el arrepentimiento sincero
del pecador."52
Besides the extensive allegorization in his drama
of the last part of the Gospel story, the role and func-
tion of some of the minor characters further demonstrate
José Valdivielso's theological approach to the original
scriptural passage. Valdivielso's most original creation,

Inspiracion, has already been discussed above, especially

with regard to its role as the Prodigal's conscience which

5lMaldonado, II, 648.

52Wardropper, Introduccidn al teatro religioso
. . <« 5 D. 286.
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encourages final repentance. However, Inspiracién appears
in almost every scene of the drama from its very begin-
ning.55 In the earlier stages of the play as the Prodigal's
conscience, she is the baroque figure who accompanies the
Prodigal through his journey of sin and who makes her
presence felt by never uttering more than a few brief but
important lines. The few lines, always baroque, have the
effect of warning the Prodigal of hidden deceptions in
the words and promises of his evil adversaries. For
example, when Lascivia and Olvido urge the Prodigal to
drink the cup of pleasure which will guench his passionate
thirst, Inspiracion succinctly warns: "No te podra hartar
jamds,/ Pues, mientras bebieres mas,/ Mataris menos tu sed"
(p. 220). Later, when the Prodigal speaks of the "heaven"
he will possess upon giving the ring to Deleite in mar-
riage, Inspiracién reminds him that in wedding himself to
Deleite he divorces himself from Heaven: "Si le das, pues
del te alejas;/ que el cielo das, pues le dejas,/ Y al que
le hizo para ti" (p. 220).

Valdivielso's treatment of the swineherd also
illustrates his theological approach to the Prodigal Par-
able. In the Rouanet auto, Porquero simply takes pity on
the Prodigal and offers him a job tending the pigs. Lope
has two swineherds in his auto both of whom are signifi-

cantly named: Montano (mountain) who proclaims in tender

55See above, pp. 52-53.
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poetic utterances the beauties of nature (beatus ille) and

at the same time rejects the deceits of courtly life

(menosprecio de corte) and Belardo whose name is signifi-

cant because of its relationship to the pig he tends.
Montano and Belardo when they first appear in the drama
lament the fact that, because they have to divide their
attention between the pigs and the sheep, they have lost
some of their finest sheep to thieves and robbers. When
the Prodigal later appears, they welcome him because by
hiring the Prodigal for the pigs they can personally
attend to the sheep which they prize more. Later, if
the Prodigal proves himself worthy, he too can be privi-
leged to watch the sheep. Mdntano states to his friend
Belardo: "Si guarda bien, al que viene/ Le doy ovejas y
cabras" (p. 70). Valdivielso, like Lope, also has two
swineherds, Chaparro and his master who is simply called
Amo, but who clearly represents the devil. Chaparro,
Amo's servant, complains of his Jjob and threatens to
leave it. Amo at first tries to dissuade him but agrees
to let Chaparro go when the Prodigal enters and asks for
the position. Not only does the Prodigal's conscience,
Inspiracidn, try to warn the Prodigal of the Amo's dia-
bolical nature but also Chaparro attempts to dissuade the
Prodigal by relating to him the many miseries and unful-
filled promises that he experienced working under the

Amo. In depicting this scene of the Gospel story as he
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does and in introducing the allegorical Amo as the devil,
Valdivielso once again adheres closely to the traditional
interpretation which suggests the swine to be various
devils and the farm or sty as an extension of the devil's
power and dwelling place.54

There is one final, minor character that should
be mentioned in this discussion because it too reflects
Valdivielso's interests in theology and his approach to
the scriptural parable. As was seen above, whereas in
the Rouanet auto the Prodigal's older brother only appears
once in the drama at its very end as in the Gospel account,
in Lope, the audience sees him enter early into the drama
as well as at the very end. However, outside of Lope's

early introduction into the drama of the older son and

his symbolic name of "Invidio," Lope's hijo mayor func-

tions in the play much as does the counterpart in the
Rouanet auto. In Valdivielso's auto, although the older
son laments his plight much in the manner of the Rouanet
work and that of Lope, the reader, nevertheless, is con-
veyed the feeling that the older son laments more the
Prodigal's unjust treatment of his own father rather
than the fact that his father neglected him. Note that

Valdivielso did not call his hijo mayor, Invidio, as did

54For the various allegorical interpretations of

the Prodigal Son Parable promulgated by the Church fathers,
see Maldonado, Vol. II, pp. 648-672.
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Lope, but rather significantly Justino (justice). 1In
Justino's first and only appearance outside of the
expected final scene, he is seen in his father's vineyard
discussing his brother with Labricio, his working friend.
In this discussion, although he does envy his brother to
some extent (p. 222), nevertheless, Justino is more
perturbed by the fact that his younger brother could be

so disrespectful to their beloved father, who has given
them so many blessings. ILabricio closes their discussion
and the scene with these words indicative of Valdivielso's

interpretation of the role of the hijo mayor in the par-

able and in his drama: "Que & los malos sus gustos/ No
duran, ni las penas a los justos"™ (p. 222). Later in
the final scene, Justino again expresses his desire that
justice be done rather than that his envy be satisfied.
In his final discourse addressed to his father he paren-
thetically adds: "Pienso gque cumpliendo al justo/ Lo gue
me ordenaste de mi" (p. 230).

Before moving on to those autos treating of
another'Gospel parable, that of the Lost Sheep, which,
as it will be seen, relates to the parable on the Prodi-
gal, it is well to review briefly some of the conclusions
from the discussion above. Although scholars have stressed
the strict adherence of the autos to the original Gospel

account, the authors of the Prodigal autos did in fact
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introduce new scenes and personages not found in the
original Scriptural tale. TFurther, it was observed that
the innovations often reflect the author's particular
approach to the parable. For example, the true-to-life
incidents of the quarrelling mother and the crooked dog
vender, together with the complete absence of any truly
allegorical figures in the Rouanet auto, contrast greatly
with the allegory and personifications found in the autos
of -Lope and Valdivielso and point to the author's realis-
tic approach to the parable. However, even the two alle-
gorical dramatizations of Lope and Valdivielso reflect
differing points of view of the Gospel story. Lope,
interested more in the Prodigal's adventurous escapades
of love and intrigues away from home, extensively depicts
the second part of the parable, and shows little interest
in that part of the parable which follows. Valdivielso,
on the other hand, desired to convey to the audience the
theology of repentance and forgiveness and thus was
attracted to the last phase of the Gospel story.

Of greater significance than the authors' vary-
ing approaches to the Gospel parable in the sacramental
plays, is the role and development of some of the minor
characters as seen in the three autos. Lope as well as
Valdivielso took the two bawds of the Rouanet auto and

developed them into a whole host of allegorical figures
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who acted out before the eyes of the publico the Prodigal's
downfall. With regard to two other minor characters, Hijo
Mayor and Porquero, in the Rouanet auto, they only appear
once, and they function in the manner of the Gospel fig-
ures, while in Lope and Valdivielso both the older son
and the swineherd appear twice. The early appearance of

the hijo mayor gives some insight into his character and

makes his characteristic attitude at the end of the play
more acceptable; and the early discussion of the two swine-
herds discloses to the audience exactly why they were glad
to accept the Prodigal when he approached them later in

the story. Finally, it came to light in the discussion
above, that Lope and Valdivielso introduce important new
minor characters in their sacramental plays not found in
the Rouanet auto. Both authors present Juventud and effec-
tively use this allegorical figure to dramatize visibly the
Prodigal's inner struggle and to show why the Prodigal

left his father. With his innovation of the minor char-
acter, Inspiracion, who never leaves the Prodigal's side
even during his sinful spree, Valdivielso goes yet another
step further in dramatizing the Prodigal's inner struggle
because, in every scene of the drama, Valdivielso care-
fully pits the two moral forces of good and evil against

each other.
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The Lost Sheep

Another popular theme found in the sacramental
dramas of Spain is the Parable of the Lost Sheep center-
ing about the good and loving shepherd who leaves the
ninety-nine faithful of his flock and goes in search of
the one lost sheep; "and when he has found it, he lays
it upon his shoulder rejoicing" (Luke, 15:5-6). The
early églogas of GOomez Manrique, Juan del Encina, and
Garcilaso de la Vega had already popularized the pastoral
motif in dramatic literature, and the Parable of the Lost
Sheep with its shepherds and rustic setting enabled the
auto dramatists to manipulate an already popular theme.35

That I should consider the Parable of the Lost
Sheep after the Parable of the Prodigal Son in appro-
priate, since the two parables are closely related. Not
only did the evangelist include both parables within the
very same chapter but both convey the identical doctrinal
message of the need for repentance and forgiveness and of
Christ's delight "over one sinner who repents."56 In

fact, the evangelist places a closely related third parable

35Gonzélez Ruiz in his "Introduccién" to Piezas
maestras . . . , p. xxxvi, writes of the early autos on
the Parable of the Lost Sheep: "Pastores, zagales,
balidos de ovejas, tintineo de esquilas, canciones
ingenuas, el pandero y el tamboril ... estos autos
sacramentales son poco méds que églogas del Nacimiento."

