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ABSTRACT 

Most of the critical attention to the theater of 

Tirso de Molina has centered upon the acknowledged master

piece El burlador de Sevilla, while relatively little is 

known of many of the dramatist's other plays. The purpose 

of this study is to examine a representative group of 

Tirso's secular comedias as self-contained works of art 

which reveal diverse aspects of this playwright's awareness 

and mastery of his craft. The term "craft" is used 

throughout the dissertation in the sense of "artifice" or 

ingenious contrivance. 

The introduction contains a short discussion of 

recent Tirsian scholarship; a statement of purpose; and an 

explanation of procedure. The body of the dissertation is 

composed of four essays which focus upon outstanding aspects 

of Tirso's comedic craftsmanship. These chapters include: 

"Tirso's Theory of the cornedla in practice in El vergonzoso 

en palacio"; "The Art of Entertainment in Por el s6tano y 

el torno: A Study of the Playwright as Satirist"; "The Art 

of enredo in Don Gil de las calzas verdes: A Study of the 

Protagonist as Myth-Maker"; and "The Art of Order Restored 

in El amor medico: A Study of Knowledge at the Service of 

Love," 

vii 
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Each of the four essays departs from a descriptive 

base and progresses to a detailed analysis of verbal and 

visual symbolism; theme and supporting motifs; structure; 

and character analysis. In the chapters dedicated to Por 

el s6tano y el torno and Don Gil de las calzas verdes, the 

analysis follows along the lines of the development of the 

acts. In the essays which treat El vergonzoso en palacio 

and El amor midico, this linear organization is replaced by 

a more synthetic approach upon dominant metaphors and 

motifs. 

Although the plays examined in this study are 

autonomous, they share certain characteristics which are 

discussed in the concluding chapter. These characteristics 

include an emphasis on the transcendent power of incjenio, 

which overcomes all obstacles in order to restore harmony 

to the imbalanced world of the play; an equal emphasis on 

the related concept of discreci6n in the sense of knowledge 

and wisdom; the reconciliation of the dualism of discreci6n 

and necedad through the actions of ingenious characters and 

with the aid of intermediary devices or traslados; and 

finally, the playwright's awareness of the transcendence 

of intellect and Art as revealed through the creation of 

androgynous female protagonists who surpass their normal 

boundaries in order to attain superior levels of existence. 

This transcendence reflects Tirso's awareness of his own 

challenge to create new and superior works out of the "raw 
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materials" offered by nature, while working within the 

containing structure of the comedia form and also with the 

moral limits of decency or licitud. The essence of 

Tirso's comic craft is revealed in his concern with the 

surpassing of limitations whose transcendence reflects 

worldly progression toward the divine. 



CHAPTER 1 

INTRODUCTION: THE COMIC CRAFT OF TIRSO DE MOLINA 

In the past five years two major contributions to 

the study of the theater of Tirso de Molina have come to 

light. The first work in chronological order is L'univers 

dramatique de Tirso de Molina by Serge Maurel (1971);"'" the 

second is Miss Ruth Lee Kennedy's Studies in Tirso I: The 

Dramatist and his Competitors 1620-1626 (1974).2 A brief 

discussion of these significant offerings to Tirsian 

scholarship follows below. 

L'univers dramatique de Tirso de Molina is a 

compendious work which represents an attempt to unify the 

various parts of Tirso's comedic world and reveal their 

singularity of purpose. Maurel begins this study with an 

account of the source materials for T§llez' theater: these 

include the Bible; lives of Saints; history; contemporary 

events and daily life; and "fantasy." 

The remainder of L'univers dramatique is devoted 

to a reordering of Tirso's known works in such a fashion as 

1. Serge Maurel, L'univers dramatique de Tirso de 
Molina (Poitiers: Publications de l'Universite de Poitiers, 
1971). 

2. Ruth Lee Kennedy, Studies in Tirso I: The 
Dramatist and his Competitors 1620-1626 (Chapel Hill: 
University of North Carolina Studies in Romance Languages 
and Literatures, 1974). 

1 
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to reveal the lack of a clear division between the sacred 

and the profane. The author treats this question in two 

lengthy sections entitled "L'ici-bas et lfau-d§la confundus" 

and "L1Edification dans l'univers de fantaisie." He con

cludes that Tirso's plays reflect a consistent commitraent to 

the Christian order, which is "... l'unitg de propos qui 

3 
r6git ce theatre." This conclusion is further supported 

in the appendix, which contains a discussion of El burlador 

de Sevilla and El condenado por desconfiado. 

L'univers dramatique de Tirso de Molina is the most 

exhaustive study of the playwright's work to date, and 

merits recognition as the first attempt at a thorough 

synthetic study. The main interest lies in what one 

reviewer describes as . . the desire to clarify beyond 

traditional classifications, the inner unity of a seemingly 

4 
disjointed body of work." The same writer observes that 

this kind of "thesis" "... seems marked out to give a new 

5 
impetus to Tirsian studies , . . ." 

Miss Kennedy's Studies in Tirso I is the first 

volume of a series whose second book will deal with the 

Mercedarian's political plays and the third, with his 

3. Maurel, pp. 499-500. 

4. Jean Canavaggio, Review in Hispanic Review 42 
(1974), p. 347. 

5. Ibid. 



3 

g 
relations to other literary schools and personalities. In 

volume I, the foremost Tirsian scholar focuses on the 

playwright's relations with other dramatists during the 

period 1620^1626, which coincided with the early years of 

the reign of Phillip IV and the rise to power of the Conde-

Duque de Olivares. This period was one of social and 

economic crises, with consequent call for reform on the part 

of high-minded critics, but little action on the part Qf the 

indolent king. Despite numerous grave problems, Madrid 

attracted many writers who came seeking favor at court and 

material reward. 

Against this background Miss Kennedy describes 

Tirso's turbulent relations with such contemporary drama

tists as Antonio Hurtado de Mendoza, whom she believes to 

7 
have denounced T§llez to the Junta de Reformaci6n in 1625; 

0 
Lope, with whom Tirso had a fluctuating relationship; Luis 

V£lez de Guevara, whom the author believes to be the poeta 

9 
corpulento satirized by Tirso in certain plays; and Juan 

6. Kennedy, Studies I, p. 13. 

7. Ibid., pp, 86-92. 

8. Ibid., pp. 151-187, "Tirso's Relations to Lope 
and his Theatre Reappraised." 

9. Ibid., "Tirso and the 'Corpulent' Poet," 
pp. 247-265, 
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Ruiz de Alarc6n, whom Tirso seems to have satirized from 

1620 to 1625-26.10 

From Miss Kennedy's meticulous scholarship there 

emerges a portrait of the playwright as a frequent victim 

of envidia and necedad on the part of his rivals, whom Tirso 

satirizes through allusions in many of his plays. Studies 

in Tirso I places Tillez' dramatic production in a literary-^ 

historical perspective which reflects thirty years of 

research and assessment. All students of Tirso's theater 

are greatly indebted to Miss Kennedy for sharing her 

profound knowledge and frequently illuminating intuitions 

in this exemplary scholarly work. 

The most recent work of Tirsian criticism is The 

Comic Art of Tirso de Molina (1975) by David H. Darst.11 

This study deals with the interplay of Art and Nature in 

seven dramas which include: Esto si que es negociar; El 

melanc61ico; Don Gil de las calzas verdes;. El vergonzoso 

en palacio; La villana de Vallecas; El amor medico? and La 

mujer por fuerza. The author describes these plays as 

comedias de transformaci6n characterized by movement from 

10. Ibid., "Tirso Against Juan Ruiz de Alarc6n and 
Luis V§lez," pp. 297-326. 

11. David H. Darst, The Comic Art of Tirso de 
Molina (Madrid: Editorial Castalia, 1975). 
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incompletion to completion. In this progression, Art is 

12 used by Nature to fulfill its own purpose. 

The existence of a study based on a body of repre

sentative comedies holds promise of further consideration 

of Tirso's plays as self-contained works of dramatic art; 

for most of the critical attention to date has centered 

around Tirso's acknowledged masterpiece El burlador de 

Sevilla, and relatively little is known of many of this 

playwright's other works. The purpose of this dissertation 

is to examine four secular comedies, each one of which 

exemplifies an outstanding aspect of Tirso's comedic 

craftsmanship. 

Throughout this study and in the title, the term 

"craft" is used in the sense of "artifice" or ingenious 

contrivance. The thesis of this dissertation is that Tirso 

de Molina is aware of his function as poet-artificer, and 

that he reveals this awareness through the harmonious 

combination of theme, structure, symbolism and charac'-

terization in each of these exemplary works. 

The body of the dissertation consists of four essays 

entitled: Tirso's Theory of the Comedia in Practice in El 

Vergonzoso en Palacio; The Art of Entertainment in Por el 

S6tano y el Torno: A Study of the Playwright as Satirist; 

The Art of Enredo in Don Gil de las Calzas Verdes: A Study 

12. Information from telephone interview with the 
author, May 19, 1976. 
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of the Protagonist as Myth-Maker; and The Art of Order 

in El Amor Medico: A Study of Knowledge at the Service of 

Love. Each of these essays departs from a descriptive base 

and progresses to a detailed analysis of verbal and visual 

symbolism; theme and supporting motifs; structure; and 

analysis of characters. 

In the chapters dedicated to Por el s6tano y el 

torno (Chapter 3) and Don Gil de las calzas verdes (Chapter 

4), the analysis follows along the lines of the development 

of the three acts. In the essays which treat El vergonzoso 

en palacio and El amor medico (Chapters 2 and 5), this 

linear organization is replaced by a more synthetic approach 

based upon dominant metaphors and motifs. 

The analysis of these representative plays has 

revealed certain characteristics which might be fruitfully 

pursued in future studies of a wider scope. One such 

characteristic is the Tirsian treatment of the female 

character in masculine disguise. In her 1955 study of the 

disfrazada de var6n, Carmen Bravo-Villasante acknowledges 

Tirso as the master of the creation of the femal character 

13 
in male attire. The author sees this predilection as 

simply a device to please the "sensuality" of the public, 

13. Carmen Bravo'-Villasante, La mujer vestida de 
hombre en el teatro espanol (Madrid: Revista de Occidente, 
1955). 
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and as a manifestation of a "baroque" art based on illusion 

14 and reality. 

15 
In a more recent work, Melveena McKendrick 

compares Tirso's women in disguise to those of Lope: "If 

Lope's women rise to the occasion, Tirso's create it. Their 

intelligence, furthermore, is almost invariably greater than 

that of their men."^ 

In this study, the disfrazada de var6n is considered 

in a different light as a liberated and liberating character 

who combines the best characteristics of both sexes and is 

therefore' a superior and unique dramatic creation who is 

psychologically modern. It is hoped that this notion might 

be born out by a future, more inclusive study of the 

Mercedarian's works. 

14. Melveena McKendrick, Woman and Society in the 
Spanish Drama of the Golden Age (London and New York: 
Cambridge University Press, 1974). 

15. Ibid., pp. 330-331. 



CHAPTER 2 

TIRSO'S THEORY OF THE COMEDIA IN PRACTICE IN ' 
EL VERGONZOSO EN PALACIO 

According to Americo Castro, El vergonzoso en 

palacio was probably written in 1611.^ In 1620 the play 

was performed at the cigarral or country estate of 

2 
"Buenavista" in Toledo, and it appeared in the prose 

miscellany Los Cigarrales de Toledo which was published in 

3 
1624. In both El vergonzoso and Los Cigarrales, Tirso 

defends the comedia nueva against its enemies; these 

included Aristotelians, theologians and stern laymen who, 

during the period 1617-1621, were attempting to close the 

theaters, or at least to bring under strict control the 

comedias and the ecclesiastics who were' writing or attending 

1. Fray Gabriel Tillez (Tirso de Molina), El 
vergonzoso en palacio, ed, Americo Castro (Madrid: ClSsicos 
Castellanos, 1922), p. LXXIV, All textual quotations are 
from this edition [El vergonzoso, ed. Amirico Castro]. 

2. Kennedy, Studies I, p. 154. 

3. Alan K. G. Paterson, "Tirso de Molina: Two 
Bibliographical Studies," Hispanic Review 35 (1967), p. 43, 

8 
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4 
them. The playwright's defense was also aimed at his own 

5 
enemies who were envious of his talents. 

In the present study we shall examine El vergonzoso 

en palacio in the light of Tirso's comedic theory which, as 

g 
AndrS Nougu§ has observed, is a lucid and sensible defense. 

Following a discussion of this defense as it appears in 

Los Cigarrales and El vergonzoso, this exemplary play will 

be examined in order to reveal how its basic theme, 

structure and motifs reflect Tirso's vision of the cornedia 

as a "mirror of truth" which is fashioned from Nature into 

Art by means of the playwright's conscious craftsmanship and 

ingenuity. 

The Defense of the Cornedia Nueva in 
Los Cigarrales de Toledo^ 

Tirso's defense of the Lopean comedy in Los 

Cigarrales is based upon the polarity between envidiosos and 

4, Ruth Lee Kennedy, ''Attacks on Lope and his 
Theatre in 1617-1621," Hispanic Studies in Honor of 
Nicholson B. Adams, Chapel Hill: University of North 
Carolina Studies in Romance Languages and Literatures 59 
(1966), pp. 57-62. 

5, Kennedy, Studies I, pp. 141-14 5 and elsewhere. 
Miss Kennedy has identified Antonio Hurtado de Mendoza as 
Tirso's most envious competitor. 

6, Andre Nougue, L'oeuvre en prose de Tirso de 
Molina (Paris: Centre de Recherches de 1'Institut d'Etudes 
Hispaniques, 1962), p. 350. 

7, Fray Gabriel T611ez (Tirso de Molina), Los 
Cigarrales de Toledo, ed. Victor Said Armesto (Madrid; 
Biblioteca Renacimiento, n.d.). All quotes are from this 
edition [Los Cigarrales], 
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Ingenlosos. In seventeenth-century Spain, ingenio was 

prized above other qualities as the source of all under-

standing and creativity. In the Examen de ingenios para las 

ciencias (1594), Juan Huarte de San Juan defined ingenio in 

terms of the Latin verb ingenero, meaning "... engendrar 

dentro de si una figura entera y verdadera que represente 

al vivo la naturaleza del sujeto cuya es la ciencia que se 

aprende."® 

Ingenio is closely related to one's personal honor 

and nobility. Huarte quotes Cicero's statement to that 

effect: "... toda su honra y nobleza es tener ingenio y ser 

9 
bien hablado." Because of this, as Aristotle pointed out, 

one of the greatest insults was to call a man falta de 

ingenio.Thus by placing the enemies of the cornedia in 

the position of envying the genius of the comedic poets, 

the playwright invokes a long and venerable tradition which 

strengthens his argument considerably. 

In the second part of his Cigarrales defense, Tirso 

enumerates the critics' objections to El vergonzoso; for 

example, some found it too lengthy while others considered 

it improper and historically inaccurate. In answer to such 

charges, the Mercedarian invokes ingenio and the poetic 

8. Juan Huarte de San Juan, Examen de ingenios para 
las ciencias I (Madrid: Rodrigo Sanz, 1930), p. 43. 

9. Ibid., p. 52. 

10. Ibid. 
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license which is its privilege: "jComo si la licencia de 

Apolo se estrechasse a la recolecci6n hist6rica y no pudiese 

fabricar, sobre cimientos de personas verdaderas, 

arguitecturas del ingenio fingidas!"^"1 

Arquitecto is derived from a compound Greek word 

architectus which means "ser el primero" and "obrero, 

12 
carpintero, derivado de 'producir,' 'dar a luz.'" 

Arguitecturas, the works of such a creator, are structures 

within which human beings can live, Fingidas comes from 

13 
fingir, that is, "... idear o imaginar lo que no hay." 

Thus the playwright's inspired phrase serves to reinforce 

the idea of ingenio as the source of creation, a form of 

human imitation of the divine. 

Having established ingenio in its position of honor, 

Tirso challenges the neo-Aristotelian unities through a 

spokesman named "Don Alexo," who compares dramatic poetry to 

painting, for both art forms require the creation of their 

illusions within the narrow limits of a containing structure. 

It is unfair, says "Don Alexo," that the license granted to 

the painter should be denied to the playwright: ".,. y no es 

11. Los Cigarrales, p. 123, 

12. Joan Corominas, Diccionario crlticO'-etimol6gico 
de la lengua castellana I (Madrid: Editorial Gredos, 1954), 
p. 274. 

13. Diccionario de Autoridades 3 (Real Academia 
Espanola, Madrid: Editorial Gredos, 1963), p. 756 
[Autoridades]. 
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justo que se niegue la licencia que conceden al pincel, a 

14 
la pluma ... ." 

As for the necessity of following the precepts of 

the ancients, Tirso's spokesman says that they should'be 

venerated for their difficult task as inventors; neverthe

less, as time passes and their invention evolves, it is 

inevitable that, while the essence remains, the form will 

change and improve; "Es fuerza que quedcindose la sustancia 

en pie, se muden los accidentes, mejorSndolos con la 

- ..15 
experlencia." 

The phrase quedgndose la sustancia en pie is placed 

in a broader perspective by Andr<§e Collard, who notes in 

La nueva poesia: "Espana defiende el principio de invenci6n, 

siempre que quede en pie la sustancia del arte, es decir, 

16 
su contenido moral, su funci6n pedag6gica." Tirso will 

repeat this principle two more times in his debate between 

ancients and moderns, 

The next variation on the theme of the essence and 

form of art occurs in Don Alexo's distinction between Nature 

and Art, Art has an advantage denied to nature in that it 

can change form, gued£ndose la sustancia en pie, while 

14, Los Cigarrales, p. 126, 

15, Ibid. 

16, AndrSe Collard, La nueva poesia: conceptismo y 
culteranismo en la critica espafiola (Madrid: Editorial 
Castalia, 1967), p. ix. 
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nature is bound to its intrinsic limitations. The pear tree 

17 
will always give forth pears, and the oak acorns. Still, 

even in Nature one sees an approximation to Art in the 

grafting of two varieties of fruits to produce a new and 

superior variation. In this way the horticulturalist 

emulates the poet, who makes use of injertos or grafts, to 

draw together opposing elements for the purpose of creating 

a harmonious whole, 

Margaret Wilson has seen Tirso*s analogy of the 

hortelano and the poet as a clever twisting of Francisco 

Cascales' theory that Art should emulate Nature as closely 

18 
as possible, and Tirso does indeed turn this idea around 

to serve his own purpose, with impeccable reasoning; 

Pues si "en lo artificial," cuyo ser consiste solo 
en la mudable imposicion de los hombres, puede el 
uso mudar en los trajes y oficios hasta la 
sustancia, y "en lo natural," se produzen, por 
medio de los ingertos, cada dla diferentes frutos, 
iqu§ mucho gue la Comedia, a imitaci6n de 
entrambas cosas, varle las leyes de sus 
antepasados y ingiera industriosamente lo tr&gico 
con lo c6mico, sacando una mezcla apacible destos 
dos encontrados poemas, y que, participando de 
entrambos, introduzga ya personas graves como la 
una y ya jocosas y ridiculas como la otra?!^ 

Nature (life, the world) offers its immense 

diversity as raw material out of which the poet-artificer, 

17. Los Cigarrales, p, 126. 

18. Margaret Wilson, "Some Aspects of Tirso de 
Molina's Cigarrales de Toledo and Deleytar Aprovechando," 
Hispanic Review 22, 1 (January 1954), p. 20. 