56Luke, Chapter 15.
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in with those of the Prodigal and the Lost Sheep. The
third parable depicts a woman who, having lost one of her
ten coins, lights up and sweeps out her house in search
for the one missing drachma and who, after having found
it, gathers together her neighbors and friends in celebra-
tion.2” In his auto on the Prodigal studied in detail
above, José Valdivielso, fully aware of the related mes-
sage of the three scriptural passages, makes direct ref-
erence to all three parables within the same verse. In
one of Valdivielso's last scenes, the Prodigal's father,
anxiously awaiting his son's repentance and return,
recalls for the audience the many times he is pictured
in scripture as the forgiving Christ:

Ya me introduce dama,
Que la casa trastorna

Por la perdida drama,
Que, hallada, en si la torna;

. . . . . . . L] .

Ya un pastor represento,

Con que 4 el teatro asombro,

Viéndome entrar sangriento

Con la ovejuela al hombro;

Y hoy, de un hijo perdido,

Un padre represento enternecido. (p. 229)

The first of the four aubtos sacramentales treat-

ing of the Parable of the Lost Sheep dates to the six-
teenth century when it was presented in a Jesuit college
at Villagarcia. The play claims no known author and

bears the simple title of Auto de la oveja perdida. The

57'1'11e Parable of the Lost Coin, Luke, 15:8-10.
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auto is found in manuscript form in the Cddice de los

jesuitas and first appeared in printed form in Pedroso's
collection.”® The anonymous Villagarcia auto closely
resembles another sixteenth century auto of the same
name written by Juan de Timoneda. Timoneda's Qveja

perdida first appeared in his Ternario spiritual of 1558

in Valencia and again in his Ternarios sacramentales of

1575, also in Valencia.>? The Villagarcia auto and that
of Timoneda so closely follow the same pattern that there
has been some discussion as to which of the two autos can
claim to be the original. At least one scholar, Soriano,
has seen enough alternations in the two autos to con-
clude that "se ha de descartar, por tanto, la hipotesis
de que un texto sea copia del otro, sino ambos

refundiciones de un original anterior, perdido o

38The manuscripts of the Codice de los jesultas
are housed in the Biblioteca de la Real Academia de la
Historia at Madrid. Bibliographical data on the manu-
script of the Oveja perdida is found in Flecniakoska,
p. 489. The auto is also reproduced in footnotes to
Timoneda's auto of the same title in Pedroso, pp. 76-88.

59Tlmoneda s auto is found in Pedroso who repro-
duces the play from a copy made of the Ternarios (1575)
by Agustin Durédn. Timoneda's play also appears in an
annotated edition with introduction and glossary by
Dr. D. Antonio Gar01a Boiza, Auto de la oveja perdida .
(Salamanca: M. Pérez Criado, 1921). Garcia Boiza uses
Pedroso's edltlon as the basis of his text "teniendo en
cuenta la indole vulgarizadora de esta edicion” (p. 43).
The auto also a pears in a copy from the Ternario
splrltual (1558) in P. Fellx Olmedo, "Un nuevo Ternario
de Juan de Tlmoneda," Razon y Fe, XLVII, 483%-497. Ref-
erences to Timoneda's play found in thls study come from
Pedroso's edition, pp. 76-88.
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40 Having examined and studied

desconocido hasta ahora."
the two autos as they appear in the Pedroso edition, T
frankly do not observe any substantial differences in the
two dramas to warrant Soriano's conclusion. If, in fact,
the two sacramental plays were substantially different
from each other, this would not alone eliminate the possi-
bility that the one written first served as model for the
second, without the necessary existence of a third auto
upon which both were based.

Lope de Vega affords two other examples of autos

sacramentales treating of the Parable of the Lost Sheep.

Lope's two autos are distinct from one another, the first,

El pastor lobo y la cabana celestial, is patterned after
41

the Villagarcia and Timoneda autos. Lope's second

40Justo Garcia Soriano, El teatro universitario y
humanistico en Espana (Toledo, 1945), p. 23%4.

41Fran01sco Medel del Castlllo, in his Indice
general alfabético de todos los titulos de comedias que
se han escrito por varios autores antiguos y modernos y
de los autos sacramentales y alegoricos asi de D. Pedro
Calderon de la Barca como de otros autores clasicos
(Madrid: Imprenta de Alfonso de Mora, 1735, p. 132) lists
the auto, El pastor lobo y la cabana celestlal as having
been written by Mira de Amescua. Em111o Cotarelo vy Mori
("Mira de Amescua y su teatro" Boletin de la Real Academia
Espanola, XVIII, 75) mentions Medel de Castillo's refer-
ence to an auto written by Mira de Amescua with the same
title as Lope s El pastor lobo but. he states that Medel de
Castillo's reference is the only one he has ever found of
such an auto. Menéndez Pelayo says that the auto is
definitely Lope's in his "Observaciones Preliminares" to
Obras de Lope de Vega, II, 1xvii.
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auto, La oveja perdida, is different from any of the pre-

ceding three autos on the Lost Sheep. Although the date

of Lope's La oveja perdida is not certain, his El pastor
4p

lobo ¥ cabana celestial was written in 1624.

Since three of the four sacramental plays, the

Villagarcia auto, Timoneda's Oveja perdida, and Lope's

El pastor lobo y la cabana celestial treat of the Lost

Sheep Parable in more or less the same manner, I will
discuss, first, the two identical autos found in Pedroso,
and then I will point out important variations in Lope's

El pastor lobo. ZFinally, this portion of my study will

conclude by analyzing Lope's second auto, La oveja perdida,

whose treatment of the Gospel parable is strikingly dif-
ferent from that of the other three.

The anonymous Villagarcla play and that of
Timoneda not only present the same allegoricai figurés,
but they are also identical in their dramatization of
the scriptural story. Apetito (carnal desires) lures
away the Oveja (the soul) from Custodio (the soul's
guardian angel). Custodio goes in search of the lost
sheep which by now 1s well down the wide and flowery

path of evil. (The road to hell is always depicted as

42A list of dates of some of Lope's autos are
found in Flecniakoska's article, "Les roles de Satan
dans les autos de Lope de Vega,'" Bulletin Hispanigue,

LXVI (1964), 44,
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wide and green in contrast to the narrow path leading to
heaven always full of thorns, thistles, and‘sharp—piercing
stones.) Custodio is joined in his search by Miguel, the
archangel, San Pedro, and finally by Christ himself,
Cristdbal Pascual. This heavenly troop later recovers
the Oveja bound by ropes and in a state of despair and
exhaustion. Both dramas end with the celestial group
liberating the Oveja which Cristdébal triumphantly and
rejoicingly carries off on his shoulders.

Several points of these two almost identical
dramatizations of the Lost Sheep Parable merit further
consideration. It will be recalled that in the anonymous
auto found in Rouanet the two bawds only talk of seducing
the Prodigal and that the audience never actually sees
the seduction. So, too, in the Villagarcia auto and
that of Timoneda, the audience never really sees drama-
tized before it Apetito's tempting and luring of the
Oveja. In fact, the only time Apetito appears in the
plays, he spends most of the time arguing with Custodio
. over which of them has the right to lead the sheep.

Only after Apetito and Custodio finally decide in their
argument that the Oveja must exercise her free will and
choose between them, does the audience see Apetito make

an attempt to lure the Oveja:
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Yo luego le doy que coma--
Toma del pan: ire, re, re!
Que lo futuro no asoma,
Y al fin, fin, mas vale un toma
Que después dos te dare. (p. 80)
In this scene in which Apetito coaxes the Oveja, the Oveja
is somewhere off to the side and never appears on the
scene. In fact, the Ovejé Perdida for whom the plays are
named, never enters them as a dramatic figure. This
entire scene in which Apetito appears and utters a few
enticing words to an unseen figure is at best a half-
hearted attempt by the authors in their respective dramas
to dramatize the Oveja's temptation and fall. The authors
were obviously not interested in taking advantage of the
dramatic situation afforded by the temptation scene nor
even concerned with portraying the Oveja, who never appears.
In contrast to the brief and undramatic portrayal
of the Oveja's temptation and fall, the two early autos
present two rather lengthy scenes, both of which are laden
with theology. In the first scene, Miguel, commander-in-
chief of the angelic hosts, questions Custqdio about the
whereabouts of the Oveja. After Custodio's explanation
of what had happened and Miguel's boast of how he had

once conquered his diabolic rival in a fierce and fiery

battle, the two angels proceed to trace in detail the
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various steps the soul takes into sin.l+5 The theological
note having been set with the angels' discourse on sin,
the following scene involves even more theology when
Cristobal Pascual appears with Peter. Cristobal is
depicted as the good shepherd, who, concerned for the
welfare of his flock, establishes upon the rock of Peter
his: Church, in which the sheep can find refuge and shel-
ter from the ravenous wolves and lions. In failing to
capitalize on the dramatic opportunity afforded by the
temtation scene and in depicting, instead, the two fol-
lowing scenes that center around the idea of sin and the
Church's power to forgive, the authors sacrificed drama
for theology.

In picturing Christ as the Good Shepherd who
knows his flock and whose flock knows him (p. 83%), the
authors took advantage of the close affinity of the Lost
Sheep parable with another parable found in the Gospel

of St. John.*

In this same scene of the two autos in
which Cristdbal establishes his Church, the authors drew

heavily from other parts of Scripture as well. Note how

45Mariscal de Gante points out that the tracing
of the steps the sinner takes into sin is a popular theme
in the autos. ©See his discussion of Timoneda's auto in
his Los autos sacramentales desde . . . , pp. 64-69.

i
10:1-21).

The parable is that of the Good Shepherd (John,
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ingeniously the authorsktied in still another pastoral
theme found in the words of St. John's last chapter of
his Gospel, "Feed my lambs, feed my sheep."45 Peter
receives the mandate to provide for the flock but first
he has to confess his faith and love to the lMaster three
times, the same number of times Peter had earlier denied
him (p. 84). In this same scene, there are other key
ideas drawn from other parts of Scripture that relate
closely to either Christ's founding of his Church or to
the parable's theme of forgiveness. For example, the
Church has the authority to forgive, for whatever it
binds on earth shall bé bound also in heaven; and Peter
and his successors in the Church must not only forgive
seven times but "seventy times seven" (Math., 18:22).

As was mentioned above, in his auto on the Prodigal,
Valdivielso only alluded to other scriptural passages.

In the Christ and Peter scene of the Villagarcia and the
Timoneda autos, the other related biblical passages fit
more directly into the autos' dramatic action. Cristébal
actually appears as the Good Shepherd, and Peter receives
Christ's command to nourish his flock. ~The delicate art
of effectively entwining sundry scriptural passages of

similar themes into the auto's dramatic action is masterfully

“OJonn, 21:15-23.
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handled by Calderdn, as it will be observed especially
in the study of the kingdom-parable autos.

Although Lope de Vega's El pastor lobo resembles

the Villagarcia and the Timoneda autos in its allegorical
dramatization in that it, too, depicts Christ (Pastor
Cordero) searching for the sinful soul (Cordera), nowhere
are there found the two scenes of the angels discussing
the steps to sin nor Christ founding his Church upon the
rock of Peter. More a poet-dramatist than a theologian,
Lope exploited the dramatic potentiality of the Lost
Sheep Parable where the two earlier autos had failed.

In the two earlier autos studied above, Apetito
appears only once in what is really a half-hearted
attempt to portray Apetito's role in tempéing the Oveja.
In Lope's work, Apetito appears many times and plays a
direct part in bringing about the Cordera's downfall.

In fact, Lope strengthened the temptation scene by mul-
tiplying threefold the one evil personage, Apetito, much
in the manner that he had expanded the two bawds of the
Rouanet auto on the Prodigal into a whole host of alle-
gorical figures. In this parable on the Lost Sheep, Lope
introduces Descuido and Lobo. Lobo, who is the Devil
himself and whose name appears in the title, actually
replaces Apetito as the central figure of evil. It is

Lobo who begins the auto with a long monologue in which
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he laments his bitter destiny and swears to take revenge
by waging a relentless war against God, his all-powerful
adversary. Unlike the cruel and insensitive Devil of the
Middle Age literature, Lobo is rather typically depicted
as a keen and astute student of human nature, well aware
of his diabolic role in the Divine plan.~®

Having increased the evil forces to the Lobo,
Apetito, and Descuido and having set the stage with the
Devil's monologue in which revenge and relentless war
are the key note, Lope was then ready to exploit the
temptation scene. Just as Lope preferred to portray
the wild spree of the Prodigal, so he delighted in
dramatizing before the audience that part most neglected
by the earlier two autos--how the oveja became an oveja
perdida.

Lope is at his best in portraying the seduction
scene which resembles those in many of his profane
dramas. There are the loyal and good husband, Cordero,
and his faithful and true wife, Cordera. Cordero nour-
ishes his spouse with the bread of life, and Cordera,
deeply in love with her husband, often withdraws into
the heavenly hut to contemplate his goodness (pp. 193~
94).47 While Cordera is within the cabana celestial

46Fleckniakoska, Bulletin Hispanique, LXVI, 30-44,

47References to Lope's El pastor lobo are taken
from Pedroso, pp. 190-201.
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thinking of her beloved, Apetito disguised as Mercurio,

attempts to obtain entrance into the heavenly hut by
convincing Cuidado, who is guarding the hut, that he is

an angel--all in the tradition of the capa y espada

play. Employiﬁg his bewitching powers, Apetito finally
lulls Cuidado to sleep. Cuidado, significantly, repre-
sents the Cordera's reason and understanding, which is
overcome by passion.48 A kidnapping scene follows in
which Lobo enters the hut, steals the wife of Cordero,
and carries her off in his arms in spite of her shouts
and screams of resistance.49 The action heightens as
Cuidado, realizing Apetito's true identity and what has
happened, goes off to inform the Cordero.

The scene changes to the mount of hell, situated

opposite the cabana celestial. ILobo is seen trying to

change Cordera's will and seduce her while a chorus of
musicos lulls her to sleep. Confident that the sleeping
Cordera is in his power, Lobo places her in his hut. At
this point, Cuidado and Pastor Cordero turn the tables
on Apetito and Lobo and steal back the Cordera, who in

her sleep, makes known to the Cordero her fidelity and

48That Cuidado represents reason and understand-
ing can be seen in Apetito's own words to the Lobo:
"Mal conoces esta vara/ Y los deleites propuestos:/ Entra,
que ya estén dormidos/ La Razbén y Entendimiento" (p. 196).

495ce below, pp. 75-76 and pp. 81-82.
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innocence. The play ends with the Devil once again
lamenting his inevitable failure while Pastor Cordero
carries the Cordera on his shoulders up the narrow and

thorny road to the cabana celestial. Finally, just

before the curtain descends, Pastor Cordero reveals to
his wife and to the audience the true nature of the heav-
enly cabana which suddenly appears glorious and radiant,
bedecked with the Blessed Sacrament. On the other hand,
on the oppoesite hill, the dwelling of the Lobo, once
flowery and green, now becomes a mass of giant flames.50
Besides the fact that Lope dramatized the
Cordera's seduction and that the two theology-laden
scenes present in the earlier autos are absent in Lope's
drama, there is another basic factor found in the seduc-
tion scene of Lope's sacramental drama that reveals its
author as a better poet than a theologian. In the two
early autos, although the temptation is extremely brief
and undeveloped, Apetito's few words, quoted above, show

that Apetito enticed and tempted the Oveja.51 It will

also be remembered that Apetito and Custodio agreed in

>0 Speaking of Lope's effective finale to his
autos Wardropper says: "La técnica de la apoteosis--
una tentativa de aliar el arte escultorico al drama para
dejar en la memoria del espectador una vision simbdlica—-
es la mayor contrlbu01on de Lope al auto sacramental."
See his Introduccion al teatro . . . , p. 281.

51

The quotation is cited above, p. 68.
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their conversation and argument before the fall that the
Oveja had the right to choose between them and that the
use of her free will must be preserved. That the Oveja
ultimately gave in to the temptation is obvious from the
plot of the plays. That the Oveja fell of her own doing
is also explicit when later, after she is found, she must
willingly repent and be cleansed by the sacraments, espe-
cially that of penance, before she is worthy to be carried
off on Cristobal's shoulders.

In Lope's adaptation of the Gospel parable,
Cordera is not tempted but seduced. Cordera is seigzed

by force and carried off from the cabana célestial by the

raging Lobo. Nor for one moment does Cordera give in to
the desires of the Lobo. In fact, with Cordera's seduc-
tion, Lope denies the most essential Roman Catholic doc-
trine of free will. TUnlike the Apetito of the earlier
two autos, Lobo denies that Cordera has any choice in the
matter: "Entra, que ya no hay Cordero./ Ya estas en poder
del Lobo:/ No tienes, Alma, remedio" (p. 197). Cordera
herself not only incessantly resists Lobo's attempt to
possess her but she never once blames herself and admits
guilt. Rather she blames her seduction on Cuidado, her
reason and understanding, who fell asleep under the

influence of Apetito. After having been rescued by the
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Cordero, Cordera proclaims her innocence in her sleep and
casts the blame on Cuidado:

Conozco que mi Cuidado

Fuvue, por escuchar, culpado,

A unos traidores fingidos;

Que, si no les diera oidos, .

No hubieran al Alma enterado. (199)
Lope seems unable to write good drama without sacrificing
theology. This is precisely one of the reasons why Lope
never reached the heights of Calderdn as a writer of the

‘auto sacramental.