19. Los Cigarrales, p. 127. 
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by carefully "grafting," may create something infinitely 

more beautiful than the originally separated component 

20 
parts. Tirso sees the poet's role as that of a skilled, 

refined craftsman who draws from his own innate talent and 

from the raw material offered by the world around him to 

create arquitecturas del ingenio finqidas. This process 

naturally requires great industria, that is, "destreza o 

21 
habilidad en cualquier arte ..." and an awareness that 

the poet-playwright must "persuade" the eyes, ears, hearts 

, and minds of his audience with his carefully crafted 

illusions. 

The Defense of the Comedia in El 
Vergon2oso en Palacio 

In his Cigarrales defense Tirso is concerned with 

the function of the dramatic poet as craftsman. In El 

vergonzoso en palacio, written a decade earlier, he focuses 

on the aesthetic and moral value of the comedia for its 

public, bringing to mind the notion of deleitar aprovechando. 

The defense in El vergonzoso occurs in the second 

act. It serves as an introduction to a play-within-the-play 

which dominates the middle movement of the work. This 

short play, which is really a condensation of three scenes, 

has a vital function within the larger play and will be 

20. Collard, p. 65, 

21, Autoridades 4, p, 257. 
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discussed in light of that function later on. The intro

ductory defense of the cornedia, however, can be taken out 

of its context for our purposes here without distorting the 

play within. To do this, we must explain briefly that Dona 

Serafina is about to rehearse a play in the garden of the 

ducal palace. Her companion Dona Juana tries to dissuade 

her, saying she would prefer that Serafina seek another 

means of diversion. The defense then begins with Serafina's 

response to this suggestion: 

No me podr&s tti juntar 
para los sentidos todos 

los deleites que hay diversos 
como en la comedia (II, 745-748). 

Serafina enumerates the many delights afforded by 

the comedia: first, it appeals to the eye, offering a 

thousand things to make one forget all cares. For the ear 

there is music (poetry), and this poetry contains witty and 

profound thoughts, and clever devices for the pleasure of 

those who possess excellent judgment and tact. For the 

happy there is gaiety; for the sad, sadness; for the 

brilliant, brilliance and for the tactless and imprudent 

there is counsel or warning. The ignorant can learn from 

the comedia; there is war for the soldier, advice for the 

prudent, and authority for the serious-minded (autoridad 

para el grave), If one wants Moors, Moors there are; and 

jousts; and bulls, In short, the comedia literally offers 
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something for everyone. Serafina sums up her defense of the 

cornedia in the following redondillas: 

dQuieres ver los epltetos 
que de la comedia he hallado? 
De la vida es un traslado, 
sustento de los discretos, 

dama del entendimiento, 
de los sentidos banquete, 
de los gustos ramillete, 
esfera del pensamiento, 

olvido de los agravios, 
manjar de diversos precios, 
que mata de hambre a los necios 
y satisface a los sabios (II, 771-782). 

Serafina asks Juana to choose sides, and Juana 

chooses the discretos, i.e., the friends of the comedia: 

Digo 
que el de los discretos sigo, 
y que me holgara de ver 
la farsa infinito (II, 784-787), 

This distinction between discretos and necios serves to 

complement the implicit querella between ingeniosos and 

envidiosos in Los Cigarrales, and Serafina's reference to 

aquestos dps bandos heightens the sense of polarity between 

backwardS'-looking critics and the talented creators of the 

comedia nueva, 

In her defense, Serafina stresses the diversity of 

the comedia, and she paints a dazzling picture of its 

multiple qualities. This richness is summed up in the 

underlined verse (De la vida es un traslado), Traslado is a 

key word in this play. It is used in a significant speech 

in the first act, to be discussed, and is implicit in the 

sketching of Serafina by an artist commissioned to paint her 
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portrait as she performs her play. Traslado derives from 

2 2  
Latin translatus, "accion de transportart" The Greek 

etymon is a verb meaning "to carry" (llevar) which is 

synonymous with transportar. A related word is metgfora 

(transporte), which derives from the figurative use of 

transportar. Thus a possible gloss of the verse under 

consideration is: "The cornedia is life transposed meta

phorically, i.e., dramatic poetry, which draws from life's 

diversity and gives back its wealth of transformations to 

those who can appreciate them." If we accept this gloss we 

see an example of Tirso's clear understanding of his craft, 

such as he displays in his concept of the poet as refined 

craftsman in Los Cigarrales. Let us now consider how his 

craft reveals itself in El vergonzoso en palacio, which is 

perhaps Tirso's earliest play. 

Plot of El Vergonzoso 

El vergonzoso en palacio is set in Portugal. Act I 

begins in the midst of a royal hunting party. The Count of 

Estremoz has received a threat on his life in a letter 

signed by the Duke of Avero, his hunting companion. The 

Duke denies any knowledge of the plot, and it is soon 

revealed that the letter has been forged by the Duke's 

secretary, Ruy Lorenzo, in revenge for the seduction and 

abandonment of his sister by the Count. Of course the 

22. Corominas 3, p. 868, 
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Duke does not know the motive for the traitorous act, and he 

sends men to search for the fugitive secretary. 

Meanwhile, the shepherd Mireno decides to leave his 

rustic home in search of what he senses to be a higher 

destiny. He invites his companion Tarso to accompany him 

to the palace at Avero, and as the shepherds pass through 

the woods they encounter the fugitive Ruy Lorenzo and his 

servant Vasco. After hearing Ruy Lorenzo's reason for 

fleeing, Mireno suggests that they exchange clothes and 

that Ruy Lorenzo seek refuge with Mireno's father Lauro. 

Masters and servants all exchange clothing, and Mireno*s 

pride and noble feelings are aroused by the fine new 

attire, Tarso, however, feels lost in the labyrinth of 

Vasco's soiled bragas, or wide breeches. 

Mireno, who has given himself the name of Don Dionls, 

has little chance to enjoy his new finery before being 

apprehended by the Duke's men. He and Tarso are taken to 

the palace and imprisoned when the Duke learns that they 

have aided Ruy Lorenzo. The Duke's elder daughter, Madalena, 

feels immediately drawn to the prisoner and vows to inter

cede in his behalf. Almost simultaneously a man arrives at 

the palace unnoticed by all except Dona Juana, a lady-in-

waiting. He is Don Antonio, Count of Penela, who has come 

to the palace, curious to see the Duke's beautiful daughters. 

Don Antonio immediately falls in love with Dona Serafina, 

Madalena's younger sister. 
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Act II begins with a soliloquy in which Madalena, 

who is about to marry the Count of Vasconcelos, confesses 

her overwhelming attraction and desire for Mireno. She asks 

her father to employ Mireno-Dionls as his secretary, but Don 

Antonio has already solicited the post in order to be near 

Serafina. However, the Duke agrees to hire Mireno as a 

writing teacher for his daughter. 

On the pretext of cheering Madalena, who is suffer

ing from melancolla, Serafina stages a play-within-the-

play. It is called La portuguesa cruel, and Serafina acts 

out several scenes in masculine disguise. Unknown to her, 

Antonio hires a painter to sketch her for a portrait as she 

rehearses. After acting out scenes of jealousy, repentance 

and madness, Serafina puts her dress on over the masculine 

attire and leaves the garden where she has been rehearsing. 

The remainder of the second act is taken up with scenes 

between Madalena and Mireno. Mireno is confused by the 

contradictions between what he senses (Madalena's feelings 

for him) and what he sees and hears (her declarations of 

love for her fianc§), The end of the act finds him in 

suspense. 

Act III begins in the countryside, where Lauro, 

Mireno's father, reveals his true identity to Ruy Lorenzo. 

"Lauro" is Don Pedro de Coimbra, brother of the dead king. 

He has lived in exile for twenty years because of a politi

cal plot for which he was wrongly blamed. 
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In Avero, Madalena uses all her inventiveness to 

encourage the shy Mireno, but to no apparent avail. Antonio 

takes revenge on the disdainful Serafina by tricking her 

into falling in love with a portrait of herself in masculine 

disguise. He then pretends to be the supposed "Don 

Dionls" of the portrait in order to gain entrance to 

Serafina's room at night. The real Dionls also becomes 

a nocturnal visitor; he finally overcomes his timidity when 

Madalena openly invites him to meet her in the palace 

garden. 

The following day Lauro and Ruy Lorenzo arrive in 

Avero in time to hear the Duke read an official pardon of 

Don Pedro de Coimbra (Lauro). The latter identifies Mireno 

as his son Don Dionls. The vergonzoso jubilantly prepares 

to wed Madalena, while the false Dionls, Don Antonio, must 

marry Serafina. Tarso and Melisa are paired, and the Duke 

promises to find a suitable husband for Juana, Then he 

proposes that the whole group go to greet Vasconcelos, 

Madalena*s luckless fiancS, to tell him the story of el 

vergonzoso en palacio. The play ends with the usual humility 

topos together with a jibe at slanderous critics; 

... a pesar de maldicientes 
las faltas perdone el sabio (III, 1659-1660). 

The Loa and Its Relationship to Play and Theory 

The end of the play is closely connected to the loa 

or prologue. This loa is set in the court of the Persian 
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king Xerxes, where emissaries from all over his realm have 

gathered to pay tribute to the monarch with precious gifts 

of gold, silver and jewels. After Xerxes has received these 

offerings, a rough looking shepherd appears with his "gift, 

a crude vessel of cork oak (alcornoque) containing water. 

The shepherd explains that this humble tribute is in reality 

a rich gift, for it contains his love and his loyalty, and 

this love works miracles: "... el amor que es alquimista / 

el agua transforma en oro" (102-103). Stunned by such 

simple yet eloquent words from a shepherd, Xerxes rewards 

him by appointing him to be viceroy of Greece. 

At this point the playwright, identifying himself 

with the humble shepherd, addresses the illustrious public 

of Toledo to ask that its members accept his play in the 

same spirit of generosity. He ends the loa with allusions 

to the cordial reception which Toledo has always given him, 

despite his "slight talent" and his poverty. In spite of 

these shortcomings, he trusts that Toledo will continue to 

favor him, 

The feigned humility of the playwright and the 

shepherd with whom he identifies himself in the loa pre

figures that of Mireno in El vergonzoso. Both shepherds 

possess inherent nobility which manifests itself in their 

conduct. In the loa it is the shepherd's speech which 

reveals his true nature, to the astonishment of the wise 

king; 
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Qued6 Jerjes admirado 
de que en tan tosca apariencia 
se ocultase la elocuencia 
con que Tulio es celebrado (104-107), 

In El vergonzoso, Tarso describes Mireno's noble air before 

we ever meet the protagonist: 

... murmuran m5s de dos, 
aunque vive y anda asl, 

que debajo del sayal 
que le sirve de corteza 
se encubre alguna nobleza 
con que se honra Portugal (I, 281-286). 

The first shepherd defends himself in the palace 

through artful artlessness; that is, he uses the dramatic 

contrast between his rude clothing, crude-appearing gift and 

eloquent words to stun his audience and be rewarded for his 

evident worth. The artlessness of his gift of water in a 

cork oak vessel is only apparent; the shepherd is an artist 

who knows how to use words to create illusion, and he is 

well aware of his own power when he tells the emperor that 

the "alchemy of love" changes the water into gold, 

Amor in this context would seem to refer to the love 

of a loyal subject for the ruler to whom he pays tribute. 

However, if we acknowledge that the shepherd is in fact a 

skilled craftsman with words we can allow a second defini

tion of amor: "El esmero con que se trabaja una obra 

23 
deleitSndose en ella." 

23. Real Academia Espanola, Diccionario Manual e 
ilustrado de la lengua Espanola (Madrid: Espasa-Calpe, 
1950), p. 93 IDRAE]. 
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Along with amor the shepherd invokes lealtad; "... 

el vaso de agua que ves / de mi amor y lealtad es, / aunque 

pobre, un rico vaso" (91-93). In addition to its usual 

24 
meaning of "loyalty," lealtad means "legalidad, verdad." 

The passage quoted above has two possible interpretations. 

The first is ". . . the container of water which you see is 

poor, yet rich, for it is filled with my loyalty and my 

love." The second possibility is ". . . the container . . . 

is rich because of the care and truth which it contains." 

The notion of truth is reinforced by one of the meanings 

attached to alcornoque. Govarrubias writes: "Es nombre 

arSbigo 'aldorque' y vale tanto como el desnudado o mal 

2 5 
vestido ... ." Desnudez is associated with truth and 

clarity, a figurative definition of desnudo being "Patente, 

2 6 
claro, sin rebozo ni doblez." Thus alcornoque is seen as 

a symbol of truth, and the water which this vessel contains 

is a mirror in which Xerxes can see the shepherd's truth; 

in his words the water is "... espejo / en que he visto tu 

lealtad" (127-128). 

The symbolic meaning of the alcornoque also links 

the shepherd of the play to the shepherd of the loa, for 

24. Ibid., p. 916. 

25. Sebastian de Govarrubias y Horozco, Tesoro de 
la lengua castellana o espanola (Barcelona: Martin de 
Riquer", 1943) , pT 77 [Covarrubias] . 

26. DRAE, p. 558. 
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both are inherently noble underneath the corteza (Tarso's 

choice of word) which they display to the world. Both 

shepherds are false vergonzosos en palacio, in the sense 

that each one is really where he rightfully belongs and 

each is ultimately rewarded for his merit. 

The shepherd of the loa gives evidence of his worth 

when he speaks, revealing his ingenio. He is seen as 

superior to all others present in the royal court, for he 

possesses the power to create; the shepherd can turn "water 

to gold," that is, fashion a well-crafted work of art out of 

humble materials; in this respect he is like the hortelano 

of Tirso's defense in Los Cigarrales, whose grafts yield a 

new, superior fruit. The shepherd of the loa is also like 

Mireno-Dionls in his apparent artlessness, but his closest 

tie is to the playwright himself. The shepherd is a pro

jection of the sutil artifice described in the defense; for 

he is a skilled craftsman, and ingenious creator. 

To sum up, the function of the loa is to give a word 

to the wise, to the "Xerxes" of the audience, in order to 

gain their support against the envious maldicientes. The 

playwright asks his public to view his play as a reflection 

of truth as well as an example of his craftsmanship, even 

though he cannot repay their generosity. In the loa, Tirso 

reveals a keen awareness of his comedic craft, and rein

forces the defense found in Los Cigarrales. The remainder 



of this chapter will deal with the play itself as an 

example of Tirso's conscious craftsmanship. 

The Title: Aspects of Vergiienza 

The title refers to a well known folk saying. 

Am£rico Castro cites three variants of the proverb; one is 

from La Celestina ("Al hombre vergonzoso, el diablo le 

trajo a palacio"), another from Fernando Arce's Adagios 

("mozo vergonzoso, el diablo lo lleva a palacio"). A third 

is found as the moral of a fable of Sebastian Mey: "En 

convite y.en palacio es mal servido / el hombre vergonzoso 

27 
y encogido." 

These sayings tell us that popular in Spanish lore, 

vergiienza is a highly inappropriate quality in one who would 

be successful in high places. Vergiienza and courtly values 

are clearly incompatible, as the sayings indicate. But 

whereas in the proverbs, vergiienza en palacio brings sure 

failure, Tirso's vergonzoso is a resounding success. This 

difference leads us to examine how the playwright has 

twisted folk wisdom to suit his own purposes, as he twisted 

Francisco Cascales view of Art and Nature to serve his own 

ends in his defense of the cornedia. 

Vergiienza derives from Latin ver§cundXa, that is, 

"the natural feeling of shame, by whatever cause produced. 

Shamefacedness, bashfulness, shyness, coyness, modesty, etc. 

27, El vergonzoso, ed. Am£rico Castro, p, LV. 
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28 pudicitia, castisas, pudor." Pudor is synonymous with 

"honestidad, modestia, recato." 29 These definitions convey 

the idea of modesty and reserve, of respectful containment~ 

Also, vergi:ienza suggests an impediment, that is, " ... · 

30 
encogimiento o cortedad, para executar alguna cosa." In 

this sense it is related to Latin paviditas, or" ..• 

vergi:ienza demasiada, que estorba el obrar las cosas 

loables." 31 Finally, vergi:ienza returns to a positive 

connotation; it is that of pundonor, or estimation of one's 

own honor. In this sense it is related to Latin 

d . 't t' " 32 1gn1 a 1s. 

Throughout El vergonzoso, Tirso exploits the various 

meanings of verguenza for dramatic purposes, and Mireno 

passes through these different meanings in his process of 

becoming (or re-becoming) Don Dion1s. For example, at the 

beginning of the play Mireno senses his own innate dignity 

and worth. But in Avero, in the compelling presence of Dona 

Madalena, he experiences the negative, paralyzing forms of 

vergi:ienza. Finally, through Madalena's efforts and Lauro's 

revelation of Mireno's true identity, the hero is led to 

28. Harper's Latin Dictionary (New York: American 
Book Company, 1878), p. 1973. 

29, ~' p. 1254. 

30. Autoridades 6, p. 464. 

31. Ibid. 

32. Ibid. 



marriage with Madalena and to the fulfillment of his 

intuitive sense of honor. 

At the play's end, Mireno-Dionis is no longer 

vergonzoso; for, as Professor Robert ter Horst has shown, 

Mireno has progressed from gratuitous innocence to 

experienced innocence. He l)as become experienced in the 

ways of the palace, and has vindicated shameful sexual 

desire in the sacrament of marriage. 33 Both Mireno and 

Madalena have undergone loss of shame and recovery of 

27 

innocence. And this recovery is the main theme of the play, 

. . 34 
according to Professor ter Horst. 

Mireno's journey from bucolic isolation to palace 

intrigue and his interior voyage through the labyrinth of 

verguenza are inseparably linked to the quest for self-

discovery. This quest is the main dynamic mode of El . 

35 
vergonzoso. Thus it is seen that the title has a meaning 

far more complex than the folk sayings suggest. In this 

sense it is true, as one critic has noted, that Tirso 

refused to be bound by the proverb of his title. 36 He has 

33. Robert ter Horst, "Experienced Innocence: 
Tirso' s El vergonzoso en palacio'' (article forthcoming in 
Kentucky Romance Quarterly), p, 20. 

34. Ibid., p. 2. 

35. Ibid., p. 17. 

36, F. c, Hayes, "The Use of Proverbs as Titles and 
Motives in the Siglo de Oro Drama: Tirso de Molina," 
Hispanic Review 7, 1 (January 1939), p. 315. 
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used the proverb ironically, for El vergonzoso ends in 

triumph rather than defeat. And this triumph consists of 

the rebirth of the title character and the realization of 

his true noble nature. 

The Hunt as Dominant Metaphor of Act I 

The quest for self-discovery is introduced through 

the metaphor of the hunt which predominates in the first 

act. During a royal hunting party, the Count of Estremoz 

draws the Duke of Avero aside and blames him for a plot 

against the Count's life. The Duke convinces Estremoz of 

his innocence, and the responsible one, Ruy Lorenzo, 

becomes the object of a manhunt. All of this occurs 

in the forest, away from the ducal palace and also away from 

the bucolic realm of Mireno and his father Lauro. The 

forest provides a primitive setting where men stalk not 

only animals, but other men as well. 

The close identification of human prey with animal 

counterparts is more openly suggested in the following 

conversation between the Duke and his chief huntsman: 

Duque: dQu£ se ha muerto? 