Lope's second auto on the Lost Sheep Parable, La

oveja perdida, differs greatly from his El pastor lobo

and the early Villagarcla and Timoneda autos. Although
the playbegins much like Lope's earlier drama with the
Devil, this time called Luzbel, lamenting his tragic
destiny and complaining of God's favoritism toward man,
whose past deeds in history seem to deserve the same
condemnation which the Devil himself has received,
Luzbel is joined by three completely new personages,
Culpa, Murmuracion, and Adulacidon. Culpa, the Devil's
right hand man and a gracioso type, goads Luzbel and
causes the Devil to be even more remorseful by remind-
ing him of his tragic fate: "(Qué haces? Siempre has

de estar/ Solo, enojado y secreto" (p. 610).52 On the

52References to Lope's La oveja perdida are
taken from Obras de Lope de Vega, Vol. II, pp. 609-624,
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other hand, Murmuracion and Adulacidn are completely
friendly to the Devil. They boast of their power to
destroy man (p. 612), and they swear to aid Luzbel in
bringing about Oveja's downfall. Later when Cristo,
Pedro, and San Juan appear, the two allegorical figures
of gossip and flattery play their roles to perfection.55
Murmuracidén chides Cristo for being born in a lowly
state, amid the shepherds whom he can govern easily

(p. 613). She also chides Peter by reminding him that
he had denied Christ and that he once cut off the ear
of a man "quien armas no tenia" (p. 613). Nor does
Murmuracioén permit St. John to escape her venomous
tongue. St. John, the evangelist, always appears in
the play with a scribe's quill. Murmuracidén plays
upon the Spanish word, pluma, which not only denotes
peﬁ but also is used idiomatically to connote a dandy,

especially in the expression, "andar con plumas" (p. 613).

Adulacion also plays her role well for she is always will-
ing to whisper honeyed words to all with whom she comes
in contact. For example, when Cristo first comes upon

the scene, Adulacidn greets him with a breathtaking host

55Although the Apostle, Peter, has precedence
because of his appearance in the earlier autos,
St. John's appearance is curious. Perhaps, Lope had
in mind St. John's closely related Parable of the Good
Shepherd when he wrote his drama and therefore included
the evangelist himself in the play.
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of titles (p. 613). This entire first part of Lope's La

oveja perdida, in which the forces of evil are pitted

against those of good in a battle of words and wit, is
well constructed and well dramatized.

The second part of Lope's La oveja perdida, the

temptation scene, brings to mind Lope's rendition of the
Prodigal's downfall discussed at length above.54 Like
the Prddigo, the Oveja expresses concern for her waning
youth and desires to flee from the narrow and rough path

of the buen pastor in order to enjoy the ripe green

pastures of pleasure (p. 614). While the Oveja is being
tempted by Murmuracion, Adulacidén, and the other evil
figures, she continually ignores the warnings and coun-
sels of Memoria, a conscience figure recalling Inspiracion
of Valdivielso's Prdédigo. When the Oveja finally surren-
ders herself to the temptation, she is led away to
Villaviciosa, an allegorical city where "se vive sin

ley:/ Hay siempre fiestas y juegos" (p. 616). It will

be recalled that, in Lope's Prddigo, the Prodigal was
similarly led down the street of Novedad and that Juego

actually appears as an allegorical figure in the drama.55

S%mme similarities of Lope's Prodigo and the
Oveja brought to light in the paragraph that follows
would seem to back up Menendez Pelayo's contention that
the La oveja perdida was definitely written by Lope.
See above, n. 41.

255ee Lope's Prodigo in Obras . . . , p. 62.
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Having arrived at Villaviciosa, the Oveja peers into one
of the rich huts and sees a lavish banquet table at which
Gula (gluttony) is feasting. The Oveja asks to partake
of the banquet meal but the miusicos answer that Gula can-
not share "porque todo es menester,/ Lo que tengo y lo
que quito,/ Para dar & mi apetito/ Lascivamente & comer"
(p. 616). The Oveja then spots another allegorical fig-
ure, Avaricia, bedecked with huge sacks of money. Once
again the Oveja's plea to share the money is turned down
and the misicos chant:

Dar no quiero, dar no quiero,

Porque vivo de pedir,

Aunque poderoso soy,

Y a pobre ninguno d4doy;

Que mi fin es recibir. (p. 617)
The banquet scene in Lope's Prédigo in which the two
lovers, Prodigal and Deleite, celebrate their marriage
is closely related to the dramatic action. However, it
is difficult to see exactly how the banquet scene and
the following scene with Avaricia fit into the auto
dramatically. In refusing to permit the Oveja to share
in their wealth and pleasure, both Gula and Avaricia
only contribute to the Oveja's disillusion and weaken
the case for the»other evil spirits who are trying to

convince the Oveja that worldly'pleasures are good and

can be had for the asking.
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In contrast to the well developed first part,
the third and final part of Lope's La oveja perdida is

poorly written. Here Lope freely mixes the metaphors

in such a manner that ﬁhe drama becomes confusing. For
example, Cristo refers to himself as the Good Shephera
while in the very next stanza the chorus of musicos hail

him as the pescadorcito, fisher of men (p. 619). The

confusion of metaphors becomes even more pronounced whén,
in the very next scene, the Oveja, Luzbel and his com-
panions are hunters hunting for pleasures. The hunters
are equipped with bows and arrows and have at their
disposal trained horses and "los mejores perros" (pp.
619-20). Although the horse and the bow and arrow clearly
symbolize love and unbridled passions, the mixing of
these symbols of the hunting scene with the biblical
references of Christ, the Good Shepherd, and Christ, the
Fisher of men, found in the preceding stanzas, tends

only to confuse the dramatic action of the auto. Besides
containing unrelated metaphors, in its latter stages,
Lope's auto also’becomes artificial and unwieldy. The
auto's dramatic artificiality is seen particularly in

the abrupt manner in which Oveja frees herself from the
evil forces and returns to Cristo's flock. While hunt-
ing, the Oveja becomes tired, lies down to rest, and

falls asleep. Just as Luzbel is gloating over the



81
conquest of the Oveja; Memoria whispers a few words to
the sleeping Oveja, who immediately awakens and shouts
the name of Jesus. Upon hearing the sacred name, Luzbel
and his evil friends disappear and the Oveja now is will-
ing to repent. At this point, with the Oveja's return,
instead of quickly drawing to a close, the drama rambles
on depicting various scenes, such as the one which portrays
the Oveja riding high on Cristo's shoulders or another
which sees Luzbel engaging in a long harangue against
Spanish society (pp. 622—25).56
In comparing Lope's second dramatization of the

Lost Sheep Parable with the first, there is one fact that

stands out. In his La oveja perdida, Lope was undoubt-

edly more conscious of the theological and doctrinal
aspects of the Gospel parable. Lope's attempt to pre-
serve orthodoxy is best seen in the all-important tempta-
tion scene. Unlike the first auto where Lobo abducts
Cordera, the second auto depicts Luzbel and the evil
forces tempting the Oveja, who freely and willingly suc-
cumbs to the temptation. Lope thus preserved the impor-

tant doctrine of free will. Later, when, again unlike

56The presence of unrelated metaphors together
with the loosely dramatized last part of Lope's auto are,
perhaps, the factors that prompted Aicardo to reach the
following conclusion concernlng Lope's La oveja perdida:
"Es el poema mas primitivo y mas imperfecto que de su
clase poseemos: poema endeble, a pesar de algunos trozos
de buenisima versificacidn, pues al fin es de Lope." BSee
his "Autos sacramentales de Lope de Vega," Razdn y Fe,
XXI (1908), 450.
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the Cordera of the first auto, the Oveja admits her
guilt and weeps over her sin, Lope follows énother
sound Catholic doctrine, which maintains that forgive=
ness is only possible with true repentance and sorrow.
Note also the manner in which the Oveja with the prompt-
ing of Memoria, who not only represents the Oveja's
conscience but also the memory of God, in whose image
and likeness the Oveja is made, renounces the evil
powers by uttering the name of Jesus. Although the
practice is not exactly orthodox doctrine, the name,
Jesus, has been traditionally invoked in times of
temptation and great moral danger. In Lope's drama,
the invocation of the sacred name brought immediate
results as Luzbel and his companions are seen fleeing
while declaring in unison: "Ese nombre nos vence"

(p. 620). |
Besides the theological and traditional teach-
ings found in the temptation scene, which contrasts

greatly with the seduction scene of El pastor Lobo,

there are other parts of Lope's La oveja perdida which

contain bits of doctrinal teachings not found in his

previous auto. For example, in the early scenes, the
doctrine of the Trinity is forcibly brought out in the
melodious and repetitive song of the chorus: 'No cese

el eterno canto/ Alabando al Uno y Trino,/ Del Santo,
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Santo y divino,/ Del Pastor hermoso y Santo" (p. 612).
Even the poorly dramatized last part of Lope's La oveja
perdida succeeds in conveying the doctrinal message of
the Gospel parable more than does his first auto not only
by depicting to a greater extent the true sorrow felt by
the Oveja and the goodness and forgiveness of Cristo but
also by contrasting the Devil's inevitable and tragic

defeat with Cristo's glorious triumph.