Cazador: MSs de veinte 
coronados venados, porque adornen 
las puertas de palacio con su frente, 
y porque en ellos, cuando a Avero tornen, 
originales vean sus traslados, 
que en figuras de hombres son venados 

(II, 98-104). 
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According to the huntsman, the deer have been killed to 

adorn the palace doors so that when the noblemen return to 

Avero, they may contemplate copies of themselves; for the 

men are animals in human form. 

Francisco Ayala calls this passage a joke about 

37 
cuckolded husbands, but it seems to have another purpose. 

Coronado has two meanings; according to Covarrubias: 

3 8 
"Cornado es lo mismo que coronado." The same word means 

"horned" and "crowned"; thus veinte coronados venados can be 

"twenty crowned stags" as well as "twenty horned stags." 

The crowns of the royal hunters are equated with the horns 

of the stags; indeed, the men are called "stags in human 

form" who can see themselves in their "copies" (traslados) 

before entering their civilized, man-made dwelling (the 

palacio). 

Seen in this light, the passage is an invitation to 

contemplate the primitive, instinctual man within the outer 

civilized being. There is a suggestion of sympathetic magic 

here. As Sir James Frazer has shown in The Golden Bough, 

one manifestation of this magic is the practice among 

primitive men of disguising themselves as animals in hopes 
* 

that the sense of mystical communion thus achieved might aid 

37, Fray Gabriel T£llez (Tirso de Molina), El 
vergonzoso en palacio, ed. Francisco Ayala (Madrid: 
Editorial Castalia, 1971), p. 48. 

38, Covarrubias, p. 358, 
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3 9 
in the hunt, Tirso has created the opposite image by 

showing the stags to be copies of men who are essentially 

animals, even though they wear royal crowns. 

Men reveal the animal within them by stalking their 

prey and by losing control over their powers of reason. 

The venado speech prepares the way for a revelation of the 

power of physical desire .over man's better judgment. This 

loss of control is seen most clearly in the sexual act, of 

which the deer hunt is one of many symbolic or allegorical 

4 0 
images, according to C. G. Jung. In Act I the power of 

sex is made explicit in the following speech in which 

Figueredo, a servant, explains to the Duke why Ruy 

Lorenzo's assassination plot has failed: the hired killer 

has confessed to his lover who has alerted the entire 

village. Says Figueredo: 

Dicen que suele ser potro la cama 
donde hace confesar al m^s discreto 
una mujer que da a la lengua y boca 
tormento, no de cuerda, mas de toca {I, 131-134), 

The potro is a wooden torture instrument. Tormento 

de toca is a pun, as Am§rico Castro explains: "Juego de 

palabra entre toca, 1tocar' y la toca usada en el tormento 

de este nombre, que consistia en poner sobre la cara, 

tapando las narices, una toca de gasa y en echar a travels de 

39. Sir James Frazer, The Golden Bough {New York: 
The Macmillan Company, 1972), pp. 35-37, 

40, C» G. Jung, Man and his Symbols (New York: 
Doubleday and Company, 1971) , p̂  TT. 
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41 
ella agua." A discreto is, of course, one endowed with 

42 "Sensatez para forraar juicio y tacto para hablar u obrar." 

Even he who possesses the greatest judgment and tact is 

rendered indiscreet, and uncontrolled by this form of 

physical "torture." 

Up to this point in the play Tirso has focused on 

men as primitive beings driven by passions which cause them 

to act rashly? the hired assassin is one example, Ruy 

Lorenzo another, This primitivism is also reflected in the 

hunt imagery which prevails in Act I; throughout the act, 

peasants will continue to stalk the fugitive Ruy Lorenzo in 

hopes of being well rewarded. This literal hunting down of 

human beings foreshadows the figurative stalking carried out 

within the civilized confines of the palace in the remainder 

of the play; in addition, it serves to introduce the 

dominant guest motif of El vergonzoso. 

Mireno/Dionis and the Quest for Self^Realization 

The title character of El vergonzoso en palacio is 

introduced half-way through Act I. We first learn of Mireno 

from Tarso, his companion, whose name suggests a rustic 

Tirso. Although Mireno has been reared as a shepherd, those 

who know him suspect that he is of noble birth, as we have 

mentioned previously (p. 22), Mireno is admired and loved 

41. El vergonzoso, ed. Am§rico Castro, pp. 18-19, 

42, DRAE, p. 586, 
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by the other shephards, and, like Narcissus, is cherished by 

many to whom he pays no attention: in Tarso's words "... hay 

dos mil Ecos por €1 / de quien es sordo Narciso" (I, 293-

294). More significantly, Mireno is also like Narcissus in 

that he seeks to know himself, because he senses that he is 

not really who he has been told he is, and this uncertainty 

tortures him: 

Mucho ha que me tiene triste 
mi altiva imaginaci6n, 
cuya soberbia ambicifin 
no se en qug estriba o consiste (I, 347-350). 

Soon after Mireno is introduced in Act X he decides 

to set out for the ducal palace at Avero to find the greater 

good which he feels certain awaits him. Tarso has serious 

misgivings but agrees to accompany him out of loyalty. When 

the two shepherds encounter Lorenzo and his servant Vasco, 

it is Mireno's idea that they exchange clothing. Ruy 

Lorenzo observes that his clothes suit Mireno perfectly 

3nd says: "Alguna nobleza infiero / que hay en ti" (I, 

620). Mireno feels great pride, and pronounces the follow

ing sonnet: 

Del castizo caballo descuidado, 
el hambre y apetito satisface 
la verde hierba que en el campo nace, 
el freno duro del arz6n colgado; 

mas luego que el jaez de oro esmaltado 
le pone el dueno cuando fiestas hace, 
argenta espumas, c§spedes deshace, 
con el pretal sonoro alborotado, 

Del mismo modo entre la encina y roble, 
criado con el rtistico lenguaje 
y vistiendo sayal tosco, he vivido; 

mas despert6 mi pensamiento noble, 
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como al caballo, el cortesano traje; 
que aumenta la soberbia el buen vestido 

(I, 660-673). 

The sonnet describes Mireno's awakening to his 

latent potential. It is significant that he should compare 

himself to a horse, for as a symbol this animal is related 

43 
to man's intuitive understanding, according to Cirlot. 

Mireno's intuition of nobility causes him to see only 

unimpeded success ahead, and he declares himself ready to 

soar to great heights: "... a nuevos intentos vuelo" (I, 

703), Tarso, however, is earth-bound, and warns: "Tu 

querrSs subir al cielo, / y daremos en el lodo" (I, 704-

705) . 

For Mireno, the new clothes represent his hopes of 

future fulfillment of the sense of nobility which he has 

always possessed. Tarso, on the other hand, is very 

uncomfortable in the bragas or breeches which he must wear 

in exchange for his own rustic garb. Tarso already knows 

who he is, and he knows his place in the world. That is why 

he complains incessantly about the labyrinthine (and be

fouled) breeches; for Tarso, the bragas are an unwelcome 

complication. Also, their endless folds suggest the maze 

through which Tarso will accompany Mireno as the latter 

engages in his quest for self-discovery. 

43. J. E. Cirlot, A Dictionary of Symbols, trans. 
Jack Sage (New York: Philosophical Library, 1962), p. 152. 
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After Mireno and Tarso change clothing, they select 

new names. Tarso calls himself "G6mez Brito" and Mireno 

becomes "Don Dionis," a royal name in Portugal. As 

Americo Castro notes: "Don Dionisio .,. fue uno de los mSs 

44 
renombrados monarcas de Portugal ... ." In the play it 

will be revealed that Mireno has chosen intuitively, for he 

is in fact "Don Dionis," son of Don Pedro de Coimbra. In an 

article concerning character names in Tirso's plays, Gerald 

E. Wade writes that Tirso's Duke of Avero was Alvaro de 

Alencastre and Madalena was Magdalena Alencastre, who in 

45 
real life' married one Dionis, Count of Faro. Professor 

Wade implies that Tirso could have named his character for 

this real-life Dionis; it seems more likely, though, that 

"Dionis" was chosen as a well-known royal name. 

In addition to its royal significance, the choice 

of Dionis also suggests some striking parallels with the 

story of Dionysus as recounted by Robert Graves in The Greek 

Myths, I, The myth of the deity's birth and rearing and the 

meaning of his name is echoed in Mireno's own tale. Graves 

explains why Dionysus is known as "Twice Born" or "Child of 

the Double Door" in the following passage: 

Zeus disguised as a mortal had a secret love affair 
with Semele (the moon). When the latter was six 
months with child, jealous Hera disguised as an 

44, El Vergonzoso, ed, Americo Castro, p. 48. 

45. Gerald E. Wade, "Character Names in Some of 
Tirso's Comedies," Hispanic Review 36, 1 (1968), p, 29, 
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old woman advised Semele to request her mysterious 
lover to reveal himself in his true nature and 
form. When Semele did so, Zeus refused so she 
denied him access to her bed. Enraged, he 
appeared as thunder and lightning, and she was 
consumed. But Hermes saved her six months old 
son, sewed him up inside Zeus' thigh to mature for' 
three more months, and in due course delivered 
him.46 

Mireno is reborn in the course of the play, for he again 

becomes Don Dionis, thus regaining his birthright. Like 

Dionysus, Dionls lost his mother (in childbirth) and is 

"reborn" after puberty with the aid of Dona Madalena. 

After his birth Dionysus was destroyed by the 

Titans and later brought back to life by his grandmother. 

Zeus then entrusted his care to Persephone, who took him to 

a couple to be reared. They disguised him as a girl and 

sheltered him in the women's quarters, recalling the 

47 
custom of keeping boys "in darkness" until puberty. In 

like manner, Mireno-Dionls was raised "in darkness" by his 

father, Lauro-Don Pedro, who kept his son isolated from the 

court and ignorant of his heritage. Mireno's only companions 

were shepherds, and his only clothing the previously men

tioned tosco sayal. Lauro refused to answer his son's 

persistent questions, and protected him until, at age 

twenty, Mireno decided to seek his true identity, 

4 6. Robert Graves, The Greek Myths, I (Baltimore 
Penguin Books, 1972), p. 56. 

47. Ibid., p. 103, 
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Other aspects of the complex Dionysus myth remind us 

of Tirso's Don Dionls and of certain motifs of El vergonzoso. 

48 
For example, Dionysus was described as a "horned child," 

which brings to mind the hombre^venado equation discussed 

earlier in this chapter (p. 28). Also, in early vase 

paintings, horsemen were depicted as companions of 

4 9 
Dionysus. This reminds us of the sonnet in which Dionls 

compares himself to the horse in his fine trappings (see 

pp. 32-33}, 

The Dionls of Tirso's play shares two important 

experiences with the Dionysus of myth, for both undergo some 

form of rebirth and both are reared in darkness in order to 

be protected from their enemies. Tirso's Dionis is a 

wanderer like Dionysus. He is a seeker whose desire to 

become who he senses he is leads him away from his home. 

Mireno's name suggests the verb mirar (to look). 

Mireno-Dionls is a man in the process of becoming. 

When he is brought before the Duke of Avero, the Duke asks: 

"dQui£n eres?" Mireno's response reveals his transitional 

state: 

No soy; sere; 
que sGlo por pretender 
ser mfis de lo que hay en mi 
menosprecig lo que fui 
por lo que tengo de ser (I, 1035-1039). 

48, Ibid., p, 107. 

49. Ibid., p. 109. 
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This speech reveals Mireno's awareness of his latent poten

tial and his desire to realize that potential in the future. 

That future is slow in coming in this play. Mireno's 

process of self realization is retarded throughout Act' II 

and most of Act III in order to keep the audience in 

suspense. The quest is tinged with irony, for although 

Mireno speaks of lofty ambition, he actually does very 

little and seems to accomplish his goal more by simply being 

than by doing. Mireno appears artless and naive in the 

labyrinth of the palace, but there is an artful quality to 

this artlessness, as we shall see in our study of Dona 

Madalena's role. 

Seekers in the Palace: Don Antonio 
el Curioso 

As Joaquin Casalduero^ and AmSrico Castro^ have 

pointed out, El vergonzoso en palacio is a play structured 

upon parallels and counterparts. Dionis has a negative 

counterpart who is introduced toward the end of Act I, when 

DionXs1 story is temporarily suspended. This character is 

Antonio, Count of Penela, who arrives at the palace on a 

quest inspired by his overriding curiosity; he has heard 

such high praise of the Duke's beautiful daughters that he 

50, Joaquin Casalduero, "Sentido y forma de El 
vergonzoso en palacio," Estudios sobre el teatro espanol 
(2nd ed,? Madrid: Editorial Gredos, 1967), p. 99, 

51, El vergonzoso, ed. AmSrico Castro, p. LIX, 
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must stop to see them even though he has pressing obliga

tions elsewhere. Antonio does satisfy his curiosity, but 

the satisfaction proves somewhat costly. 

In a study of El curioso impertinente, Juergen Hahn 

notes that the word "curiosity" preserves the meaning of the 

Latin etymon curiositas, that is, "... the desire to find 

out something for no special reason, inquisitiveness as an 

52 
end in itself." This desire is often associated with 

idleness, as Covarrubias suggests in the following descrip

tion of los curiosos: "... son de muy ordinario holgazanes 

53 
y preguntadores." If carried to extremes, curiosity is a 

sin: the original sin of the Garden of Eden. According to 

a definition in the Diccionario de Autoridades, "Curiosidad 

es querer saber sobrado, o desordenadamente, lo cual es 

54 
pecado venial." 

Antonio's presence in Avero is primarily motivated 

by curiositas,, which leads the Count to inappropriate con

duct in the palace. From the beginning, he behaves in a 

secretive manner. For example^ Antonio fails to introduce 

himself to his kinsman, the Duke of Avero, and asks his 

cousin Juana not to reveal his presence or his identity so 

52. Juergen Hahn, "El curioso impertinente and Don 
Quijote's Symbolic Struggle Against curiositas," Bulletin of 
Hispanic Studies 49, 2 (1972), p. 131. 

53. Covarrubias, p. 388. 

54. Autoridades 2, p. 708, 
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that he may observe Madalena and Serafina in secret. And 

when he becomes infatuated with the beautiful Serafina, the 

Count decides to remain in Avero even though he is on a 

royal mission for the King of Castile. This ocio in the 

midst of an important negocio implies a certain laxity, an 

inability to fulfill one's obligation. In this sense, 

Antonio is corto, which Covarrubias defines as follows: 

"... el que ha faltado en lo que deviera cumplir, hazer o 

dezir." 

Because this behavior impedes the realization of his 

potential, Antonio may be considered to be a vergonzoso en 

palacio at Avero, He is guided by whim or antojo in his 

seeking. Antojo, from Latin ante oculum, means simply "that 

which is before the eye," A second meaning is: "Juicio que 

se hace a la ligera o aprensi6n de alguna cosa sin bastante 

5 6 
examen." Antonio's stay in Avero is marked by a series of 

inappropriate actions. For example, he chooses to remain 

incognito until the final scene of the play. This secrecy 

is reinforced when Antonio decides to seek the vacant 

position of secretary to the Duke of Avero, When Antonio 
*> 

becomes secretario, Juana becomes in turn his secretaria, 

55. Covarrubias, p. 364. 

56, Martin Alonso, Enciclopedia del idioma 1 
(Madrid: Aguilar, 1958), p. 393. 



40 

in the original sense of that word; "... la persona a quien 

5 7  
se comunica algfin secreto para que lo calle." 

Juana is her cousin's accomplice, but she is also 

his critic. When the Count of Penela announces his plan to 

seek the vacant position, she remarks: "La traza es 

estremada, aunque indecente, / primo, a tu calidad" (II, 

400-401). And after Antonio succeeds in his petition, Juana 

makes this wry comment: "Si tienes por ventura ser criado / 

de quien eres igual, ventura tienes" (II, 466-467). The 

implication is that, in choosing to act in secret, Antonio 

has fallen short of his potential as a nobleman. 

The notion of secrecy culminates in the second act 

when Antonio and the painter he has hired watch from a 

hiding place as Serafina rehearses her play. In this scene 

the Count of Penela behaves in a voyeuristic manner; he 

displays undue visual curiosity, yet is unable to penetrate 

beyond the surface of what he sees. Antonio's actions here 

carry a strong suggestion of mental and physical impotence, 

of latency which cannot become actualized, In this regard 

it is of interest to note that potencia means both "poten

tial" and "potency"; thus Antonio is impotente in a dual 

sense. 

In Act III, Antonio's secrecy manifests itself in 

his deception and seduction of Serafina. The deception 

57. DRAE, p. 1378. 
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involves the use of Serafina's portrait, which is one of 

the significant traslados in the play. Antonio tells 

Serafina that the portrait is of "Don Dionls." Then, under 

cover of night, the Count of Penela enters Serafina1s room 

and seduces her by claiming to be the "Don Dionls" with whom 

she has fallen in love. 

In a sense, Antonio's seduction of Serafina repre

sents the end of his impotence and the beginning of the 

fulfillment of his potential as a noble husband to the 

Duke's daughter. Antonio himself seems to recognize this 

movement toward self-realization when he says: 

Hoy, amor, vuestras quimeras 
de noche me han convertido 
en un Don Dionls fingido 
y un Don Antonio de veras (III, 1254-1257). 

Of course, Antonio has dishonored Serafina, and when 

she learns the truth she calls for his death, which reminds 

us how perilously close to disaster Antonio el curioso has 

come. Since El vergonzoso en palacio is not a tragic play, 

however, the dishonor is avenged through marriage, which 

offers the opportunity for grace to both Antonio and 

Serafina. Through the sacrament, she may redeem her lack 

of love, and he his curiositas, and each may be reborn 

through spiritual commitment. 
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Concupiscencia and Vergiienza: Dona 
Madalena's Conf1ict 

Of the four main characters in El vergonzoso en 

palacio, Madalena is the only one who is motivated by love. 

Until the arrival of Mireno at Avero, Madalena is the 

passive and obedient elder daughter of the Duke, content to 

marry a man of her father's choosing. However, upon seeing 

Mireno for the first time, Madalena experiences intense 

sexual desire, and the violence of these feelings poses' a 

threat to her previously unthreatened honor. The conflict 

between loco apetito and vergiienza is expressed in the 

following soliloquy at the beginning of Act II: 

.., Teneos, 
desenfrenados deseos, 
si no os quer£is despenar: 
c.asl vais a publicar 

vuestra afrenta? La vergiienza 
mi loco apetito venza; 
que, si es locura admitillo 
dentro del alma, el decillo 
es locura o desvergtienza (II, 52-60) , 

Madalena refers here to the necessity of keeping her 

feelings hidden even from Dona Juana; she dare trust no one 

to be her secretario, for an honorable woman must not openly 

confess to sexual desire, even though it is a natural 

appetite. In Madalena's words: 

El desear y ver es, 
en la honrada y la no tal, 

apetito natural; 
y si diferencia se halla 
es en que la honrada calla 
y la otra dice su mal (II, 95-100). 
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Madalena's problem is the resolution of the conflict 

between concupiscencia sexual or libido, and vergiienza in 

the sense of modesty and restraint. Concupiscencia is 

defined in the Spanish version of the Summa Theologica in 

these words: "La concupiscencia es esencialmente un 

movimiento hacia el bien, Es posterior al movimiento pasivo 

del amor y anterior a la quietud de la delectaciSn; es 

decir, el deseo es movimiento activo o de tendencia al bien 

58 
ausente o futuro." Madalena must move toward the object 

of her desire in such a way as to protect her honor; for she 

is noble," she is engaged to the Count of Vasconcelos, and 

she finds herself in the potentially humiliating position 

of feeling strongly attracted to a stranger who may or may 

not be of her class. 

For Madalena's feat, daring and ingenuity are 

necessary. In a sense Madalena is like the dramatic poet of 

Tirso's defense, for she too is faced with the challenge of 

creating arquitecturas fingidas out of the materials at hand 

within the confines of a fixed form. In her case, this 

limiting form is the palace with its special code of 

conduct, Madalena's task reminds us of Tirso's comparison 

of dramatic poetry with painting; like the poet and the 

painter she has artistic license to create illusion within 

58, St. Thomas Aquinas, Suma Teolfigica, Cuestion 
3 0 Biblioteca de Autores Cristianos IV (Madrid; Editorial 
CatSlica, 1960), pp. 753-762, 
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rather narrow limits. However, she must be careful to 

prevent license from becoming licentiousness. 

Madalena's challenging task is further complicated 

by Dionis' lack of understanding of the structure within 

which he finds himself. This lack of understanding brings 

on vergiienza in its causal aspect, as a hindrance to action 

Thus Madalena is obliged to deal not only with her own 

vergiienza in the sense of shame and dishonor, but with 

Mireno•s various kinds as well. Until these struggles are 

exhausted the final triumph cannot come about, which 

accounts for what Serge Maurel calls the "irritating 

5 9  
suspense" of the play1s action. 

To misunderstand the structure within which one 

functions is to misinterpret the meaning of words and 

actions, and this is precisely what Mireno does. He and 

Madalena speak different languages; hers is that of verbal 

illusion, of irony and double entendre, while his is 

characterized by llaneza or simplicity of style, Mireno 

takes appearances at face value, He is not a true innocent 

however, for he is sufficiently self--aware to recognize his 

own vergiienza and its paralyzing effect. For example, he 

formulates this insightful question near the end of Act II: 

"Verguenza, cpor gu§ impedls / la ocasi6n que el cielo os 

da? / Daos por entendido ya" (II, 1087-1088). 

59, Maurel, p. 3 97, 
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Mireno's vergiienza is contrived in the sense that it 

serves as a dramatic means whose end is to provide a 

challenge to Madalena's ingenio. His very passivity causes 

her to pursue with ever increasing vigor, and this pursuit 

becomes the focal point of interest in the play's action. 

If the pursuit were easy it would be of little interest. 

Knowing this, the dramatist plays Madalena's understanding 

of the game of love against Mireno's disingenuousness and 

creates a suspense which is extremely frustrating to both 

Madalena and her audience. Madalena's pursuit of Don 

Dionls teaches us that the faint of heart can win in love 

by acting passive, thereby provoking inspired action by the 

pursuer. This is another twisting of a common idea, parallel 

to Tirso's reversal of the notion that a vergonzoso en 

palacio courts sure disaster. 

In her attempt to capture Mireno's attention and 

affection, Madalena exhausts a wide range of devices. The 

first is the most obvious and the least fruitful: she tries 

to make Dionls jealous of her fianc£ Vasconcelos, This 

effort fails because Dionls takes her at her word; his 

modesty serves to help convince him that his ears do not 

deceive him and that his intuition regarding Madalena's 

interest in him is but an illusion. 

Madalena's second effort to reach Dionls involves 

a favorite cornedia device; the tropiezo or deliberate stumble 

which forces the young man to lend a gallant hand to the 
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lady, Madalena underlines the significance of this personal 

contact in this speech: "Sabed que al que es cortesano / le 

dan, al darle una mano, para muchas cosas pie" (II, 1152-

1154). Margaret Wilson has pointed out that this touching 

of hands does not constitute a commitment at this stage of 

the play's development.^ The device simply serves to 

provide a verbal hint; dar pie means to give permission or 

license, but Mireno fails to understand the message. 

In Act III Madalena carries out her boldest and most 

entertaining plan; in the presence of Dionls, she pretends 

to talk in her sleep. Madalena stages a kind of "psycho-

drama" in which she plays the role of Dionls in conversation 

with herself and, like Ariadne, she attempts to lead the 

reticent young man through a maze of doubt and rationaliza

tion. Madalena ends her dialogue with a bold exhortation: 

"Declaraos de aqui adelante, / don Dionls? a esto os 

exhorto" (III, 604-605), followed by an unequivocal declara

tion: "Dlas ha que os prefer! / al conde de Vasconcelos" 

(III, 609-610), 

Mireno fails this test because his impeding 

vergiienza causes him to be coy about what he has heard when 

Madalena questions him after pretending to awaken. Her 

patience sorely tried, Madalena calls him pesado {tiresome) 

60, Margaret Wilson, "Cornedia Lovers and the 
Proprieties," Bulletin of the Comediantes 24, 2 (1972), 
p. 32, 
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and admonishes him not to believe in dreams: "Don Dionls, 

no cre£is en suenos, / que los suenos, suenos son" (III, 

609-610). 

By this point in the play1s development Madalena is 

exasperated. When the Duke asks to attend a writing 

lesson, Madalena's frustration leads her to insult Dionls 

through the use of two double entendres. The first is based 

on the noun borr6n, which Covarrubias describes as follows: 

"serial de tinta que cae sobre lo que se escribe ... y por 

alusi6n lo mal hecho que escurece lo de m^s bueno que en un 

61 
hombre puede aver." When Mireno refers to an ink spot he 

has corrected, Madalena replies in an aside: "El borr6n con 

la lengua / se quita, y no con callar" (III, 1128-1129). 

She finds Dionls defective; his vergiienza is the fault which 

needs correction, and this must come about through verbal 

response to Madalena1s numerous leads. 

The second insult is based on the verb cortar and 

the adjective corto. Madalena orders Dionls to cut a 

quill pen. He obeys: "Yar gran senora, la corto" (III, 

1131). Madalena's response is an angry one: 

Acabad, que sois muy corto. 
Vuestra excelencia presuma 
que de vergiienza no sabe 
hacer cosa de provecho (III, 1132-1135). 

Madalena uses the adjective corto in the same sense to which 

we have referred in regard to Don Antonio (p. 3 9); un hombre 

61. Covarrubias, p. 230. 
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corto is one who does not fulfill his obligations. We also 

recall that cortedad is an aspect of vergiienza {p, 26) . 

Dionls' response to these insults is: "Propicios me 

son los cielos, / todo esto es en mi favor" (III, 1158-

1159). At first reading this reaction seems naive; subse

quent consideration, however, leads one to suspect that 

Dionis' vergiienza has been an artful contrivance designed 

to gain his own ends. The effect is similar to that of the 

apparent rusticity of the shepherd of the loa and the 

apparent simplicity of his gift of water in a cork oak 

vessel. The illusion has been created, its impact has been 

felt by the audience, its dramatic function has been served. 

The players can now proceed to the play's end without the 

impediment of annoying vergiienza to detain them. 

Madalena triggers the end of vergiienza by sending 

an urgent note to Dionis. The message is unmistakable: 

"No da el tiempo mSs espacio; 
esta noche, en el jardin, 
tendrSn los temores fin 
del Vergonzoso en palacio" (III, 1186-1189), 

Mireno goes to the garden and sheds his vergiienza as easily 

as he removed the coarse garments of his former life in 

favor of noble attire. He bids farewell to vergiienza with 

these words: 

Si mi cortedad 
fue vergiienza, adi6s, vergiienza; 
que serais, como no os venza, 
desde agora necedad (III, 1362-1365), 
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The dramatic tension which existed between 

concupiscencia and verguenza dissipates under cover of 

night, which, as one critic reminds us, is " .•• the 

62 mating season par excellence." The same critic observes 

that nighttime tends to equalize both social ranks and 

sexes, thereby enabling women to become the promoters of 

th . 1 . . 63 e1r own ave asp1rat1ons. 

Madalena's desire is finally realized in the 

garden, and there Dionis realizes his manhood, having become 

aware of the role which he is to assume. This felicitous 

outcome has come about as a result of Madalena's extremely 

strong desire, her loco apetito. Professor ter Horst 

points out that Madalena is like the woman considered to 

be Mary Magdalene tn Luke VII:37-50, in that she loves too 

much; however, both Madalena and her Biblical counterpart 

64 are forgiven precisely because their love is great. 

Love redeems other sins and brings about spiritual 

growth. In El vergonzoso Madalena evolves from innocence 

through guilty experience to final vindication in the 

sacrament of marriage, 65 and she leads Mireno through the 

62. E. H. T·emplin, "Night Scenes in Tirso de 
Molina," Romanic Review Quarterly 41, 1 (December 1950), 
p. 2 64' 

63. Ibid. 

64. ter Horst, p. 19. 

65, Ibid, -- / 



50 

labyrinth of confusion to the same desired end. Thus 

Madalena's struggle between concupiscencia and verguenza 

yields a substantial reward; for, as Professor ter Horst 

writes, "Physical desire has led to a consummation of' the 

• ii 6 6 spirit." 

Serafina: The Quest for Knowledge 
Through Role-Playing 

The fourth main character in El vergonzoso is 

Serafina, who is also the most enigmatic. Like the others, 

she is a seeker; however, her motives differ from those of 

Mireno, Ahtonio or Madalena. Serafina is like Mireno in 

that she seeks to widen her experience, but unlike him in 

that her desire is not motivated by an impulse toward self-

realization. Like Antonio, she is moved by curiosity, but 

of a different kind. Hers is the intellectual curiosity of 

the bachillera, that is, one who displays what Covarrubias 

67 
describes as "... agudeza con curiosidad." 

Emotionally, Serafina is the antithesis of her 

sister Madalena; for whereas Madalena devotes herself whole

heartedly to the fulfillment of concupiscence, Serafina is 

disinclined toward Eros. In her opinion, love is an 

"accident" which causes much pain and little benefit; as 

66, Ibid. 

67. Covarrubias, p. 17 9. 
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she says to Juana: "... su provecho es poco, / y la pena que 

da es mucha" (II, 951-952). 

Although she rejects the idea of becoming actively 

involved in human love, Serafina desires to experience the 

emotions of love, to know them in an intellectual sense. In 

order to gain such knowledge she stages a play in which she 

enacts the role of a man, "el prlncipe Pinabelo," who 

experiences jealousy, repentance, and madness. Through 

role-playing, Serafina hopes to satisfy her curiosity and 

to express her passion for drama, a passion which Juana 

describes' in these words: "Pierde el seso / por cosas de 

poesla ..." (II, 477-478). Juana fears that this penchant 

may lead to licentious behavior, but Serafina defends her 

desire to play a masculine role in the following speech: 

Deseome entretener 
deste modo; no te asombre 
que apetezca el traje de hombre 
ya que no lo puedo ser (II, 733-738), 

After rehearsing the play Serafina leaves her male 

attire on under her feminine clothing to await the evening's 

performance. This has provoked critical comment which 

emphasizes the unnatural aspect of Serafina1s masculine 

disguise. For example, Richard C, Glenn has written: 

"Her attitude toward the masquerade is unnatural and proves 

68 
. , , to be highly narcissistic." And Francisco Ayala 

68, Richard C, Glenn, "Disguises and Masquerades in 
Tirso's El vergonzoso en palacio," Bulletin of the 
Comediantes 17, 1 (1965), p. 20. 
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attributes the disguise to "... una torcida inclinaci6n 

natural."69 

In a sense, Ayala's explanation is close to the 

truth. For Serafina's inclination is not what one would 

expect from a beautiful young woman of marriageable age. 

Her desire to know the male role rather than to know a man 

in a normal union suggests a will to androgyny, and this in 

turn implies an effort to imitate the deity. As Professor 

ter Horst observes, "... Serafina is a human female who 

70 
would be God." However, the androgynous state in human 

beings can only be symbolically attained through love and 

the union of marriage, which Ely Star describes in Les 

Mysteres de l'Etre (1902) as . .an imperfect image of 

71 hermaphroditism." Therefore Serafina can only achieve 

her desire for divinity if she loves; and she is unwilling 

to do so. 

Ironically, Serafina's name is a plural Hebrew word 

which suggests love of an exalted order. Covarrubias writes 

that serafIn significa cierta orden de la celestial 

72 hierarchla." And Professor ter Horst notes that the 

Seraphim belong to the highest order and are . . those 

69, El vergonzoso, ed. Francisco Ayala, p. 25, 

7 0. ter Horst, p. 21. 

71. Quoted in Cirlot, p. 140. 

72, Covarrubias, p. 934. 
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spirits which most intensely burn with the love for God and 

which are the most beautiful of the nine choirs of angels 

73 
because of their proximity to him." 

Another meaning of serafIn is "encendidos en ' 

74 
fuego." In regard to this, it is of interest to note that 

fire is of two kinds; for as Cirlot writes, it is ". . . an 

image of energy which may be found at the level of animal 

7 5 
passion as well as on the plane of spiritual strength." 

Serafina, however, does not experience this energy on either 

level; for in denying human passion, she also denies the 

spiritualization which is made possible by love. 

Serafina's only knowledge of passion is gained 

through her acting. Her play ends with a violent scene 

which Serafina justifies with these words: "... no hay 

quien pueda resistir el fuego, / cuando le enciende amor y 

soplan celos" (11/ 1035-1036). Juana is distressed by the 

violence of the scene, and Serafina explains her intensified 

state by comparing herself to Alexander the Great, who 

reacted similarly upon hearing a certain musician play: 

Encendlme, te prometo 
como Alejandro lo hacla, 
llevado del instrumento 
que aquel mGsico famoso 
le tocaba (II, 1040-1044), 

73. ter Horst, p. 21. 

74. Covarrubias, p. 934. 

75. Cirlot, p, 101. 
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The comparison with Alexander is significant in two 

respects. First, Serafina's association of herself with 

this all-powerful male figure reflects her attempt to "be" 

a man in the play, and beyond that, to represent the deity 

through androgyny. Furthermore, the comparison is ironic; 

for Alexander symbolizes not only power, but generosity as 

well. According to Covarrubias: "A1 que loamos de liberal y 

7 6 dadivoso decimos que es un Alejandro." 

Serafina is not generous, in that she does not give 

of herself emotionally, except in her acting. This lack of 

generosity causes her to seem somewhat cruel in the Latin 

7 7  
sense of crudelis, that is, durus, inhumanus, ferus. 

Ironically, the play which Serafina chooses to perform is 

called La portuguesa cruel, which describes the paradox of 

her unwillingness to love, for Serafina is a portuguesa, and 

in seventeenth-century Spain, the Portuguese were considered 

to be of an extremely amorous nature. In Primera y Segunda 

Parte de las Grandezas y Cosas Notables de Bspana (Alcaic 

de Henares, 1595), Pedro de Medina writes: "Es la gente de 

Portugal afable y amorosa en el trato, ... Quieren mucho, y 

muy apasionadamente, .,. Son de su naturaleza gente algo 

libidinosa, de donde les nace tambi£n ser fScilmente 

76. Covarrubias, p. 82. 

77. Ibid., p. 373. 



enamoradizos y imaginarios, y algo viciosas por esta 

par to. 1,70 

The only time Serafina acts like a portuguesa is .. 

during a scene of tender repentance in her play. Juan'a 

comments on this in the following lines: 

Pasito, que te derrites; 
de nieve te has vuelto sebo. 

Nunca has sido, sino agora, 
portuguesa (II, 941-944). 

In La portuguesa cruel, Serafina acts jealous and repentant, 

insane and violent. In doing so she becomes impassioned and 

quite convincing, to such a degree that Juana is frightened. 

Serafina's role playing is successful in the sense that she 

is a skilled actress who knows how to pretend, in regard to 

her performance Casalduero observes: "La est£tica del 

Renacimiento y del Barroco se declara en la representaci6n 

de Serafina: para ser buen actor lo importante no es sentir, 

79 
sino saber fingir," 

Serafina pretends so well that, as Professor ter 

Horst writes, ", , . the emotional image is far more real, 

8 0 
humanly, than the dispassionate original." In this sense, 

Serafina exemplifies the superiority of Art over Nature, 

although she is not aware of this. Furthermore, her 

78. Quoted in Miguel Herrero Garcia, Ideas de los 
espafioles del siglo diecisiete (Madrid: Editorial Gredos, 
1966), pp. 167-168. 

7 9. Casalduero, p. 113. 

80, ter Horst, p, 21. 
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portrait also reaffirms the triumph of Art, for it serves 

to move Serafina in the direction of love, which she has not 

experienced before. 

It is true that Serafina's love is narcissistic in 

nature, and many critics have considered this narcissism to 

be a defect which leads to sure punishment, Casalduero, 

for example, writes: "En su defecto ... encuentra su 

81 castigo." Nevertheless, the symbol of Narcissus is not 

necessarily negative. As Gaston Bachelard observes in 

L'Eau et les Reves, Narcissus suggests a potential means of 

self-discovery, as we see in the following passage: "Devant 

les eaux, Narcisse a la r6v£lation de ses doubles puissances 

viriles et feminines, la revelation surtout de sa r£alit£ et 

8 2 
de son identity." 

Serafina does not see herself or her potential self 

in her portrait. Still, when she begins to love the 

supposed "Don Dionis" she begins to descend from her posi

tion of haughty detachment and disdain to become more human, 

more substantial. In experiencing the passion of the heart 

she makes possible the spiritual growth implicit in her 

name. And although she is obliged to marry a man whom she 

does not love, Serafina is at least on the way to a serious 

goal. For as Bruce Wardropper has noted, the "happy ending" 

81, Casalduero, p. 122. 

82. Gaston Bachelard, L'Eau et les Reves (Paris: 
n.p., 1942), p. 34, 
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comedia requires the protagonist ". . .to seek his personal 

truth in the midst of temporal illusion, to find grace in 

8 3 
the sacramental life of worldly marriage." For Serafina 

and Antonio, marriage offers the hope of spiritual rebirth 

through the promise to love. Their marriage may seem to be 

a punishment, but it is one which is potentially beneficial. 

The Art of El Vergonzoso en Palacio 

El vergonzoso en palacio is a play which defies easy 

classification. It is usually called a comedia palaciega or 

play of palace intrigue, which it is. Tirso's palacio is a 

labyrinthine structure in which various quests and pursuits 

take place in a pattern which is built upon the parallels 

and counterparts referred to earlier in this chapter. There 

84 
are two sisters and two secretarios, as Casalduero notes. 

He also points out that the relationship between Serafina 

and Antonio is built on desdgn and osadia, or scorn and 

daring, while that of Madalena and Mireno is based upon amor 
O t 

and timidez. Madalena directs her energies toward the 

pursuit of love, while her younger sister scorns love in 

favor of its dramatic representation, Antonio is daring in 

a capricious, imprudent way which works to his disadvantage. 

83. Bruce W, Wardropper, "Lope's La dama boba and 
Baroque Comedy," Bulletin of the Comediantes 13, 2 (1961), 
p. 3. 

84. Casalduero, p. 114. 

85. Ibid., p. 118, 
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Mireno's timidity works in his favor, giving an ironic 

twist to the popular saying from which the play's title 

derives. 