The Good Samaritan

A third group of autos sacramentales that fall

within the scope of this chapter concerning the non-
kingdom parable autos consists of those plays based on
the account of the Good Samaritan.57 Although the rela-
tion of the Parable of the Good Samaritan with that of
the Prodigal Son and of the Lost Sheep may not be readily
apparent to one who simply reads the Gospel narration of
the parable, the Good Samaritan Parable does, in fact,
relate to the two previously discussed parables when one
takes into account the Good Samaritan's traditional alle-

gorical interpretation.58 The man in route from Jerusalem

>’Luke, 10:25-37.
58For the parable as it has been interpreted
traditionally see Juan de Maldonado, Vol. II, pp. 550-51;
Luis de 1la Puente, Meditaciones de los misterios de
nuestra santa fe (2 vols.; tenth edition; Madrid: Edi-
torial Apostolado de la Prensa, S. A., 1953), Vol. I,

pp. 967-974. La Puente's Meditaciones were first printed
in 1605.
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to Jerico who is ambushed by a band of thieves has been
viewed as mankind, who comes from God's paradise
(Jerusalem) and, in life's Jjourney, falls down into the
city of darkness (Jerico). The thieves represent the
various evils and demons that man encounters in his
journey and that take from him all his spiritual and
physical talents. The Levite and the prieét, who are
the first to see the robber's victim, pass him by,
admitting that they are unable to help man because
they represent, respectively, Natural Law and the Writ-
ten Law of Moses and of the Prophets. Without the help
of Divine Law, the Laws of Nature and of the Prophets
are unable to effect man's salvation. Finally the Good
Samaritan (Christ) saves man from his plight and carries
him off to the inn symbolic of the Church, entrusted with
the work of curing mankind's wounds. The first part of
the Good Samaritan Parable, in which man goes down from
Jerusalem to Jerico, where he encounters the band of
evil-doers, recalls the Prodigal Son leaving his father's
home and going in search of the world's pleasures. Simi-
larly, the scene in the Good Samaritan Parable where man,
stripped and beaten by the thieves, finds hope in the

buen samaritano brings to mind the oveja perdida and the

buen pastor. In fact, as the discussion below will

indicate, allusions to both the Prodigal Son and the
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Lost Sheep parables are very much present in the drama-
tizations of the Good Samaritan.

The Cddice de los jesultas contains one of the

earliest examples of a sacramental drama written concern-
ing the Good Samaritan Parable.59 As most of the plays

in the Cddice de los jesultas, the Parabola Samaritani
60

remains anonymous and in manuscript form. In the first
decades of the seventeenth century José Valdivielso

penned another auto sacramental based primarily on the

Good Samaritan, El peregrino. Valdivielso's play first

appeared in 1622 in Toledo and was reprinted two years

later at Braga.6l

In addition, there exist two versions
of Calderon de la Barca's sacramental drama on the Par-
able of the Good Samaritan. The first version of Tu

projimo como a ti appeared sometime before 1674, the

59Another early auto pertaining to the sixteenth
century is Gil Vicente's Obra da Geragao Humana (Deux
Autos Reconnus de Gil Vicente, ed. I. S. Revah; Lisbonne:
Agrege de 1'Universite, 1948), pp. 9-50. Vicente's auto
remains outside the scope of this study because it is
written entirely in Portuguese. The auto in Revalh's
edition may be found at the University of Chicago
Library.

: ’60The Parabola Samaritani is found in the Coleccidn
de Cortes of the Codice, No. %84, Biblioteca de la Real
Academia de la Historia.

61See Pedroso's edition of Valdivielso's play,
p. 202, n. 1.
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62 In the

date of the appearance of the second version.
extensive and most recent edition of the Calderonian

autos, Angel Valbuena Prat presents both of the versions

63

of Tu projimo como a ti.
The following discussion concerning the autos

sacramentales written on the Parable of the Good

Samaritan will consist of a twofold comparison. First,

a comparison of the early Parabola Samaritani of the

Codice de los jesuitas with E1 peregrino of Valdivielso

will demonstrate how Valdivielso so successfully expanded
the characters and events of the Gospel story that he was
able to present a much more dramatic play than was the
author of the anonymous Jesuit auto. Second, a compari-

son of Calderdn's two writings of his Tu prdjimo como a ti

should be of particular interest "en relacidn con la

formacidon de Calderdn en el género del auto sacramental

y en los casos de repeticion de tema. "O4

62For a discussion of the two versions their dates

and manuscripts, see Angel Valbuena Prat's "Nota
Preliminar" found in Obras . . . , Vol. III, p. 1409. I%
is observed that the titles for the two versions appearing
in Valbuena differ slightly. The first version has the
title: A tu projimo como a ti. The title to the second
version reads: Tu projimo como a .ti. In this study, I
choose to use the latter title for the sake of conformity
and simply because it is the title found in the later
writing of the play.

65Angel Valbuena Prat, Obras . . . , Vol. III, pp.
1409-1442 and pp. 1889-1907. References to the two autos
are taken from Valbuena's edition.

®%4Ipid., p. 1877.
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The Parabola Samaritani of the Codice de los

jesultas consists of little more than a dramatic narra-
tion of the Gospel story. In the opening scene, Pecador
deplores the hardships and tribulations of travelling
the narrow and good road, and he expresses his desire to
leave it and follow the wide road to Jerico "que es
ciudad muy populosa." While on the road to Jerico, he
meets the three thieves, Morguto, Maluto, and Joringo,
who beat him and leave him to die in the ditch by the
side of the road. Confeséing their inadequacy, Levita
and Sacerdote pass by the wailing Pecador. Finally the
Samaritano encounters the Pecador by the wayside and
carries him off to the meson, symbolic of the iglesia
militante.

The final scene of the Parabola Samaritani,

which consists of a long dialogue between the Samaritano
and the Mesonero and which in effect makes up the entire
latter half of the play, is the drama's most interesting
scene, although the scene, as such, contributes little

to the dramatic action of the play. The scene's inter-
est lies in the fact that, in the ensuing dialogue between
the Good Samaritan and the innkeeper, the former instructs
the latter in various matters of faith, particularly with
regard to the laws regulating the proper reception of the

EBucharist.
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In his El peregrino, Valdivielso develops the

Gospel parable much in the manner as did the author of

the Parabola Samaritani, but into almost every scene,

Valdivielso introduces new characters in order to inten-
sify his drama. Like the Pecador of the Parabola

Samaritani, Peregrino, his counterpart in Valdivielso's

play, initiates the action by complaining to the alle-
gorical Tierra of his labors and toils here on earth.
Peregrino makes it clear that he desires to leave Tierra
and begs Tierra to permit him to be free to seek the
eternal reward for which he is destined:
Per. iSuelta, madre!
Tier.idy, hijo amado!
Per, Suelta, Tierra.
Tier.xAy, mi consuelo!
Per. Dejame que busque el cielo,
pues que ful para él1 criado.
Tier.¢De tu madre es bien te ausentes
con delibracidén tanta? (p. 81)65
By introducing the allegorical figure, Tierra, who resists
the pleas of the Peregrino and by presenting to the audi-
ence this dramatic conflict in the opening lines of the
play, Valdivielso immediately reaches greater dramatic

intensity in his auto than does his predecessor in the

Parabola Samaritani.

65References and quotations found in this study
of Valdivielso's drama are taken from Alejandro
Sanvisens, Autos sacramentales eucaristicos (Barcelona:
Editorial Cervantes, 1952), pp. 81-99.
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'Peregrino, intent upon rebellion but exhausted
from his encounter with Mother Earth, momentarily
escapes his frustrations and the struggles of earthly
life by falling into a deep sleep. While Peregrino
sleeps, he envisions the two roads upon which man can
make life's Jjourney from earth to eternity. The alle-
gorical Verdad describes the two roads of life while
the choruses of lo bueno and lo malo accompany Verdad's
descriptions with suitable refrains. Again the road of
good is narrow, full of thorns, thistles, and rough
stones while the path to evil is wide, strewn with

flowers, and filled with sweet scents.66

This portrayal
of the "dos caminos" scene in the early stages of his
drama is another way in which Valdivielso augmented the

dramatic action of his play. In the Parabola Samaritani,

the theme of the "dos caminos" comes to light in Pecador's
initial monologue ("buen camino es el que llevo;/ fresco,
verde, y muy florido"), but the scene's dramatic poten-
tiality is never realized as it is in Valdivielso's work.