There are further parallels and counterparts in El 

vergonzoso. Tarso, Mireno's companion and servant, is 

earthy and has no desire to seek the greater heights of 

glory desired by his master. He mistrusts the maze of the 

palace, symbolized by his famous bragas, and yearns to 

return to his simple, rustic life. The contrast between 

campo and palacio is succinctly stated by Casalduero in the 

following paradigm: "Para los nobles el palacio, para los 

8 6 
villanos el campo." There is also a contrast between el 

bosque and el palacio. The first is associated with 

criminal passions, while the latter is identified with 

"... la presentacidn de la belleza, la fuerza del amor y la 

8 7 
accion noble." Both bosque and palacio are variations of 

the labyrinth; it is hard for the characters to follow 

their winding passages without losing their way, and the 

same path may lead one person to safety and another to 

potential misfortune. For example, the remote path which 

veers from the camino real leads Ruy Lorenzo to shelter 

with Lauro but takes Mireno to prison in Avero. The shadow 

of imprisonment hangs over both these characters and serves 

86. Ibid., p. 123. 

87. Ibid., p. 106. 
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as a reminder of-the predominant metaphor of the hunt and 

the capture of human prey. 

The same road which leads Mireno to Avero also takes 

Ruy Lorenzo and Lauro back to the palace where each receives 

his just desserts. The secretary is chastized for his 

traitorous plot, but his family honor is restored with the 

marriage of Estremoz and Leonela. Lauro, whose shepherd's 

name is associated with the laurel wreath of victory, is 

reinstated after his lengthy and unjust exile. He becomes 

Don Pedro de Coimbra once again, as his son becomes Dionis 

of Portugal, fulfilling the prophecy of his chosen name. 

Tirso completes the symmetry of his play with the 

marriage of the shepherds Tarso and Melisa, Even Dona 

Juana is promised a suitable husband, although she has 

shown no interest in marriage throughout the play. 

Casalduero describes this enigmatic character as tercera 

y homosexual. A go-between she certainly is, but she seems 

asexual rather than homosexual, in contrast with Serafina, 

who wishes to be androgynous, and with Madalena, who is a 

hot-blooded woman, Juana's sexless nature allows her to be 

an objective observer and commentator, for she is removed 

from the passions of the four main characters and is thus 

able to assess their actions with acuity and irony. 

Dona Juana1s ironic view is a reflection of the 

playwright's own. El vergonzoso is a fundamentally" serious 

comedy, lacking in frivolity. This does not mean that it 
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lacks comicity; there are funny moments, provided mainly by 

Tarso and his puns involving bragas and eschatological 

humor. There is also a certain humorous quality in 

Mireno's naivete in the face of Madalena's attempts at 

seduction. But basically the play is serious, for it 

concerns the efforts of men and women to find the plenitude 

desired by God, that is "la busca de la plenitud querida 

8 8 
por Dios," within a structure characterized by illusion 

and deception. This search suggests what Leo spitzer has 

called "... la oposici6n aristot^lica entre la potencia 

89 
latente y'su realizacifin externa .,. ." In this play 

latent potential and its external realization are revealed 

within a secular context. This revelation is made through 

a carefully balanced work of art. It is a subtle, but 

unmistakable "mirror of truth" for all viewers or readers 

who live and seek, even today. El vergonzoso contains a 

high degree of psychological truth which makes it seem 

modern despite its complex "baroque" form. 

88, Ibid,, p, 122. 

89, Leo Spitzer, "Soy quien soy," Nueva Revista de 
Filologia Hisp^nica I, 2 (October-December 1947), p, 122, 



CHAPTER 3 

THE ART OP ENTERTAINMENT IN POR EL SOTANO Y EL TORNO: 
A STUDY OF THE PLAYWRIGHT AS SATIRIST 

According to Miss Ruth Lee Kennedy, Por el s6tano y 

X 
el torno was written in 1623. In this comedy, Tirso 

satirizes money-hunger by portraying cupidity as a kind of 

false religion. This satirical purpose is achieved through 

the ironic use of religious images and metaphors which are 

contained within a carefully crafted structure based on a 

2 system of parallels and symmetries. 

Por el sgtano y el torno ends with the playwright's 

request that it be considered strictly as entertainment 

rather than as a portrayal of incidents which Tirso 

describes, but cannot verify. As one of the principal 

characters says: 

Esto sirva 
de entretener solamente; 
no por que haya estas malicias, 
que Por el s6tano y el torno, ^ 
Tirso escribe, mas no afirma (III, 3265-3268). 

1. Ruth Lee Kennedy, "On the Date of Five Plays by 
Tirso de Molina," Hispanic Review 10 (1942), pp. 208-209. 

2. P. Halkhoree, "Satire and Symbolism in the 
Structure of Tirso de Molina's Por el s6tano y el torno," 
Forum for Modern Language Studies 4, 4 (1968), pp. 374-386. 

3. Fray Gabriel T§llez (Tirso de Molina), Por el 
sotano y el torno, ed. Alonso Zamora Vicente (Buenos Aires: 
Instituto de Filologla, 1949). All textual references are 
from'this edition IZamora Vicente], 

61 
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These seemingly innocent words serve as a defense of Tirso 

the dramatic satirist, who maintains a salutary distance 

between himself and the world which he describes. However, 

his moral purpose is suggested by the verb entretener in its 

various meanings. 

Basically, entretener means "distraer o divertir. 

4  
Hacer pasar agradablemente el tiempo." However a second 

meaning is "distraer a alguien impidiendo que siga su 

camino, que siga haciendo lo que hacla o que vaya a algdn 

5  
sitio o empiece a hacer cierta cosa." In this usage, 

entretener implies an attempt to impede the course of some

one else's actions, A related definition is "ocupar la 

atenciSn de alguien para engafiarle o hacerle olvidar un 

g 
dolor, disgusto, etc," This meaning suggests an attempt 

to engage the attention of someone for an ulterior purpose. 

Finally, Covarrubias defines the related noun form 

entretenimiento in the following manner: "qualquier cosa 

que divierta o entretenga al hombre, como el juego, o la 

7 
conversaciSn o la leccifin," According to this definition, 

instruction is a form of entertainment. 

4, MarSa Moliner, Diccionario del uso del espanol 
I (Madrid: Editorial Gredos"^ 197 3) , p^ 1150, 

5. Ibid. 

6, Ibid. 

7. Covarrubias, pt 526. 
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From the definitions cited in the preceding para

graph we are led to associate the verb entretener with the 

injunction deleitar aprovechando which Tirso has obeyed in 

his skillful crafting of Por el s6tano y el torno. The 

purpose of this study is to examine how the playwright has 

interwoven the inseparable elements of structure, symbol, 

language, and character to create a work which, Tirso's 

warning to the contrary, is considerably more than "just" 

entertainment. 

The Plot of Por el S6tano y el Torno 

Two young sisters, Dona Bernarda and Dona Jusepa, 

are traveling from Guadalajara to Madrid when their carriage 

overturns. Bernarda is knocked unconscious and carried to 

the nearby venta de Viveros by Don Fernando de Arag6n, 

who is entranced by her beauty, 

Bernarda's slave Polonia tells Fernando that the 

sisters are orphans and that Bernarda is also a widow. She 

has arranged a marriage between her fifteen-year old sister 

Jusepa and a wealthy septuagenarian perulero, Don G6mez, 

who will pay Bernarda ten thousand pesos for her match

making. The sisters are on their way to Madrid to await the 

arrival of Don G6mez. 

By bribing Polonia, Fernando learns where the 

sisters are to live in the city. He arrives at an inn owned 

by Mari-Ramirez and her son Santar§n, and soon he is joined 
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by an old friend, Don Duarte. Fernando confides his new 

love to all, and the innkeepers are eager to aid him in his 

amorous quest, 

Bernarda and Jusepa arrive with their servants to 

occupy Don G6mez' house, which is next door to the inn. The 

servant Santillana says that the house is to be a "human 

monastery" until the jealous perulero arrives; the only 

connection with the outside world will be a torno or 

dumbwaiter of the sort used for passing messages to 

cloistered nuns, 

Fernando overhears Bernarda say that she needs a 

bloodletting because of the accident. He pretends to be a 

barbero and gains entrance to the monasterio humano, where 

he admires Bernarda's charms at close range. When Bernarda 

learns that the sangrador is an impostor, she increases the 

security of the house for fear of jeopardizing the wedding 

plans and losing her own dowry. 

In a soliloquy, at the beginning of Act XI, 

Bernarda confesses that she is attracted to the young man, 

whom she believes to be the same one who rescued her after 

the accident. The remaining scenes of this act center 

around the torno as the group from the inn, aided by 

Polonia, begins to invade the house, Mari-Ramlrez comes in 

the guise of a cloth-vendor to deliver a letter from 

Fernando to Bernarda. Santaren', disguised as a peddler, 

delivers a box of jewels and a love sonnet from Duarte to 



65 

Jusepa, whom he has seen and assisted when she tripped 

coming out of church. 

Polonia urges Jusepa to meet Duarte, for Don G6mez 

is to arrive soon. Fernando and Duarte come to the torno 

to vouch for each other. Fernando thinks he is talking to 

Jusepa but it is Bernarda who listens, misunderstands and 

becomes jealous. She orders everyone away, and the act. 

ends in temporary defeat for the infiltrators from the inn. 

At the beginning of Act III, Bernarda describes her 

inner conflict between love and greed: she is aware that it 

is wrong to marry Jusepa to Don G6mez, but she cannot forego 

the promised dowry, even though Fernando has proposed 

marriage and offered his own considerable fortune to 

Bernarda. When Santillana reports that Fernando is enter

taining a lady at the inn, however, Bernarda rushes there 

on the pretext of saving Fernando's endangered soul. Her 

passion for Fernando is revealed in the guise of a newly 

discovered "religious" zeal. 

Meanwhile, Santar£n and Polonia have discovered a 

common basement between the inn and the house and have made 

an opening in the separating wall. They urge Jusepa to use 

the passageway to meet Duarte and to be married. Dressed 

in Portuguese style, Jusepa exchanges vows with Duarte in 

the inn. Almost immediately afterward, Bernarda enters and 

is enraged to see her sister there, Jusepa pretends to be 

the Portuguese Condesa de Ficallo. When Bernarda rushes 
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home to see if Jusepa is there, the young bride uses the 

basement as a passageway and is found placidly sewing and 

singing in her room. 

Bernards is mystified and somewhat defeated by this 

deception of her senses, Jusepa announces her marriage to 

Duarte, and all urge Bernarda to accept Fernando's proposal, 

which she finally does. She also frees her slave Polonia, 

who marries SantarSn. A servant is sent to inform Don 

G6mez of the weddings, and the play ends with the speech 

guoted at the beginning of this chapter. 

Act I: The World Upside Down as Underlying Topos 

"What was once outlawed is now praised. Everything 

O 
is out of joint." 

In a sense, all comedias evolve from this ancient 

topic, for all have to do with restoring order to a chaotic 

microcosm. This is the function of the hasty-appearing and 

often unconvincing marriages at the end of so many comedias: 

they ". , , signify that chaos gives way to order," to quote 

9  
A. A, Parker. 

8. Ernst Curtius, European Literature and the Latin 
Middle Ages, trans. Willard Trask (New York: Pantheon Books, 
1953), p. 95. 

9. A. A. Parker, "The Approach to the Spanish Drama 
of the Golden Age," Tulane Drama Review 4 (1959-60), p. 49. 
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Curtius points out that the topic of the "world 

upside down" is well suited for satire.1^ In Por el s6tano 

y el torno, Tirso exploits the topos to serve that purpose. 

The play begins with the overturning of a carriage. It is a 

chaotic beginning, with much screaming and confusion. This 

chaos foreshadows the complications of the plot to follow; 

in like manner, the upset carriage itself anticipates the 

figurative toppling of the casa-convento whose intended 

function as a "human monastery" will be thwarted by the 

actions of those outside the house, aided by those within. 

The carriage and the house are both isolated 

microcosms which are interrelated means to an end. The 

carriage takes the sisters to Madrid. Once there, the house 

presumably shelters them from the temptations of the outside 

world? in this sense, both structures have a protective 

function. The protection which they offer, however, is 

fragile, for external forces can easily violate both the 

carriage and the house. The force which blocks the carriage 

is earth itself; the play begins with the question 

"£.Atasc6se en el barro?" As for the house, it is pene

trated by the "earthy" power of sexual love. 

Paradoxically, these structures which cannot really 

protect their inhabitants from outside forces are like 

prisons in that they both symbolize absence of individual 

10. Curtius, p, 95. 
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freedom. This is seen through contrast. At the play's 

beginning we are near the venta de Viveros so frequently 

mentioned in sixteenth and seventeenth century Spanish 

11 literature. The reputation of this inn, and of Spanish 

inns in general, is revealed in two passages in Act I; 

first Rinc6n, a servant, asks: "En venta de Viveros, / 

ipiden camas o pulgas, senores?" (I, 35-36). And later 

Polonia makes an interrogative statement: "Mas, £cucindo no 

peligr6 / secreto o dinero en venta?" (I, 145-146). 

The venta was the most public of public places, a 

symbol of' freedom with a strong suggestion of licentious

ness . In the opening scenes of Act I the venta de Viveros 

contrasts with the carriage, which is a symbol of confine

ment, and the noisy students who swarm into the inn eager to 

play cards and pranks provide a similar contrast with the 

sequestered young women. The containment of the carriage 

anticipates that of the house in Madrid, while the open 

nature of the roadside inn foreshadows that of the posada 

next door to the casa-convento. 

The venta de Viveros has several functions in this 

play: its mention guarantees laughter, or at least knowing 

smiles, from an audience aware of its reputation; it serves 

as a symbol of openness in contrast with the carriage; it 

prefigures the structurally and symbolically important 

11. Zamora Vicente, p. 61. 
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posada. In addition to these functions, the word venta, 

12 
which derives from the verb vender, is closely related to 

Bernarda's actions, for the widow is, in effect, selling her 

oym sister in exchange for ten thousand pesos. Of course, 

Jusepa stands to gain even more than Bernarda financially, 

for, as Polonia tells Fernando: 

Vala a casar a Madrid 
con setenta anos, dorados 
de m&s de cien mil ducados, 
de un viejo, hermano del Cid (I, 79-82). 

Despite Don G6mez' fortune, Jusepa does not want to 

marry him because of the disparity of their ages; however, 

she does not wish to disobey her sister, who has been a 

parent substitute since her childhood. Jusepa's conflict 

is expressed by Polonia in this passage: 

aunque a la nina le pesa 
mezclar con su sangre fr£a 

la de edad tan floreciente, 
calla y sigue el parecer 
de su hermana, por no ser 
a su gusto inobediente (I, 93-98). 

In a sense Jusepa is a slave to Bernarda's wishes, and 

Bernarda is no less a slave to her own obsessive desire. It 

is fitting that their story should be told by the slave 

Polonia in Act I, and more than coincidental that she should 

bean esclava rather than an ordinary criada. All three 

women are oppressed, and money is the cause of their 

oppression? in Polonia's case, it is lack of money to buy 

12. Corominas 3, p. 697, 
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freedom. In the case of the sisters, it is Bernarda's 

extreme cupidity, which results in Jusepa's victimization 

and her own enslavement. 

Bernarda sees money as the most important power in 

life. It can buy everything, including love. This idea is 

echoed in Act I, scene iv, in a conversation between Don 

Duarte and Mari-Ramirez. Shortly after Duarte arrives at 

the inn on the Calle de Carretas, he inquires about the 

availability of women, and the following dialog ensues: 

Maria - Eso si, 
que es profesi6n que me toca. 
Yo le juro que no hay poca 
abundancia. 

Duarte - iC6mo ansi? 
Maria - Como sobran invenciones, 

por ser los dineros alas 
de amor, y para sus galas 
no vienen los galeones (I, 215-222), 

The pairing of galas and galeones is more than a 

clever play on words. In seventeenth-century Spain galas 

meant rich dress. As Miss Kennedy has shown, the love of 

extravagant clothing had serious economic, political, 

military, religious and moral implications, because it 

caused money to flow to Holland and to certain Italian 

districts, exhausting the supply of gold and silver and 

13 
fortifying religious and political enemies. The sumptuary 

13. Ruth Lee Kennedy, "The Madrid of 1617-1625," 
Homenaje a Archer M. Huntington (Estudios HispSnicos: 
Wellesley College, 1$52) , 2"97. 
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decrees of 1622-23 represented an effort to check this 

14 
harmful output. 

Mari-Ramlrez' speech is an acerbic comment on 

contemporary values. Women make themselves available for a 

price because they have the means, the invenciones in the 

15 sense of engano, ficci6n. Furthermore, they need money 

to satisfy a desire for expensive clothing and "the good 

life"; whoever can offer this satisfaction gains their 

affection. The implication of this set of values is that 

cupido or desire of riches is the strongest form of 

concupiscence; it is stronger than libido itself, and 

potentially more harmful. For libido properly channeled in 

marriage perpetuates social stability, whereas cupidity 

benefits only the individual at the expense of the group. 

From the point of view of society, the precedence of 

cupido over libido is an indication of "the world upside 

down," and the action of Por el s6tano is aimed at correct

ing this reversal. Thus Halkhoree is correct in writing 

that, "The aim of the play is to satirize and partially 

frustrate Bernarda's love of money, . , . 

Bernarda and Don G6mez are what Northrop Frye terms 

the "blocking characters" in this play, and on the surface 

14, Ibid. 

15, DRAE, p. 880, 

16, Halkhoree, p. 37 4. 
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they correspond to the traditional pattern of dramatic 

comedy, whose movement is from one kind of society to 

another; at the beginning, parental figures closely related 

to established society are in charge, and are recognized by 

the audience as usurpers. At the end, the young hero(es) 

and heroine(s) are brought together by a device in the plot, 

17 
and form the nucleus of a new society. In the cornedia 

this society is formalized by multiple marriages. 

At the beginning of this play Bernarda, having cast 

herself in the role of authoritarian parent, seems to be in 

control. • However, she in turn is controlled by Don Gfimez, 

who is the true usurper. His ruling passions are lust and 

jealousy, and he is the architect of the absurd "human 

monastery" with its torno impertinente, as Santillana calls 

it. 

Don G6mez is a character intended to provoke scorn, 

a viejo verde who would "buy" a fifteen-year old bride and 

attempt to imprison her in a sort of false convent. The 

underlying immorality of Don GSmez would shock and offend 

the audience were he not made ridiculous by the other 

characters, who use such epithets as hermano del Cid, quinta 

esencia de los celos, marido Adcin and Ad3n mantenedor to 

describe him. 

17. Northrop Frye, "The Mythos of Spring: Comedy 
Anatomy of Criticism: Four Essays (Princeton; Princeton 
Univ. Press, 1971), p, 172, 
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At-first Bernarda is totally accepting of Don 

G6mez• unnatural demands. When she learns about the torno, 

she responds with complacency; whereas Jusepa is anguished, 

Bernarda coldly observes: "No hay prebenda sin pensi6ri" 

(I, 326). A prebenda is a sum of money given to a nun upon 

her entrance in a convent, and the figurative meaning of 

pensiSn is "trabajo, molestia o cuidado que lleva consigo la 

18 
posesi6n o goce de una cosa." Later on, Bernarda tells 

her sister: "... entre tanto que no venga / el capitSn que 

te adora / has de ser monja" (I, 379-381). 

These speeches establish Bernarda's complicity with 

Don GSmez and her worship of the golden calf. She is the 

only one who does not see the contradiction implicit in the 

monasterio humano: a monastery is meant to shelter those 

who have retired from the world of their own volition, under 

religious vows; it is not for ordinary people leading 

secular lives, and certainly not for beautiful young women 

in their prime. Don G6mez' attempt to imprison Jusepa is an 

act against nature and is therefore doomed to failure. Such 

unnatural constraint can even have disastrous consequences, 

as Cervantes shows in his exemplary novel El celoso 

extremeno. Por el s6tano y el torno is not a tragic play, 

of course, but the warning is clear nonetheless: the torno 

is impertinente because it belongs only in a true convent. 

18. DRAB, p. 1161. 
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And a convent is not meant to house monjas del matrimonio; 

this is an absurdity analogous to that of the monasterio 

humano. 

Among the other.characters who are introduced- in 

Act I, Bernarda's antithesis is seen in the slave Polonia. 

Both young women are enslaved, and both are go-betweens; 

the main difference between them lies in their self-

awareness. Whereas Bernarda sees no irony in her use of 

religious terms to refer to her secular "religion," 

Polonia uses irony to create a witty double-entendre based 

on two words which can have religious or secular meanings. 

For example, when Don Fernando asks her to serve as a go-

between she replies; "En aquesto de terciar / tengo cartujo 

el humor. / No soy tercera persona" (I, 177-17 9)„ 

Cartujo refers to a member of the austere order of 

Carthusian monks; its figurative meaning is "hombre 

19 
taciturno, o muy retraldo." This is amusing because 

Polonia is the least taciturn character in the play. 

Tercera persona means, of course, intermediary. It may 

also refer to a member of the third order of San Francisco, 

20 
Santo Domingo or Nuestra Sefiora del Carmen. Thus the last 

line is ironic if taken to mean "I am not a go-between," and 

19, Ibid., p. 328. 

20, Ibid., p. 1452. 
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true if interpreted as "I am not a religious." Polonia 

knows exactly who she is. 

Bernarda is better known by the other characters 

than by herself. Don Fernando reveals this in the following 

passage from the romance in which he recounts his love 

story to his friends in the inn: 

La causa de su camino 
es hacer avaro empleo 
del caudal de la hermosura 
de su hermana, con un viejo 
remozado en el Jordan 
de un pedazo de aquel cerro 
genoves, puesto que indiano, 
que la hered6 en cien mil pesos (I, 719-726). 

In this passage Tirso satirizes Bernarda's avarice 

by describing how she exploits her own sister for material 

gain. The key word here is caudal, which Covarrubias 

defines as "El principal de la hacienda con que uno trata y 

21 negocia.11 The sense of the passage is that Bernarda is 

trading Jusepa's beauty and youth for a large profit. Don 

G6mez' wealth is symbolized by el Jordan, a river associated 

with great abundance; Covarrubias describes it as "rlo 

22 
caudaloslssimo." The indiano has been renewed by the 

silver and gold which he has amassed in the New World. This 

material renewal contrasts with the spiritual rebirth which 

is associated with baptism in the Jordan, and reinforces the 

21. Covarrubias, p. 321. 

22. Ibid., p. 716. 
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notion of the false religion which Tirso satirizes in this 

play. 

Bernarda's cupidity is her "religion" and her 

ruling passion in Act I; however, another dominant humor is 

revealed shortly after her arrival in Madrid. Following 

the speech in which she tells Jusepa that she is to lead a 

cloistered life until Don G6mez returns, the widow 

announces her need for a bloodletting. Bernarda's "excess 

of blood" indicates a passionate nature which seeks release. 

The fall suggests both the accident itself and the resulting 

accidental meeting between Bernarda and Fernando. It is an 

important motif in this play, for Bernarda, like Milton's 

portrayal of Mammon, is a fallen angel who will be led away 

from her dehumanizing "religion" by the other characters. 

The engineer of her salvation will be Fernando, whose name 

derives from a Germanic word meaning "he who dares all, in 

23 
order to keep the peace." 

The erotic symbolism of the bloodletting is 

intensified by the playwright's careful attention to physical 

detail in scene xii, Bernarda is described as wearing a 

faldellin carmesl, that is, a red underskirt which opens in 

front, and her hair is uncovered, in the manner of young 

unmarried girls. She is pictured lying in bed, lightly 

23. Gutierre Tib6n, Diccionario etimol6gico 
comparado de nombres propios de personas (Mexico: n.p,, 
1956), p. 198. 
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dressed. In this passage, Fernando describes her beauty: 

Sutil cambray pretendla 
competir blancura, necio, 
ocultar belleza, avaro, 
guarnecer cristal, discreto. 
El delgado, mi amor lince, 
fScil fue penetrar velos (I, 843-848). 

His erotic reverie is disrupted by Polonia, who rouses him 

with an amusing and accurate observation: 

Oh senor maeso 
sabe poco de sangrlas, 
o desde que entr6 ac£ dentro 
tiene calambre en los ojos (I, 854-857). 

Bernarda's two ruling passions are made to coincide 

in an ingenious conceit which foreshadows the triumph of 

libido over cupido. When the false barbero asks which vein 

the doctor has designated to be opened, Bernarda replies 

that he is to take three ounces from the vena del area. In 

the Diccionario de Autoridades, vena del area is defined 

thus: "es la que nace de la vena que llaman cava y dividida 

en dos ramas viene a los brazos, la qual est£ sola entre las 

de los brazos, Trahe debaxo arteria, por lo qual es 

peligroso sangrar de esta vena, por ser contingente a 

24 
romper o cortar la arteria." A second meaning of the 

expression sangrar la vena del area is given by Zamora 

Vicente: "equivalia, jocosamente, a 'usurpar, consumir el 

25 
dinero a uno,1" In analogous manner, onza can refer both 

24, Quoted in Zamora Vicente, p. 104, 

25, Ibid. 
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to three ounces of blood or to a certain amount of money; an 

onza de oro was a Spanish doubloon. Thus Bernarda's double 

entendre presages the usurping of the power of money alone 

by the combined power of money and sexual love. 

Act I ends on a note of anticipation; the group in 

the inn looks forward to Fernando's triumph over what 

Duarte describes as Bernarda's competencias narcisas (I, 

953), and the audience looks forward to the ingenious actions 

which will restore order to this "world upside down." 

Interest is increased because of the obstructing charac

ters. Don G6mez has incurred our dislike because he is a 

heavy-handed viejo verde, and Bernarda, because of her 

greed; however, we see that she is divided within herself, 

as she will reveal in Act III: 

La codicia y la afici6n 
pelean dentro en mi pecho, 
y cada cual el derecho 
alega de su opini6n: (III, 2189-2192). 

The battle between greed and affection will form the 

nucleus of the remainder of Por el s6tano y el torno. In 

Act II the dramatist will bring into play a system of 

parallel, conterbalancing forces aimed at assimilating the 

group from the house and the group from the inn into a 

2 fi 
larger unity. The house will undergo a state of siege 

engineered by those from the inn, and the torno, which is 

26. Halkhoree, p. 375, 
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seemingly a symbol of containment, will become a symbol of 

infiltration as the focal point of the events of Act II. 

Act II: Symmetry and Symbol en Torno al Torno 

As the second act begins, Bernarda scolds Jusepa 

because she has tripped coming out of church and given her 

hand to the galSn (Duarte) who came to her rescue. To make 

matters worse, she has uncovered her well-protected face, 

allowing the handsome stranger to admire her beauty, 

Bernarda unknowingly prophesies the outcome of this 

accidental meeting in these lines: 

... Ya te vio 
el que la mano te dio; 
y tambiin se la darSs 

de esposa, si llega a verte (II, 992-995). 

Jusepa responds to her sister's criticism by 

reminding Bernarda that she herself has set an example by 

"falling," that is by allowing the false barber to enter 

the house, to see her and to touch her. Given such a 

precedent it is no wonder Jusepa has stumbled; it is the 

logical outcome of her sister's lesson, as she indicates in 

this question: "des mucho a tu parecer, / en vi^ndote a ti 

caer, / aprendiese yo a tropezar?" (II, 1057-1059). 

Bernarda has indeed "fallen" in several senses. The 

initial fall in the accident foreshadows the figurative fall 

at the end of Act I. Having allowed the house to be invaded 

by the false barber, Bernarda is more susceptible to 

subsequent invasions by the group from the inn, Her desire 
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for fine new clothes provides the occasion for a visit 

from Mari-Rqmirez in the guise of a toquera or vendor of 

materials. Bernarda wishes gay clothing al uso de la corte; 

this desire to follow the style of Madrid suggests movement 

toward the worldly and away from the pseudo-cloister. 

A movement which is simultaneous with Bernarda's 

beginning of reintegration into the world of young love and 

marriage is Jusepa's movement toward greater awareness of 

her sister's folly in betrothing her to Don G6mez, This 

awareness is revealed in the following passage: 

Que sin ser mi hermana madre 
me cele hasta el tropezar, 
pretendiendome casar 
con quien no puede ser padre, 
es desatino terrible (II, 1201-1205). 

Jusepa suspects that her sister plans to find a rich young 

man for herself while obliging her, Jusepa, to accept a 

sterile union, She protests this inequity in these lines: 

"l..Yo monja del matrimonio? I <..Yo el perro ·del hortelano? I 

j Ma 1 o s a i1 o s ! " ( I I , 12 31-12 ~ 3 ) " 

A growing sense of injustice causes Jusepa to feel 

rebellious toward her ·avaricious sister and her oppressive 

plan, Therefore, the time is right for the appearance of 

the persuasive intermediary from the inn. Polonia uses her 

influence and skill to draw the hesitant Jusepa to the 

torno, where Santaren awaits in the guise of a buhonero or 

peddler. While Mari-Ramirez delivers a message to Bernarda 
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from Don Fernando, her son gives Jusepa a gift of jewels and 

a love poem from Don Duarte. 

At this point in the action we are well aware of the 

symmetrical structure of Act II, whose various parallels 

serve to reinforce the larger image of the two opposing 

structures whose inhabitants will finally be brought 

together. The second act serves to emphasize the dramatic 

tension which exists between the inn and the house as the 

house is besieged by the group from the inn. 

The parallels in Act II are numerous. To begin 

with, there is Jusepa's tropiezo following her sister's 

fall. Another example of the parallel structure of Por el 

s6tano y el torno is found in the use of the long romance 

to recount what has gone on before. In Act I, this device 

is used twice; in the second act, once. Twice it serves to 

reveal what is not seen on stage; polonia tells Fernando the 

reason for Bernarda's journey to Madrid in Act I, and Duarte 

describes in detail the tropiezo and his subsequent "fall" 

for Jusepa in Act II. Fernando's narration at the end of 

Act I serves as a recapitulation of the main scenes of that 

act. 

. The characters themselves are aware of their 

symmetrical arrangement, as Don Duarte reveals toward the 

end of his romance. Addressing Don Fernando, he sums up 

their comparable situations in the verses which follow: 
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Este, amigo, es mi suceso; 
de dos hermanas los dos 
a un tiempo soraos amantes, 
uno de otro imitaciSn. 
Una calda fue causa 
de vuestra enajenaci6n; 
de la mla un estropiezo: 
iQu§ semejanza mayor? (II, 1677-1684). 

Fernando replies that these ties serve to strengthen the 

bonds of love and friendship between them: 

No fu^rades vos mi amigo 
con tanto extremo, si el dios 
de amistades y de amores 
no enlazara ansl esta uni6n (II, 1690-1693). 

In a similar fashion, these parallels also serve to 

heighten the pleasure of the audience who reads or watches 

the play. There is a sense of joyful complicity for the 

purpose of defeating the common enemy. 

There is also a strong current of humor, ranging 

from puns to slapstick. Much of this humor revolves around 

the torno. For example, Santar§n overwhelms Jusepa with his 

breathless enumeration of articles for sale, then lures her 

to the torno to receive the gift of jewels, and the sonnet 

"borrowed" from Camoens. He disappears discreetly, and 

returns several scenes later to urge the galanes to the 

torno, using every possible variant of the word; 

A1 torno, al torno, senores, 
al torno, cuerpo de Dios, 
o tornarSrne a mi oficio; (II, 1705-1707), 

Al torno: 
mula de retorno soy, 
fBueno va! TorneSndose anda 
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amor, de un torrio andador. 
Alto, al torno, aventureros (II, 1709-1713), 

Si os qued&is, allci me torno (II, 1717) . 

This scene ends with a song which parodies a popular 

27 
miller's tune found in Don Gil de las calzas verdes. 

Instead of the traditional "Molinero sois, amor, y sois 

moledor," Santargn sings "Tornerico sois, amor, / y sois 

torneador" (.H/ 1720-1721) . 

A torneador is a participant in a torneo, which is 

defined thus: "Combate a caballo entre varias personas, 

unidas en cuadrillas, y fiesta pdblica en que se imita un 

2 8 
combate a caballo." This image of the symmetrical 

quadrille going forth to do festive combat reinforces the 

basic action of this segment of the play. Further support 

is given this image in a conversation which immediately 

follows Santar^n's song. In reference to Duarte's dazzling 

gift, Jusepa and Polonia carry on the following dialogue; 

Dona Jusepa - jGallarda entrada de amante! 
Polonia - De juego de canas es, 
Dona Jusepa - iDadivoso portugu6s! 
Polonia - Ya sabes que van delante 

las ac^milas cargadas 
en toda justa o torneo: 
no tiene amor buen empleo 
si no envia adelantadas 
postas, que llaman perdidas ,,, 
Dcidivas, quiero decir (II, 1725-1731). 

27, Zamora Vicente, p. 14 6. 

28. DRAE, p. 1474. 
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The juego de canas is a form of jousting introduced by the 

Moors. Sometimes half of the participants would dress as 

Moors, and the other half as Christians; in this case the 

29 
fiesta was called "Moros y Cristianos." 

The image of ritualized battle between Moors and 

Christians suggests the conflict between cupido and its 

opponent libido. An earlier allusion in the second act 

anticipates this later development of combat imagery. The 

speaker is Polonia, and she refers to the coffer of jewels 

in this metaphor: "No es el area de Nog, / mas caballo que 

a cien Troyas / le puede hacer la mamona" (II, 1347-1349), 

Area de Nog is a pun on the two meanings of area: 

"ark" and "chest." Polonia's words suggest that the chest 

of jewels is not a symbol of containment like Noah's Ark; 

rather, it is an instrument of access more effective than 

the proverbial Trojan Horse in its ability to penetrate 

"enemy" territory. The mention of Noah's Ark with its pairs 

of animals has another function here; it serves to reinforce 

the symmetrical imagery associated with the infiltration 

de dos en dos of the casa-convento. 

The go-between for Fernando, Mari-Ramlrez, brings no 

gift of jewels to the torno; instead, she simply delivers a 

letter in which the suitor states his financial assets and 

proposes marriage to the greedy widow. The toquera is 

29, Zamora Vicente, p, 147. 
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allowed to enter the house without question because she is 

supposed to be a montanesa, that is, a woman from the 

northern province of Santander. The inherent nobility of 

the montangs was proverbial in seventeenth century Spain; 

in Miguel Herrero Garcia•s words: "Descender, . .., de la 

30 
montana era cosa muy seria, ... ." Bernarda tells Polonia 

to let the vendor enter, because she is deemed trustworthy, 

sight unseen; in her words: "Poco el cuidado recela / de una 

montanesa liana" (II, 1183-1184). The irony of this state

ment is made apparent in the subsequent dialogue. 

The first device used by Mari-Ramlrez, or "Maria de 

Orduna" as she calls herself, is flattery; as shamelessly 

as La Celestina, she asks how the young widow's husband had 

the audacity to die, leaving behind such a beautiful wife. 

Bernarda does not see this question for what it is. She 

gives a serious answer, then turns to her main interest, 

asking: "cQu£ tanto os quedo debiendo?" {II, 1381). The two 

women discuss money, preparing the way for the next phase 

of the "invasion." 

Mari-Ramlrez tells Bernarda that she is a poor but 

noble widow with three small children and many outstanding 

debts left by her late husband. She arouses pity with these 

self-effacing words: 

soy mujer, no s£ contar, 
paso por trampas y afrentas 

30. Herrero Garcia, p. 231. 
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por no verme en el poder 
de Poncio Pilato; digo, 
de un escribano enemigo (II, 1419-1423). 

The escrlbano or public scribe was a symbol of venality in 

literature of the Golden Age; Zamora Vicente writes: "Era 

31 
proverbial la venalidad de los oficiales de justicia." 

Since Bernarda possesses the same quality, it is ironic 

that Mari-Ramlrez, -who claims to be illiterate, asks her 

help in clarifying a certain bill. 

Naturally, Bernarda agrees to help. When she reads 

the cuentecilla and realizes she has been duped by "Maria de 

Orduna," her initial anger gives way to elation when she 

learns that Don Fernando is offering seis mil ducados de 

renta. The widow expresses her enthusiasm in these verses; 

jSeis mil ducados de renta! 
Mejor me sale la cuenta 
de lo que yo habla entendido. 

No minti6 la montanesa, 
cuentas a sumar me dio, 
que mi dicha averiguS, 
por lo que en ello interesa (II, 1507-1513). 

With the aid of the intermediaries, each of the 

suitors has made an effective appeal to his lady; Fernando 

by being straightforward about his wealth, and Duarte, 

32 
whose name means "guardian of the property," by appealing 

to the romanticism of the fifteen-year old Jusepa. He sends 

her a sonnet by Camoens because she is known to love the 

31. Zamora Vicente, p. 136, 

32, Gutierre Tib6n, p, 154. 
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Portuguese language, According to Polonia, Jusepa has read 

enough Portuguese literature to qualify her as a true 

portuguesa. 

The sonnet begins with these lines; 

Quem ve, senhora, claro e manifesto 
o lindo ser de vossos olhos belos, 
se naon cegara a vista s6 en ve-los, 
naon pagara o que deve a vosso gesto 

{II, 1766-1769). 

Zamora Vicente gives the original version from the Lirica de 

Camdes (Coimbra, 1932): 

Quem ve, Senhora, claro e manifesto 
o lindo ser de vossos olhos belos, 
se nao perder a vida s6 con ve-los 
se nao paga o que deve a vosso gesto. 

The difference between the two versions leads the 

editor to think that Tirso quoted from memory in the play. 

His first stanza may be translated thus: "He who sees the 

clear beauty of your lovely eyes, my lady, does not pay his 

debt to your grace if he is not blinded by the mere sight of 

them." The original strophe is more extreme; here the 

proper price to be paid for beholding the lady's devastating 

eyes is death itself. 

The closing tercet is virtually the same in both 

versions; Tirso's rendition is as follows: "Porque e tamana 

a bemaventuranqa / de darvos quanto tenho e quanto posso, / 

que quanto mais vos pago, mais vos devo" {II, 1777-1779). 

The translation is: "Because it is such good fortune to give 

33. Zamora Vicente, p. 150. 
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you all that I have and am able to give, the more I pay you, 

the greater is my debt." 

34 
The theme of Portuguese ardor lends strength to 

the side of love in the struggle between two forms of-

concupiscence. Furthermore, Duarte's sonnet serves as a 

complement to Fernando1s letter in that it contains 

metaphors of wealth used figuratively; Camoens1 use of the 

verbs pagar and dever contrasts with Fernando's specific 

mention of seis mil ducados de renta. Nevertheless, 

Duarte's sublime sonnet is accompanied by tangible proof of 

material wealth which serves to counterbalance its 

metaphorical representation, and in the last analysis we 

see that both young men offer love along with substantial 

riches. 