In the Parabola Samaritani, after the scene in

which Pecador expresses his wish to leave the straight
and narrow path for the more adventurous and exciting
path of pleasures, Morguto, Maluto, and Joringo enter

the play and rob the Pecador. The whole scene depicting

66See above, pp. ©66-67.
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Pecador's encounter with the devil figures and his sub-
sequent downfall is brief and undeveloped, for the author
seems to have been anxious to introduce the Samaritano
and the long dialogue with the Mesonero on faith and
morals, which, as it was seen above, actually makes up
the entire last half of the play. In contrast,
Valdivielso's auto offers the audience a series of
dramatic scenes in which Peregrino attempts to walk
the straight and narrow path but constantly faces
various temptations set up by the devil figures, Luzbel,
Deleite, and Engano. The first temptations Peregrino
meets along the way are the Ciudad de Placer and the
Venta de Honor. Fach time, the Peregrino entertains

the thought of abandoning the buen camino to visit the

City of Pleasures and the Inn of Honor, but each time
he listens to Verdad, who incessantly exposes the temp-
tations for what they really are. When Peregrino
finally comes to the House of Beauty, it proves to be
too much of a temptation for him to overcome, and he
immediately falls in love with Deleite. As Peregrino
sits to eat with Deleite in the Casa de Hermosura, four
covered plates are arranged before them, the plates
representing the honors, riches, beauty, and pleasure
awaiting the Peregrino in the new life he has chosen.

But as the Peregrino uncovers each of the plates, that
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of honor turns out to be "un pajaro que vuela," that of
riches, "un carbon,” that of beauty, "una calavera," and
that of pleasures, "un vacio." The Peregrino suddenly
experiences a greaf disillusionment as the evil figures
flee from him and leave him alone and destitute.

Instead of the long didactic dialogue that

terminates the Parabola Samaritani, Valdivielso's auto

in its last stages again becomes more meaningful drama.

In the dramatizatien of the parable's passage in which

the Levite and the priest pass by the wounded man, these
two parable figures never really take part in Valdivielso's
drama. Verdad simply tells the wounded Peregrino that he
sees Levita and Sacerdote pass and that they cannot really
help him, because they possess limited remedies which are
by themselves inadequate. Immediately after Verdad's
announcement that Sacerdote, who symbolizes the Law of

the Prophets, has just passed, Valdivielso takes the
occasion to introduce another new allegorical personage,
St. John the Baptist, who is the last of the great
prophets. St. John, in turn, announces the coming of
Christ, who then enters as the Buen Samaritano. The

final scenes of Valdivielso's auto, in which Samaritano
entrusts the Peregrino to the Iglesia, corresponding to

the figure of the Mesonero in the Parabola Coenae, is

filled with allusions to the Good Shepherd who goes in
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search of the Lost Sheep. Also evident in the same scenes
are occasional references to the Prodigal Son, who returns
penitent to his forgiving father.

That Valdivielso had in mind his Auto del hijo

prédigo in the writing of his El peregrino is clear not

only because of the occasional references to the Prodigal

Son contained in the last scenes of his El peregrino but

also because of the similarity in the development of the

two dramas. The opening scene of El peregrino, when the

Peregrino asks to be freed from his mother, Tierra,
recalls the Prodigo asking his father for his inheritance
with the intention of leaving him. The manner in which
the Peregrino goes out on his own only to fall prey to
the world's pleasures, his temptations with the City of
Pleasure and the Inn of Honor, and his love for Deleite
bring to mind the similar adventures of the Prddigo,
who encounters Juego, Juventud, and Lascivia and who
falls madly in love with Placer. The allegorical per-
sonage, Verdad, who stays at the Peregrino's side
throughout the entire drama, suggests a corresponding

personage in Valdivielso's Auto del hijo prddigo,

Inspiracion, who functions as the Prddigo's good
counselor while he undertakes his worldly and amorous
adventures. The dramatic role of Verdad and Inspiracion

in their respective plays are strikingly similar, for
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each acts as a type of conscience, constantly keeping
before her corresponding companion the necessity of
choosing between good and evil, all of which intensifies

the play's drama. Valdivielso's El peregrino and El

hijo préodigo finally repent of their sins after expe-

riencing similar disillusionment with the evil figures,
the Peregrino in witnessing the four dishes of worldly
goods turn to naught, and the Prodigo in seeing himself
spent and ruined by loose and luxurious living. Having
felt the emptiness of the banquet of pleasures, both
the Peregrino and the Prodigo partake in the end of the
meal of forgiveness--the Eucharist.

In comparing the two versions of Calderdn's Tu

projimo como a ti found in Valbuena's collection of the

Calderonian autos, it becomes immediately apparent that
the two renditions of the Good Samaritan Parable are
basically the same in structure and development. The
few differences between them are of interest in deter-
'mining the way in which Calderdn handled the rewriting
and recasting of earlier autos and themes.

The first significant variant in the two ver-

sions of Calderon's Tu projimo como a ti takes place in

the autos' initial scenes. In the beginning scenes of
the first version, in which Culpa calls upon the other

devil figures, Mundo, Lascivia, and Demonio to help
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bring Hombre's downfall, Culpa deplores the idea that she
no longer enjoys favor with God. She expresses her jeal-
ousy over the fact that man still receives from his
Creator certain joyas, among which are the five senses
and the intellectual faculties of understanding, memory,
and will. In the second version, Calderon actually
dramatizes on stage how Hombre receives these gifts
only mentioned in the first version, these same gifts
that later are taken from him by the thieves. The sec-
ond version depicts Man asking the three Laws, Levita,
Sacerdote, and Sol to give him what he needs to under-
take life's Jjourney. Levita (Natural Law) gives Hombre

the lowest of his gifts, his five senses (cinco sentidos).

Sacerdote (Written Law) endows him with the intellectual

powers of reason (entendimiento), memory (memoria), and

will (voluntad). Sol (Divine Law) bequeaths Hombre free
will (albedrio), with which Hombre must decide how he
wishes to use his other faculties. This entire early
scene of the second version vividly brings to mind once

again, as in Valdivielso's El peregrino, the Prodigal

Son's requesting of his father his inheritance in order
that he may enjoy the world.

The addition of the "Prodigal scene" in the sec-
ond version permitted the author to augment considerably

the dramatic role of his personages. In this early scene,
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Deseo is seen as the Hombre's tempter, persuading him to
seek a better and more glorious life: "Vivamos lo que
vivimos;/ veamos tierras, veamos mares,/ poblaciones,
edificios,/ tratos, comercios y gentes" (pp. 1412-13).
Later, as in the first version, Deseo functions as man's
instinct of self-preservation and pleads with Hombre,
half-dead and beaten by the highway criminals, to take
courage and to seek help rather than die helpless. As

a result of the "Prodigal scene" other figures receiving
greater dramatic roles in Calderon's second writing than
in his first are tb2 two law figures, Levita and Sacerdote.
In fact, in the first version, they appear only long
enough to pass wounded Hombre lying on the roadside and,
at the very end of the play, to function as two of the
seven sacraments. The dramatic function of Levita and
Sacerdote in this later scene of the first version will
be treated in the discussion that immediately follows.

A second important difference between the two
versions occurs at their very end. In the final scenes
of both autos, Calderdn depicts the wounded Hombre being
taken to the Cueva de Penitencia by the Buen Samaritano.
The Cave of Penance obviously represents the Church, for
the cave is guarded by Pedro representing the apostle
Peter, the Church's first head. To better dramatize the

curing effect of the Church, Calderdn introduces into
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the final scenes of both autos the symbolism of the sac-
raments. In the first version, because Calderdn under-
takes to allegorize all seven of the sacraments, he fails
to achieve structural balance and, in fact, forces the
allegory of the play. Calderon begins allegorizing the
final scene of his first version by taking some of the
personages already present in his drama and associating
them with the sacraments to which they can best be related.
For example, Lucero, symbolic of St. John the Baptist, who
appears just before Alba (Virgin Mary) and Sol (Christ),
is called upon to wash Hombre of "todas las manchas"

(p. 1906), a clear reference to the sacrament of Baptism.67
Calderdn was able to take another figure, Sacerdote,
appearing earlier in the play and easily relate Sacerdote
to another of the Seven Sacraments, Holy Orders. However,
Sacerdote's companion personage, Levita, who also is seen
in an earlier scene of the drama, confirms Hombre, thus
linking Levita with the Sacrament of Confirmation, an
association that is not exactly clear. A fourth person-
age seen earlier in the drama, Noche, is called upon by
Calderdn to function as the Eucharist. Noche as the

Eucharist is easily the best example of forced allegory

67For another example of Lucero as St. John the
Baptist in another of Calderon's autos see Chapter III
.of this study, especially pp. 1887910n the dramatic _
function of this figure in Calderon's La vina del Senor.
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for Noche, who in most of Calderdn's autos in which she
appears represents one of the devil figures, in a clumsy
twist of metaphor now stands for the Eucharist:68

Yo deponiendo las sombras

de aquellas leies pasadas

en fee de que ia es de luz

la nueva ley que me ensalza

dare en este blanco velo

al enfermo una vianda _

que es pan de vida. /sic/ (p. 1906)
For the remaining three sacraments, Calderdn introduces
into his first version Penitencia, Muerte, and Amor who
act as Penance, Extreme Unction, and Matrimony, respec-
tively, and each of whom has but a few limited lines in
a very brief appearance.