Until the end of Act II the success of the infiltra

tion of the house by the characters from the inn seems 

assured. The two suitors have enlisted the aid of the two 

intermediaries who have delivered their gifts and proposals 

of marriage. The two sisters have responded favorably to 

these messages, and appear to be inclined to accept the 

offers of their galanes regardless of Don G6mez, 

Bernarda's attitude changes abruptly in the final 

two scenes of Act II, because of misunderstanding and 

34. See Chapter 2, p. 54 for a brief discussion of 
this lugar comfin in seventeenth-century Spanish thought. 
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jealousy. As the torno has previously been the focal 

point for the actions leading up to integration of the two 

groups, it now becomes the center of temporary disintegra*-

tion. Enraged by what she mistakenly assumes to be 

Fernando's deceit, Bernarda confronts the entire group 

from the inn assembled at the torno and demands explanations 

for their presence. Each one invents an excuse, and 

Bernarda literally slams the door in their faces. The 

audience is left to anticipate the order which will emerge 

from this chaos in the final act, whose dominant symbol 

will be the s6tano, which appears to be a deus ex machinay 

however, as Halkhoree demonstrates, the basement has an 

important symbolic function which is in harmony with the 

3 5 
structure and symbolism of the play as a whole. 

Act III: The S6tano as Unifying Symbol 

The beginning of the final act is similar to that of 

Act II. Once again Bernarda scolds Jusepa, this time making 

sarcastic reference to the house as a "convent," and the 

suitors as falsos devotos. When Jusepa asks: "dQuS culpas 

ha11as en mi?" (Ill, 2148), the widow gives this acerbic 

reply: 

En tl, ni por pensamiento; 
que eres un alma de Dios, 
y esta casa es un convento 
que los trae de dos en dos, 
si no son de ciento en ciento (III, 2149-2153). 

35. Halkhoree, p. 374. 
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In regard to the expression de dos en dos, 

Covarrubias writes: "En las religiones hay esta buena orden, 

de salir los frailes de dos en dos, a imitaci6n de los 

ap6stoles, a quien Nuestro Redentor enviaba a predicar 
•5 C 

... ." The image of a symmetrical procession of friars 

entering the "convent" reminds us of the quadrille of 

torneadores in Act II; these two metaphors serve to 

reinforce the overall structure of binary symmetry upon 

which the play is based. In addition, they exemplify what 

Halkhoree terms the erotic-religious system of imagery of 

Por el s6tano. 

If the house is a pseudo-convent then the suitors 

37 
are galanes de monjas, as Halkhoree notes. Bernarda's 

resistance to them grows out of her devotion to her own 

religion, the worship of the golden calf. In a soliloquy 

she confesses that, although she is torn between avarice 

and love, greed is still stronger within her. For this 

reason, she rationalizes the marriage of her sister to Don 

G6mez; for it is the only way in which she can obtain the 

coveted dowry promised by the aged perulero. 

Immediately following Bernarda's soliloquy, the 

balance between the two conflicting passions shifts in 

favor of afici6n. This change is brought about because 

36. Covarrubias, p. 

37, Halkhoree, p. 3 81, 
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Santillana appears and reports that Fernando is entertaining 

a lady in the inn. His role in this scene is similar to 

that of Mari-Ramlrez in the guise of a toquera. As she 

knew how to manipulate the widow, so does the aged servant 

who, ironically, is also a montanSs. Santillana arouses 

Bernarda's jealousy by describing Fernando's behavior as 

extremely amorous. As for the lady, the servant describes 

her clothing in exquisite detail, and Tirso takes this 

opportunity to satirize the excessive love of finery of the 

women of Madrid, In reference to a sumptuary decree which 

forbade the use of puntas or point lace, he has Santillana 

exclaim: 

iQutl! £Pensaba vuesarced 
que las puntas que han quitado 
les hacen falta? jBonitas 
son! Si en carnes anduvieran, 
de la misma carne hicieran 
guarniciSn las mujercitas (III, 2361-2366). 

Miss Kennedy translates the last three lines thus: "Why, if 

the government should take away every stitch of clothing, 

the little dears would find a way to fashion furbelows out 

3 8 
of their very flesh!" This barbed comment is a good 

example of Tirso's manner of integrating specific criticisms 

of contemporary society into his secular comedies. In 

addition, the mordant passage reveals the excessive love of 

material riches which Tirso satirizes throughout the play. 

38. Kennedy, "The Madrid of 1617-1625," p, 299. 
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Santillana's final stratagem is to hint that the 

lady is planning to spend the whole evening at the inn with 

Fernando. The servant explains that Dona Melchora feigned 

reluctance at first, but eventually consented: "Rehusaba 

primero; / pero al fin, al fin, 'no quiero, / y Schamelo en 

la capilla'" (III, 2384-2386). Zamora Vicente explains the 

last verse in these words: "De los que tienen empacho en 

recibir alguna cosa, aunque la deseen; y como los 

religiosos ... no deben tratar ni manosear el dinero, cuando 

no lo quieren tocar, presumen maliciosos que dicen entre 

39 
si: 'No quiero, no quiero, mas ech£dmelo en la capillar" 

(A capilla is a monk's cowl*) 

This bit of malicia serves two purposes: it moves 

Bernarda to action by provoking jealousy, and also 

anticipates her hypocritical behavior as a false beata. 

According to Covarrubias, a beata is a "mujer en h&bito 

religioso, que fuera de la comunidad, en su casa particular, 

profesa el celibato y vive con recogimiento, ocupSndose 

40 
en oraci6n y obras de caridad." Bernarda's sudden 

"conversion" is by no means religious; however, it does 

reflect a slight shift from cupido to libido at this point 

in the play. 

39. Zamora Vicente, p. 17 6. 

40. Covarrubias, p, 202, 
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Bernarda's missionary zeal grows out of the erotic-

religious imagery to which we have previously referred. 

Alluding to Bernarda's visit, which reverses the pattern of 

movement from the inn toward the house which has prevailed 

in Acts I and II, Halkhoree comments: "The substitution of 

religious for erotic terms is begun so cleverly and 

progresses so imperceptibly that at the climax of the play, 

we are agreeably surprised to discover that Bernarda is an 

immured 'nun' because of her cupidity. The entry of 

jealousy into her emotional struggle gives the advantage 

to love, 

This advantage does not become victory until the 

final scene. At the inn, Bernarda "preaches" and cries, 

while Fernando repeats his proposal of marriage. Bernarda 

is incapable of heeding her heart, partly out of a tenacious 

clinging to cupidity, and partly out of pride. After she 

leaves, having said she is not yet inclined toward re

marriage, Don Duarte astutely describes her tears as "... 

lSgrimas a dos haces / que apetecen lo que niegan" (III, 

2651-2652). A dos haces means "with double intention"; 

Covarrubias explains: "Cara con dos hazes: el que engana, 

42 
diciendo en presencia una cosa y en ausencia otra." This 

moment in the play represents the height of Bernarda's 

41, Halkhoree, p, 381, 

42, Covarrubias, p. 67 8. 
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self-frustration; she will be "saved" from her own defect by 

the discovery of the s6tano in the scene following her visit 

to the inn. 

The s6tano which links the two dominant structures 

of this play is not a deus ex machina, as we have stated 

earlier in this chapter. It is a logical extension of the 

structural symbology of the play, and its existence is not 

revealed until this very late stage of the action for good 

reason. One reason is Tirso's apparent fondness for holding 

his audience in suspense; the playwright does this effec

tively by making s6tano a key word in the title and then 

suspending any other reference to it until the most 

opportune moment. 

The other reason is simply that, from the point of 

view of plot development, its time has arrived, Bernarda 

is ensnared by her own obsession, as she reveals by leaving 

the house to make a novena. The sexual implication of this 

religious allusion is clearly stated by Jusepa in this 

passage: 

Estas novenas de hogano 
suelen volver intereses 
novenas de nueve meses 
cuando las hace el engano (III, 2827-2830), 

As for the other characters, Jusepa has reached sufficient 

maturity to choose her own destiny, and the suitors and 

intermediaries are motivated to act with determination by 

the discovery of the s6tano. 
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The s6tano whose wall separates the convent-house 

and the inn is discovered by Santar^n and Polonia. Their 

discovery brings to mind the myth of Pyramus and Thisbe, who 

communicated by speaking through a crack found in the base

ment wall between their houses. Unhappily, the young lovers 

were unable to break down the wall, which led to their 

escape and the tragic end described in Ovid's Meta

ls 43 morphoses. 

In Por el s6tano, the separating wall is broken 

through by the go-between, and the sexual union of the young 

lovers is anticipated through this act, for as Halkhoree 

44 
points out, the wall is a clear sexual symbol. However, 

since sexual union without marriage belongs to the realm of 

the "pagan" religion of Eros, the connection between the 

house and the inn will remain illicit until sacramental 

vindication is attained through marriage. In the meantime, 

the basement will be associated with licentiousness, 

The temporary association of the s6tano with the 

licentiousness of a "pagan" religion is reinforced by allu

sion to Polonia's condition as a member of an infidel sect. 

Throughout the play, Bernarda calls the slave perra, a 

common epithet used to refer to Moors in Renaissance and 

Golden Age Spain. And in the following passage, Santar^n 

43. Ovid, Metamorphoses, trans, Mary M, Innes 
(Baltimore: Penguin Books, 1964), pp. 95-98, 

44. Halkhoree, p, 382. 
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implores Polonia to grant him sexual favors which will 

result in "grandsons of Mohammed" who will be "pilgrims to 

Mecca": 

... Hermana perrenga, 
duSlete de Santar£n 
que en ti desde ayer desea 
dar dos nietos a Mahoma, 
que vayan despues a Meca (III, 2698-2702), 

In regard to the other go-between, Mari-Ramlrez, 

there is an allusion to heresy and the inquisitional 

punishment of alcahuetes. Referring to his communication 

of the discovery of the s6tano to his mother, SantarSn 

tells Don Duarte: 

Di parte a Mari-Ramirez, 
y como obispar desea 
si vaca Corozaln, 
y estS tu amor a su cuenta, 
baj6 al s6tano conmigo; (III, 2735-2739). 

Corozain is a play on coroza, the mitre placed on the heads 

4 5 
of those accused of heresy and condemned to Autos de Fe. 

Santar^n's ironic statement suggests that Mari-Ramirez fears 

punishment if her activities as a go-between are revealed; 

for her, the s6tano offers the only solution to the problem 

of uniting the young lovers in licit matrimony. 

Since marriage and the formation of a new society 

are the only means by which chaos can be made orderly 

within the cornedia structure, the s6tano is of utmost 

importance. For until the end, there is implicit danger of 

45. Zamora Vicente, p, 18 8. 
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disintegration instead of union, of licentiousness instead 

of freedom. Jusepa speaks for all the characters when she 

expresses her reluctance to descend to the s6tano: "Temo la 

desenvoltura / de una ocasi6n licenciosa" (III, 2899-2900). 

Santargn assures her, and the audience, that the descent is 

toward an honorable end: "No pretende mi amo cosa / si no es 

por mano de cura" (III, 2901-2902). 

The dramatic tension increases until Jusepa and 

Duarte are finally wed in the inn because they have been 

able to join each other por el s6tano. Once they are 

married, characters and audience can relax and laugh at the 

expense of the only character who has not yet been 

assimilated into the group. The scene in which Bernarda 

enters the posada and sees her sister dressed as a 

portuguesa provides this opportunity, and is perhaps the 

most amusing scene in the play. It is reminiscent of a 

similar scene in Plautus' Miles Gloriosus, which was surely 

a source of inspiration for Tirso in the comic exploitation 

of the device of the basement shared by two structures. 

Tirso acknowledges this theatrical precedent by referring 

to an Italian imitation of Plautus' play in the following 

exchange between Duarte and Fernando: 

Don Duarte - ... Don Fernando, 
cquS os parece? 

Don Fernando - La comedia 
que del Milite glorioso 
Plauto en Roma representa 

(III, 27 50-2754) , 
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In Miles Gloriosus, a girl is being held in 

imprisonment by a braggart warrior who carries her off from 

Athens to Ephesus. A servant of the girl's lover is 

captured and presented to the same soldier, and writes' his 

master to come to Ephesus. He does so, arriving at the 

house of his father's friend which is next door to the home 

of the braggart warrior. The servant opens up the wall 

separating the basements of the two houses so that the 

lovers may meet. When the girl's guard sees her, the lover 

and his servant conspire to convince the soldier that the 

girl is not who she appears to be, but is the twin sister 

of the kidnapped courtesan. 

In Tirso's play, all conspire to convince Bernarda 

that Jusepa is a Portuguese countess, la condesa de Ficallo. 

Jusepa speaks only Portuguese and acts offended at the 

effrontery of her usurping sister, to the amusement of the 

other characters and the audience; the following passage 

provides an example of Jusepa's effective trickery: 

<i,Qu§ § isto? iVindes, senhora, 
douda? Naon vindes en vos, 

Don Duarte, dquS mulher 
£ ista? Deve de ser 
vossa obrigagaon (III, 3006-3010). 

There is a similar scene in the Plautine comedy, in 

which the courtesan pretends to be her own twin sister with 

such conviction that the usurping character is thoroughly 

duped. In Tirso's work, the deceit is brought to a 

delightful culmination when Jusepa uses the s6tano once 
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again to return to the house (for the last time) so that she 

may be found sewing and singing when the irate Bernarda 

rushes in to verify her presence there. This "aberration of 

4 6 
the senses," to use Andri NouguS's term, is what finally 

breaks down Bernarda's resistance and leads her to accept 

Fernando's marriage proposal just before Don G6mez arrives 

to claim his bride. The audience is left with a sense, of 

"all's well that ends well," along with Tirso's admonition 

that the play is to be taken as entertainment, nothing more. 

The Function of the Closing Formula of 
Por el S6tano y el Torno 

Esto sirva 
de entretener solamente; 
no por que haya estas malicias, 
que Por el s6tano y el torno, 
Tirso escribe, mas no afirma (III, 3265-3268). 

The final speech of Por el s6tano, delivered by Don 

Fernando, seems to be ingenuous and artless, but is in fact 

an ingenious artistic and moral defense based on the use of 

ambiguity and irony, In the first section of this chapter 

we have noted various meanings of the verb entretener 

(p. 62). Tirso's use of this verb in the closing speech of 

the play represents an effort to entertain and amuse the 

members of his audience while engaging their minds in the 

consideration of the "world upside down" which is 

46. Andr6 NouguS, "Le theme de 1'aberration des 
sens dans le theatre de Tirso de Molina: une source 
possible," Bulletin Hispanique 58, 1 (1956), pp. 23-35, 
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satirically portrayed in Por el s6tano. The portrayal of 

this world, in which the material predominates over the 

spiritual, provides an entertaining lesson al buen 

entendedor. 

The lines of the closing speech have two possible 

interpretations. The first is "Let this serve only as 

entertainment, and not because such vices may or may not 

exist. Tirso writes, but does not verify." Halkhoree 

suggests that this may be an ironic reference to a real-

life occurrence which was publicized shortly before the 

publication of Por el s6tano in 1635, This scandalous event 

is described in one of the Cartas de Jesuitas of Andr§s 

Mendo, dated February 4, 1634 and included in the Memorial 

hist6rico espanol 13 (1861), p. 15: "... en el convento de 

Santa Ana estaban dos senoras seglares y un coadjutor -del 

arcediano de Alba de esta iglesia y un colegial del 

arzobispo don Jos6 Pantoja ... ; hicieron un agujero por 

una casa pegada al convento, y entraban los dos o salian 

47 ellas, durando algun tiempo este trato." 

Halkhoree hypothesizes that Tirso may have known of 

this case and updated his ending shortly before the publica

tion of the play. Whether or not this is so, the Mercedarian 

was surely aware of similarly licentious behavior in the 

court of Phillip IV, for, as Gregorio Maran6n has written, 

47. Halkhoree, p. 385. 
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"Esta licencia sexual era sobremanera escandalosa en las 

clases altas de la corte a partir del rey, donjuSn tipico 

hasta su extrema vejez."^ 

The donjuanismo of the King involved women of all 

categories and conditions, including the cloistered. For 

example, MaranSn describes a royal adventure with a nun of 

the convent of San PIScido in this passage: 

Vivla, en efecto, el protonotario en unas 
casas que se habia hecho construir en la calle 
de la Madera, pegadas al convento, y le fue 
fcicil abrir una comunicaciSn, que daba a la 
bfiveda donde guardaban el carbon las 
religiosas, dentro ya de la clausura. Por 
esta via sacrllega se proyect6 el asalto a 
la monjita.49 

In the light of this and other such examples, the ironic 

intent of Tirso's closing speech is undeniable. 

A second interpretation of the closing formula 

relates to Tirso's concept of the craft of the dramatic 

poet as revealed in his defense of the cornedia, discussed 

in Chapter 2, Don Fernando's speech brings to mind the 

playwright's protest against historical verisimilitude in 
i 

. . i 

Los Cigarrales de Toledo; poetic license is not to be 

abused or allowed to become licentiousness, but neither must 

it be constricted to fit the limitations of historical 

recollection. Actual events serve as a point of departure, 

48, Gregorio Marafi6n, El Conde-Duque de Olivares 
(Madrid; Espasa»-Calpe, 1936), p. 215. 

49. Ibid,, p. 207, 
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nothing more. Furthermore, the playwright implies that he 

is not to blame if Nature copies Art; Nature can imitate 

Art, and Art can also imitate Art, as Tirso suggests in his 

allusion to the Italian imitation of Plautus' Miles 

Gloriosus. 

In "Misere de l'homme" (Penstaes) , Pascal warns that 

comedy is the most dangerous of divertissements because it 

so easily touches innocent souls who are susceptible to its 

50 
illusions. The final speech of Por el s6tano y el torno 

seems to offer assurance that the play is "only" entertain

ment, if there are those who wish to see it as such. At the 

same time, the dramatist implicitly defends his artistic 

license in the face of possible censure by ignorant or 

jealous critics who might construe the play to be a bad 

example for its audience. 

Like the comedia itself, Tirso's closing formula 

offers something for everyone capable of understanding its 

paradoxical message, Por el s6tano y el torno is an 

entertaining and engaging play, ingeniously structured and 

developed, At the same time, it is a mordant satirization 

of the corruption of moral values in seventeenth-century 

Spain, 

50. Blaise Pascal, "Misere de l'homme" Pens^es, 
Oeuvres completes de Pascal (Paris: Editions Gallimard, 
1954), p. 1145. 



CHAPTER 4 

THE ART OP ENREDO IN DON GIL DE LAS CALZAS VERDES; 
A STUDY OF THE PROTAGONIST AS MYTH-MAKER 

Among Siglo de Oro comedies, Don Gil de las calzas 

verdes, written in 1615,^ has long been celebrated for its 

intricate plot, which one critic, Gerald E. Wade, has 

described as being perhaps the most complex in all of Golden 

2 Age theatre. A summary of the argument serves to support 

this opinion: 

Dona Juana, a poor but noble woman, has been 

abandoned by her fianc£ Don Martin who has gone to Madrid to 

marry the wealthy Dona In6s. Juana disguises herself as a 

man dressed in green from head to toe and sets out from 

Valladolid to follow her faithless lover and disrupt his 

plans. She calls herself "Don Gil" because Martin is using 

the pseudonym "Don Gil de Albornoz" in hopes of avoiding 

reprisal from Juana's family. 