In the corresponding final scenes of the second
version, Calderon does not give to the personages already
present in the play another dimension that oftentimes
forces the association of the sacrament with the already
established allegory, as was the case with Noche and to
a lesser extent with Levita. Nor does Calderdn even
attempt in this scene to present all seven of the sac-
raments. He simply introduces three new figures who aré

known only by the numbers and who clearly represent

Baptism, Confirmation and Penance. Calderdon permits

%81 Calderén's La vina del Senor, Lucero de la
Noche is seen as one of the evil figures opposite Lucero
del Dla, the St. John the Baptist figure. See the dis-
cussion of Calderdn's play found in Chapter III of the
present study, pp. 178-204.
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the three new figures to play the role of the sacraments,
while at the same time he coordinates the sacramental
effect of each figure with the over-all allegory. The
allegorical figure representing the Sacrament of Baptism
washes Hombre's wounds with her cleansing waters, that
of Confirmation soothes them with linaments and oils,
and that of Penance cauterizes them with her burning
sting.

By introducing only three of the seven sacraments
into the finale of his second version, Calderdn also
achieved a greater structural balance than in his first
version, in that each of the sacraments effected not
only a positive cure in Hombre but also a negative reac-
tion in each of the devil figures. According to the-
ological belief, Baptism washes away man's original sin
which frustrates man and deprives him of his preternatu-
ral gifts; so also the allegorical Baptism in Calderdn's
drama cleanses Hombre's sores while at the same time
attacking Culpa, who had mustered the evil forces which
resulted in the loss of Hombre's gifts bestowed upon him
by the three law figures at the beginning of the drama.
Just as in theoiogy Confirmation gives strength and
courage to man so the allegorical Confirmation of
Calderdn's drama renews Hombre's strength and revives

his spirits while at the same time counteracting
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Lascivia, who had earlier wooed Hombre and had stolen his
heart. Theologians also hold that the Sacrament of Pen-
ance purges sin from man's soul; so the allegorical Pen-
ance burns Hombre's festering wounds While at the same
time moderating Mundo, who had stolen Hombre's memories
of his Creator. Although Calderon seems to have for-
gotten a fourth sacrament to parallel Demonio, the fourth
evil figure of the drama makes it clear that he is affected
by all of the sacraments, which diminish his power over
man.

A third difference in the two versions of

Calderdn's Tu projimo como a ti may not be considered

as significant as those discussed above but nevertheless
reflect a change in Calderdn's thinking, especially with
regard to the complementary nature of the three laws

and ages of man. In the first version, after Culpa,
Mundo, Lascivia, and Demonio rob Hombre and watch Levita
and Sacerdote unsuccessfully attempt to help the wounded
Hombre, the evil figures agree to stay on and to take
turns guarding against anyone else who might be passing
by and who might be inclined to aid their helpless vic-
tim. Culpa offers to take the first watch and does so
as the allegorical figure Noche veils the scene with
darkness. As Noche removes herself from the scene and

as Lucero enters, Culpa, symbolic of original sin,
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significantly falls asleep, for Lucero not only initiates
the break of day but also represents St. John, the voice
in the wilderness, announcing the birth of Christ to a
Virgin and preaching repentance and forgiveness through
Baptism. When Lascivia comes to relieve Noche of her
vigil, Lucero has already given way to Alba, who repre-
sents the Virgin Mary, triumphant over the sins of the
flesh. In a scene just before the appearance of the
Christ figure, Sol, Alba is seen with Gracia, who hails
her in the words of the "Magnificat," the entire scene
obviously representing the Angel Gabriel's visit to Mary
and the announcement that Mary is to be the Mother of
God.69 Sol's entrance into the drama takes place at the
precise moment that the two remaining evil figures,
Demonio and Mundo, assume the vigil for the sleepy Culpa
and the waning Lascivia. Demonio and Mundo have no more
success at guarding their victim than did Culpa and
Lascivia before them, for the two evil figures are immo-
bilized and made powerless by Sol's splendor.

In the corresponding scenes of the second version,

Calderén‘rearranges the entrance of the personages in such

69The "Magnlflcat" is a traditional prayer taken
from the Psalms and said in praise of the Virgin Mary.
Calderdon was accustomed to using common Marian prayers
in a scene allegorizing the Angel's visit to Mary, the
Annunciation. See Chapter III of this study, n. 107,
p. 231.
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a way that the three law figures are seen as being com-
plementary to each other and as appearing in company with
the corresponding ages of man's salvation history. Levita
appears on stage with Noche, symbolic of the dark ages in
which primitive man was governed by Natural Law alone.
Sacerdote then enters the scene with Lucero representa-
tive of St. John the Baptist, the last of the great
prophets. The entire scene again refers to the second
stage in mankindis salvation story in which the written
law of Moses and the prophets governed God's creatures.
Finally after a scene with Alba and Gracia similar to
the one in the first version, Sol, the Good Samaritan,
gives man a new supernatural life which initiates the
culminating period in man's religious history.

The harmony and continuity of man's salvation
history is not only dramatized in the successive appear-
ances of the three law figures in company with the cor-
responding figures of Noche-Lucero-Alba-Sol but is also
expressed continuously throughout the second edition.

For example, in the "Prodigal scene," after Levita,
Sacerdote, and Sol have all admonished Hombre: "Amar/

a Dios aun més que a ti mismo,/ y al projimo como a

ti" (p. 1413), Hombre reflects upon the unity and harmbny
of the three laws:
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Con eso ser& mas féacil

el logro, y pues ya me miro

de tres edades y tres

leyes tan enr1quec1do,

salgamos de aqui, Deseo. (p. 1415)
Finally, exactly how closely the three periods of reli-
gious history complement each other and to what extént
the three laws contribute in varying degrees to man's
salvation is clearly demonstrated in the very last scene
of the second version, entirely missing from the first
version. In another example of the dramatic expansion
of the Law figures, Levita, Sacerdote, and Sol take the
stage for one final time. DLevita and Sacerdote once
again admit their inability to bring about man's cure
independently as they had done when they passed up the
wounded Hombre but nevertheless, now in the final scene,
they eagerly offer Hombre the prenda they had promised
earlier. Levita offers Hombre the bread of Melchisedec,
and Sacerdote gives him the manna of Moses and of the
prophets found in the desert. The bread of the ancient
Melchisedec and the manna of the desert, both recorded

in the 014 Testament, prefigure the most perfect gift--
the hostia blanca of the Sacrament offered to Hombre'hySol?o

7OIn the rewriting, in later years, of an earlier
auto which was written on the Parable of the Laborers in
the Vineyard and in which the law flgures played a promi-
nent role, Calderodon again reveals in his later auto his
awareness of the complementary nature of the laws, and he
attempts to portray this harmony among the three laws in
the recasting of an earlier theme. See the dlscuss1on of
his two autos, La siembra del senor and El dia mayor de
los dias, Chapter 111 of this study, pp. 157-171.
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The Rich Man and Liazarus

The fourth and final group of sacramental plays
to be included in this chapter treating of the non-
kingdom parable autos is made up of those dramas written
on the New Testament Parable of the Rich Man and Lazarus.
The evangelist Luke writes of a certain rich man who
used to dress in purple and fine linens and who was
accustomed to feasting magnificently every day.7l At
the gate of the rich man's house there would lie a poor
man named Lazarus, whose sores the dogs would lick.
Lazarus would always beg the scraps from the rich man's
table but the rich man always denied him even the crumbs.
Finally the two men died, and, while Lazarus went to
heaven to be in the company of Abraham, the rich man
went to Hades. The parable ends with the rich man
beseeching Abraham to permit Lazarus to cool his tongue
with a drop of watér and to allow Lazarus to return to
earth in order to counsel the rich man's brothers to lead
a good life lest they end up in Hades wifh him. Abraham
refused both of the rich man's requests, reminding him
that the gulf between heaven and hell has been fixed to
prevent anyone from crossing from one side to the other
and that the rich man's brothers have the Scriptures and

the Prophets to guide them.

ke, 17: 19-31.
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Biblical exegetes have had much to say about the
fact that of all the Gospel parables, the Rich Man and
Lazarus is‘one of the few in which some of the person-
ages are identified by name. Many students of Scripture
maintain that becauée the personages of the Gospel par-
ables are usually not named, the Parable of the Rich Man
and Lazarus is a true-to-life incident, the name of the
rich man not being given because Christ did not want
gossip concerning the rich man to spread since it was
serious enough that he be condemned.72 Maldonado refuses
to accept the idea that every element in the Gospel story
of the Rich Man and Lazarus comes from real life, because
it is not known what happens after life here on earth,
and therefore what transpires after the death of the rich
man and Lazarus in the Gospel account must be parabolic.
Maldonado concludes that the Parable of the Rich Man and
Lazarus is half-history, half-parable: "A mi paracer,
esta narracidén no es ni pura historia, ni pura parébola,
sino cierta combinacidn de una y otra, parecida a lo que
entre los poetas se llama tragicomedia."73

Whether or not the story of the Rich Man and
Lazarus took place in real life exactly as 1t appears in

the Gospel account in part or in its entirety, may be

72Maldonado, II, 693.
751pid., p. 691,
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left for the scriptural scholars. However, the relevancy
of the parable's theme in sixteenth and seventeenth cen-
tury Spain cannot be doubted. In his well known workA
on the culture and customs of the Spanish people in the
sixteenth and seventeenth centuries, Ludwig Pfandl writes
concerning the importance of almsgiving:

El amor al projimo era un deber cristiano,
era un caso de honor: Jamas en parte alguna
volvio a revestirse la vida medicante de

tan gloriosa significacidn, de un nimbo
religioso tan ennoblecedor.?74

Pfandl quotes Juan Zabaleta, who writes:

El tratar a un pobre sin cortesia

es desacato que se hace al Rey

de los Reyes; porque el pobre que

pide es un hombre embiado

del cielo, a que le ruegue de parte

de Dios que haga una buena obra.

Al que embia el recado ofende quien desestima
al recaudador. El no darle limosna es
villania infame, porque es ponerse de parte
de la necesidad su enemiga, que es la parte
mas fuerte.”/D

Of the sacramental plays of the sixteenth and
seventeenth century I have been able to find only two that
treat specifically of Luke's Parable of the Rich Man and

Lazarus. ZFrancisco de Rojas Zorrilla's El rico avariento

dates to the first half of the seventeenth century.

74Ludw1g Pfandl, Cultura y costumbres del pueblo

espanol de los siglos XVI v XVII: Introduccion al siglo
de oro, trans. P. Feliz Garcila (Barcelona: Editorial
Araluce, 1929), p. l46.

75Ibid., pp. 146-47, n. 1.
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Rojas Zorrilla's manuscript is 'in the Biblioteca Nacional
in Madrid.76 A second auto based entirely on Luke's par-
able is also in the Biblioteca Nacional at Madrid and
according to the description offered by Paz y Melia, it
is attributed to Jacinto Cordero. However, the auto

sacramental that I received from the Biblioteca Nacional

and that was supposedly written by Jacinto Cordero turned

out to be the Auto del Rico avariento de Dn. Francisco de

7

Rojas.
There exist other sacramental plays that definitely
relate to the parabolic theme of the rich man and Lazarus
although, in fact, they do not dramatize in its entirety
the parable as it appears in Luke. Instead of portraying
Luke's story of the rich man doomed to hell, the autos
belonging to this second closely-related group depict
the ultimate salvation of the rich man in a dramatic

switch of character from the rico avariento to the pobre

esclavo. The actual change in the attitude of the rico

avariento is brought about by a miraculous dream in which

7%pgy v Melia (Catélogo . . . , I, 481) gives the
following description of RoJjas Zorrilla's auto: 22 hoj.,
40, del s. XVII, hol. (D), 15.150. Quotations and refer-
ences found in this study are taken from this manuscript.

77The number of the manuscript in my posses-
sion--15.266--corresponds to the number given by Paz y
Melia (Catalogo . . . , I, 481). Quotations and refer-
ences found in this study are taken from this manuscript.
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the Rico witnesses how a morsel of bread thrown in a fit
of anger to a poor man balances the scales of Divine
Jjustice previously tilted by an entire life-time of
uncharitableness and iniquities. The most popular auto
of this second group on the Rich Man-Lazarus theme remains

Mira de Amescua's Pedro Telonario.78 A second auto,

closely patterned after Mira de Amescue's auto, is Felipe

Godinez's E1 premio de limosna y Rico de Alejandria.79

Another dramatic piece that would seem to pertain
to this section of my study on the Parable of the Rich Man
and Lazarus is shrouded in confusion. In his catalogue,

La Barrera cites an auto sacramental written by Mira de

Amescua, El rico avariento.BO Cotarelo y Mori says that

La Barrera probably confuses the auto "con el de don
Francisco de Rojas Zorrilla, o bien con la comedia, no
auto, de Mira asi titulada, la cual se imprimié ... en

el tomo de Autos Sacramentales de 1655."81 In his

78M1ra de Amescua's auto is found in Teatro, ed.
Angel Valbuena Prat (2 vols. 3 "Cléasicos Castellanos;"
Madrid: Espasa Calpe, S. A. 1945), Vol. I, pp. 157-95.

7%
odinez's auto is found printed in Navidad y
Corpus Christi festejados (Madrid, 1664).

80

La Barrera y Leirado, 599.

81Em1110 Cotarelo y Mori, "Mira d¢ Amescua y su
teatro," Boletin de la Real Academia Espanola, XVIII
(19%31), 85. Mira de Amescua's comedia to which Cotarelo
refers is the Comedia famosa del Rico avariento y vida
v muerte de San Lazaro found in the Autos sacramentales
vy cuatro comedias nuevas y sus loas y entremeses (Madrid,

1655).
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catalogue, Alenda questions the existence of Mira de

Amescua's E1l rico avariento mentioned by La Barrera:

":;Sera este mismo de Pedro Telonario, que es un rico

avaro, y & quien en el texto se llama el Rico de

Alejandria, como al auto mismo se designa, al fin,
o082

con el titulo de Auto de Alejandria

Since this study is limited only to those sac—
ramental pieces that specifically dramatize the Gospel
parable, the remainder of this section, the last of the
present chapter, will briefly compare the two plays based
on the complete account of Luke's parable, Rojas Zorrillas's

El rico avariento and the auto of the same name supposedly

written by Jacinto Cordero, henceforth referred to as the

"Cordero" auto.

Although both autos sacramentales dramatizing the
entire Parable of the Rich Man aﬁd Lazarus closely resem-
ble each other in their dramatic structure, there are
enough differences to suggest that Rojas Zorrilla's El

rico avariento is a better representation of the Gospel

parablé than the Cordero auto. In the latter work,
Avaricia, Gula, and Mundo initiate the play with suc-
cessive monologues in which each figure boasts of his
maliciousness and his power to destroy man. After sev-
eral minutes and many lines, the Rico comes onto the

stage, and he too engages in a long monologue, in which

_ 82Alenda y Mira, Boletin de la Real Academia
Espanola, VII, 510.
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he takes pride in his immense wealth and entrusts his
riches to the evil figures. Only after all of these
figures with their long monologues have made their
appearance in the drama does Caridad attémpt to gain
entrance into the Rico's house. In his auto, Rojas
Zorrilla does not withhold Caridad from the drama but
introduces the figure into the very beginning scene.

By presenting Caridad at the very start of the play,
Rojas Zorrilla immediately creates a dramatic conflict,
for Caridad is seen arguing with Gula, Avaricia, and
Lisonja about the Rico Avariento's need for her and her
desire to see the Rico in an effort to persuade him to
do good works. Instead of the long monologues of the
evil figures that start the Cordero auto, Zorrilla's
play captures the attention of his audience with a live
and rapidly-moving dialogue.

The limited role of the Lucifer figure in the
Cordero auto in contrast to its more expanded role in
Rojas Zorrilla's drama provides another example of how
the two autos differ. The author of the Cordero auto
employs the Lucifer figure in the same way that one
. having read the Gospel parable would expect. Lucifer
enters the auto's action in the last phase of the par-
able's dramatization in order to claim for himself the

Rico Avariento after death. In Rojas Zorrilla's play,
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Demonio plays a much more effective role as he not only
takes the Rico's soul to Hades in a later scene but he
also enters much earlier disguised as a beggar in a
scene with Lazaro. In this earlier scene, in which
Demonib appears disguised as a beggar, Lazaro invites
Demonio to accompany him in seeking alms at the home of
the Rico Avariento. In terms of drama, the entrance of
Demonio into this earlier scene of Zorrilla's auto has
two effects. First, the entire scene presents a series
of sharp contrasts in which the sincere and simple char-
acter of Lazaro is seen against the deceitful and proud
nature of Demonio. Lazaro blesses and praises God for
the patience the Creator bestowed upon him: "La
paciencia sea triaca,/ si es la pobreza, el veneno"
(fol. lO).' Demonio, on the other hand, curses the Lord,
saying that he has received thesame poverty as Lazaro
but without the accompanying gift of patience: "Maldigo
tu omnipotencia/ padre y Dios de la Verdad,/ pues me das
necesidad/ y no me has dado paciencia" (fol. 10-11).
Lazaro willingly admits his state of deprivation and
realizes he had no choice in the matter, for he sees
his poverty as the will of God. Demonio, on the other
hand, clearly states that in his case he was once rich
and that his poverty is not from God: "Pobre me puedes

llamar/ pero no pobre de Dios™ (fol. 11). Finally, this