In Madrid, Juana presents herself to her rival 

before Don Martin does. Both In£s and her cousin Clara are 

entranced with the delicacy and refinement of "Don Gil de 

1. Gerald E. Wade, "Notes on Two of Tirso's Plays," 
Bulletin of the Comediantes 12, 2 (Fall, 1960), p. 3. 

2. Gerald E. Wade, "On Tirso's Don Gil," Modern 
Language Notes 74 (1959), p, 610, 
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las calzas verdes," and when the "real" Don Gil (Martin) 

arrives, he is considered coarse and undesirable in com

parison with Juana*-Gil. In€s declares her love for "Don 

Gilito de esmeraldas,11 and Act I ends with Martin's decision 

to wear only green since In§s is enchanted with that color. 

In the second act Juana assumes a second role. As 

"Dofia Elvira" she rents the house adjacent to In§s' and 

befriends her rival, who is drawn to "Elvira" because she so 

strongly resembles "Don Gil." Juana tells a story in which 

truth and falsehood are carefully woven together in order to 

gain Infls* sympathy for "Don Gil" and her scorn for Martin, 

who is called "Miguel de Ribera" in the story. This device 

is successful, and Juana gains a second victory because of 

her powers of invention. 

Martin unwittingly aids Juana's plan by losing the 

bank draft and letters of introduction for "Don Gil de 

Albornoz" which his father has sent from Valladolid. When 

Martin learns that "Don Gil" has collected his money, he 

feels that he is being pursued by a diabolic force, and he 

ends Act II cursing the elusive "Don Gil de las calzas 

verdes," Martin no longer believes Juana to be "Don Gil" 

because she has previously sent her servant Quintana to tell 

him that she is pregnant and living in a convent. 

At the beginning of Act III Quintana tells Martin 

that Juana has died following a miscarriage, and the errant 

lover believes that he is being pursued by her ghost. 
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Meanwhile, Juana continues to complicate matters. She 

creates dissension between the cousins by feigning love for 

Clara in the presence of In§s. Then, to calm Ines, she 

claims to be Elvira in disguise in order to test her 

suspicion that In§s loves "Don Miguel." She puts on a dress 

and the horrified gracioso, Caramanchel, suspects his 

"master" of perversion. Unperturbed, Juana assures In£s 

that "Don Gil" will come courting that evening, and that she 

will have the opportunity to see Gil and Elvira together. 

The enredo engineered by Juana culminates in the 

subsequent' scenes. Four "Don Giles" dressed in green appear 

beneath Inis' balcony. The first is Don Juan, In§s' jealous 

suitor. Next comes Martin, who believes the first Don Gil 

to be Juana's ghost. Clara then appears in masculine 

disguise and Caramanchel observes that the heavens are 

"raining Don Giles." Finally the "authentic" "Don Gil de las 

calzas verdes"appears and fights with Don Juan. The gilada 

disbands, and Martin delivers a soliloquy based on the 

proverb "Que nunca falta un Gil que me persiga." 

Martin is on the verge of being arrested for three 

offenses he has not committed, when Juana steps forth to end 

the confusion. Martin asks forgiveness of Juana and her 

father, who has just arrived from Valladolid believing his 

daughter to have been murdered by Martin. The young people 

are all paired off. Before their weddings are celebrated, 

however, Caramanchel arrives dressed to frighten off the 
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demons, only to learn that "Don Gil" was a woman all along. 

His response to this revelation is "Eso bastaba / Para 

3 
enredar treinta mundos" {III, 3405-3406). 

The comment of the gracioso is anticipated by'a 

question asked by the servant Quintana in Act II: "iCuSndo 

las mujeres no supistes enredar?" (II, 960-961). Both lines 

express a common view of women as experts in imbroglio, 

which was one of the favored mysoginistic truisms of 

4 
Tirso's day. In Don Gil de las calzas verdes the play

wright has used this clich§ as a point of departure for a 

work in which enredo and the creation of myth are inex

tricably linked together in an artistic process intended 

to serve a utilitarian end. This is simply to say that the 

protagonist invents a fabulous character and a series of 

stories designed to mystify her public for the time 

necessary to win back her lover. Once this purpose is 

achieved, the illusion is broken; however, its power 

remains, for it has transformed the lives of the characters 

in an irreversible manner. In this way, enredo has become 

art, and the mischief-making protagonist has become an 

3. Quotations are from Fray Gabriel T§llez (Tirso 
de Molina), "Don Gil de las calzas verdes," Qbras dram5ticas 
completas I, ed. Blanca de los Rios (Madrid: Aguilar, 1946), 
pp. 1603-1653. 

4, For an enumeration of stereotyped ideas concern
ing women in the comedia see Barbara Matulka, "The Feminist 
Theme in the Drama of the Siglo de Oro," Romanic Review 26, 
1 (1935), pp. 226-227. 
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artist risen from humble beginnings to become a maker of 

myth. 

In this chapter we shall examine the various ways 

in which the playwright has exploited different aspects of 

enredo in the creation and development of the mythical title 

character. These aspects of enredo are defined by 

Covarrubias in this manner: 

Enredar, meter en la red, y por metSfora poner 
cizana entre unos y otros, revolviSndolos. 
Enredar cuentos y mentiras, trabar muchas cosas, 
unas con otras. Enredaderas, mujeres que van y 
vienen con cuentos y con chismes. Enredarse, 
revolverse y entremeterse con persona que despu§s 
no pueda desasirse della. Enredo, la mentira o 
patrana bien compuesta donde diversas personas 
vienen a estar en trabajo.-* 

The Title and Its Relation to the Myth of Don Gil 

"Gil" is a well-known name in traditional Spanish 

poetry and proverb. In seventeenth century literature it is 

associated with lo rtgstico, as Covarrubias notes: "Este 

nombre en la lengua castellana es muy apropiado a los 

g 
zagales y pastores en la poesla ... ." For this reason, 

when In£s learns the name of her suitor in Act I she replies: 

"cMarido de villancico? / jGill jJesus! No me lo nombres: 

ponle un cayado y pellico" (.1, 752-755), Later in the first 

act, she notes the incongruity of the title Don Gil; 

5. Covarrubias, p. 521. 

6. Ibid,, p. 639, 
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<*Qui£n crey6 
que un don fuera guarnicifin 
de un Gil, que siendo zagal 
anda rompiendo sayal 
de villancico en canci6n? (I, 871-875) 

The "Gil" of song and poetry, like Juana's "Gi'l," is 

an invention of the poetic imagination and exists only in 

the minds of his audience. He usually has no last name; 

neither does Juana's creation, who is "Don Gil no mSs." 

The Don here serves to prophesy the progressive rise in 

status which will come about through Juana's self-assertion 

as an artist; because she is confident of her ultimate 

success, the other characters quickly accept the unlikely 

name after their initial reaction of disbelief. 
4 

The "Gil" of proverb appears in a refrain whose 

origin and meaning are also explained by Covarrubias: "QuedfJ 

en proverbio un verso castellano de un soneto: 'Que nunca 

falta un Gil que nos persiga,' dando a entender que aunque 

desista un imulo, no falta otro que se sustituya en su 

7 lugar." An gmulo is a rival or competitor; according to 

this interpretation, the sense of the proverb is that one is 

never free from having to contend with opposing forces which 

keep appearing in one form or another. This is certainly 

true of Don Martin, for even though he changes his name and 

flees Valladolid, he is never free from Juana, As "Don Gil" 

she becomes his rival for the affections of InSs and is 

7, Ibid. 
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successful in capturing the young girl's heart. She also 

captures the imagination of Martin himself, who becomes 

convinced that he is being pursued by Juana's tormented 

spirit. In this manner she competes with Martin for control 

over his own mind and thereby becomes his rival in a dual 

sense. In fact, the rivalry is threefold, if we consider 

that Juana herself creates "Don Gil" and engineers the 

psychological control which her "ghost" comes to exercise 

over Martin's will. 

In order to compete from a position of humility it 

is often necessary to disrupt or impede the actions of the 

rival. Early in Act I, Juana reveals her intention to do 

this when she says to Quintana; 

Yo, pues, que he de ser estorbo 
De su ciego frenesl, 
A vista tengo de andar 
De mi ingrato Don Martin 
Malogrando cuanto hiciere; (I, 231-235) 

This prophetic statement reminds us once again of the Gil 

proverb. Both the "Gil" of the folk saying and Juana's 

"Don Gil" are creations of the imagination and representa

tions of the multiple kinds of opposition and obstacles to 

which our well-laid plans are subject. 

Underlying the symbolic meaning of "Gil" as 

disturber is the deeper meaning of Gil the pursuer or seeker, 

whose disruptive tactics are at the service of a larger 

quest. Perseguir can mean "to persecute, harrass or 

importune," but it also means "to pursue, seek after, aim 
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at" some higher goal. In between these extremes is the 

0 
connotation of pursuit as hunt or chase. Juana passes 

through these three levels of development in Don Gil, 

beginning with the pursuit of a higher state and working 

through the lower forms of pursuit to attain that goal by 

the play's end. In this sense her "Don Gil" embodies the 

various meanings implicit in the proverb. 

There is yet another interpretation of the folk 

saying which is of interest because it is given an ironic 

twist in Tirso's work. In Vida de Marcos de Obreg6n, 

Vicente Espinel gives the following explanation of the use 

of the name Gil in the proverb: "Nunca son perseguidores 

sino hombres bajos como Gil Manzano, Gil P^rez. Ni para 

verdugos y c6mitres buscan sino hombres infames y bajos ... 

inclinados a perseguir a la gente que ven levantarse en 

9 
actos de virtud ... ." According to this interpretation, 

a "Gil" is an infamous persecutor of virtuous victims. In 

connection with Juana and Martin, this is an amusing idea, 

for Juana's pursuit of Martin does not represent baseness 

chasing after virtue, but rather ingenuity pursuing 

infidelity, 

The motive of Juana*s pursuit is her desire for 

union with Martin. As a symbol of this desire she wears 

8. Vox Modern College Spanish and English Dictionary 
(New York; Charles Scribners Sons, 1972), p. 1241 TVox]. 

9. Vicente Espinel, Vida de Marcos de Obreg6n 
(Madrid: La Lectura, 1922), p. 258. 
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green from head to foot. Verde from Latin viridis is, of 

course, the color of nature in its full vigor. In 

Covarrubias' words, verde "... es epiteto del prado y de la 

primavera.Because of its association with fertility and 

the renewal of the earth, verde has traditionally been 

associated with sexual desire in the Hispanic world. It has 

also been associated with the related idea of hope, which, 

as one writer has noted, "... early became intertwined 

with the libidinous connotations of green, and thus the 

color most often signified new or unattained, but hoped 

for, love. 

Juana wears green in order to dramatize her desire 

and her hopes for regaining the lover who has abandoned her; 

in this respect, the green attire serves as her banner in 

the chase she has undertaken, and only she understands its 

meaning: she will wear green until she fulfills her hope of 

union with Martin. In order to do this, the protagonist 

must defeat her rival, and Juana1s green attire serves to 

attract In6s away from Martin and toward "Don Gil" by 

sending its implicit message of concupiscence to the young 

and ingenious rival. 

10. Covarrubias, p. 1001. 

11. Vernon A. Chamberlin, "Symbolic Green: A Time-
Honored Characterizing Device in Spanish Literature," 
Hispania 51, 1 (1968), p. 29. 
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In6s responds to the green costume as Juana wishes. 

She becomes entranced with Don Gil's stockings and gives 

him the name of "Don Gil de las calzas verdes," causing the 

gracioso to call the calzas "Casa de solar" or ancestral 

home (III, 2717). In§s also describes the stockings as 

"unas calzas todas verdes, / que cielos son y no calzas" 

(I, 929-930), and Caramanchel confirms her fascination with 

the celebrated tights by referring to In§s as "la damaza de 

la huerta / por las verdes calzas muerta" (II/ 1704-1705). 

It is one of the many ironies of this play that In§s should 

be attracted by the physical splendors of another woman in 

masculine disguise whereas she is repelled by the obvious 

masculinity of Martin; for example, when she meets Martin 

for the first time she says: "£Don Gil tan lleno de barbas? / 

Es el Don Gil que yo adoro / un Gilito de esmeraldas" (I, 

916-918). 

For In£s, the green costume signifies narcissistic 

desire which can only lead to disillusionment. For Martin, 

it serves as a reminder of what he has lost because of the 

intrusion of "Don Gil"? the false "Giles" all wear green in 

hopes of emulating the success of "Don Gil de las calzas 

verdes," but to no avail. Only Juana is able to benefit 

from her use of green, because, as a skilled artist, she 

knows how to utilize symbolic color to best suit her 

purposes, Juana1s wearing of calzas y vestido todo verdes 

is designed to transform her into "Don Gil," the 
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unattainable embodiment of the desires of the other 

principal characters. As this mythical personage, elusive 

and unearthly, she is a powerful force capable of trans

forming others in order to achieve her goal, while she 

herself remains in control. In this sense, "Don Gil de las 

calzas verdes" is the creation of a self-aware artist 

skilled in the crafting of illusion. 

Act I; The Creation of Don Gil 

Don Gil de las calzas verdes begins with a lengthy 

narrative passage in which Juana recounts the details of 

her seduction and betrayal by Martin. She also describes 

how her misfortune strengthened her determination to fight 

back and to triumph, in this speech to her servant: 

Saqu§ fuerzas de flaqueza, 
dej§ el temor femenil, 
di6me aliento el agravio 
y de la industria adquiri 
la determinaci6n cuerda; 
porque pocas veces vi 
no veneer la diligencia 
cualquier fortuna infeliz (X, 211^218), 

Juana's declaration shows her to be courageous, 

resourceful, and persevering, and her determination to 

avenge herself without the aid of her father indicates her 

independent nature. She is a totally self-reliant character 

and, like all humbly-born artists, she will rely most 

heavily on her own ingenuity and daring to achieve her 

desired end. Furthermore, she will transcend the usual 
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limitations of her sex during the process of creating hex-

artful illusions. 

This transcendence evolves through three phases 

which are briefly introduced in Act I by the gracioso' 

Caramanchel, who perceives "Don Gil" as a eunuch; an 

hermaphrodite; and a spirit or demon, in that order, when 

Juana first offers employment to the lackey, he replies: 

Ninguno ha habido, 
de los amos que he tenido, 
Ni poeta, ni cap6n; 
ParecSisme lo postrero; {I, 513-516) 

And when Juana gives her name as "Don Gil no m£sf" the 

gracioso observes: 

Cap6n sois hasta en el nombre; 
Pues si en ello se repara, 
Las barbas son en la cara 
Lo mismo que el sobrenombre, (I, 532-535) 

The image of the eunuch has several functions within 

the play. The most obvious is its comic value; the 

audience, sharing Juana's secret, is certain to laugh at 

Caramanchel's frequent allusions to Juana-Gil's effeminacy. 

The perception of the gracioso also serves to contrast with 

that of the other characters; for instance, whereas 

Caramanchel sees "Don Gil" as an abnormal man, In£s sees 

Juana's mystical character as a delicate, refined reflection 

of her own qualities and falls in love with "Don Gilito." 

Martin suspects the truth at first, believing "Don Gil" to 

be Juana in disguise. However, Juana succeeds in convincing 
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Martin that his rival is the restless soul of the abandoned 

lover. 

The eunuch symbolizes Juana's loss of power and her 

sexual isolation because of Martin's abandonment before the 

beginning of the play. This is only a temporary state, 

however, and an ironic twist will be given to the idea of 

the eunuch as a harmless man when Juana causes Dona In£s to 

become enamored of "Don Gil"; for whereas real eunuchs were 

used in palaces of kings and lords because they posed no 

threat among the women, "Don Gil" is a real threat to 

Martin's plan to marry Dona In€s. The unreal has greater 

psychological power than the real, as we see many times in 

this play. 

After initially describing his master as a cap6n, 

Caramanchel calls "Don Gil" mi amo hermafrodita., and adds to 

this the following opinion: 

... ivive Dies'., que pienso 
Que es algfin familiar, que en traje de hombre 
Ha venido a sacarme de juicio, 
Y en siSndolo, doy cuenta al Santo Oficio (I, 782-785) 

The view of Juana as hermaphrodite represents a progression 

to a higher state and foreshadows her triumph as an artist. 

In an androgynous being the characteristics of both sexes 

12 
are either really or apparently combined; Juana is 

androgynous both in appearance and in reality; she is a 

beautiful woman disfrazada de var6n, but beneath this 

12. The New Webster Encyclopedic Dictionary of the 
English Language (Chicago: Consolidated Book Publishers, 
19/1} , p"! 400 {Webster ] , 
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surface androgyny she possesses the qualities of assertive-

ness and daring which are generally associated with 

masculinity. Thus she is greater than the other characters, 

for she represents a combination of the strongest 

attributes of both sexes, Juana's hermaphroditic quality 

sets her apart and empowers her to act in a creative 

manner. Furthermore, it serves as a foreshadowing of the 

union which Juana seeks to attain through marriage to 

Martin. 

Familiar is a familiar spirit or demon which is 

supposed to be at the constant command of some person, that 

is, "Demonio que se supone tener trato con una persona, y 

13 
acompanarla y servirla." Juana's "demon" is her 

ingenuity and also her resourcefulness. She personifies 

these qualities, as well as elusiveness, and that is why 

the gracioso calls her familiar. Caramanchel fears the 

power of Juana's "demon" or creative spirit, and for that 

reason he invokes the Inquisition with its license to 

censor and control. 

Juana the dramatic artist is aware of the limits of 

poetic license and she understands how to appear to be 

humble and eager to please her audience. When In§s 

expresses disbelief over "Don Gil's" name, Juana replies 

that she will become someone else if In§s so desires: 

13. PRAE, p. 722. 
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Si en serlo muestro 
cosa que no os este bien 
o que no gustSis, desde hoy 
me volverS a confirmar. 
Ya no me pienso llamar 
Don Gil; s61o aquello soy 
que vos gust§is (I, 8 91-8 97). 

This false humility is designed to create the illusion of 

courtly devotion. Juana wishes to appear to give her 

audience what is desired, so that she may then move toward 

fulfillment of her purpose, which is to charm Dona In&s. 

This tactic serves to prepare the way for In§s' conquest, 

which is achieved through a danza in the huerta del Duque. 

Danza is a theatrical mode of dancing which has 

several possible forms: pantomime of comedy or tragedy; 

praise of ancient gods; or ritual battle; that is, it is a 

14 
symbolic representation of a significant event or entity, 

Juana1s dance, in which both In£s and Clara take part, is a 

cleverly subdued ritual of courtship led by "Don Gil"; for 

it is characteristic of the danza that it have a leader. As 

Covarrubias explains: ",.. va uno delante que es el que la 

danza, por el que maneja algdn negocio y lleva tras si los 

15 
votos de los dem&s, siendo la guia y cabeza de ellos." 

The danza is a metaphor for Juana's gain of control 

through artful means, and the time and place are carefully 

chosen to augment the effectiveness of the device. The 

14. Covarrubias, p. 44 2, 

15. Ibid. 
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moment is one of anticipation, for In£s has just learned 

that her suitor, "Don Gil," is soon to arrive. The place 

is the huerta del Duque, a lush garden in which green Nature 

is ordered and subdued; the setting is appropriate for 

Juana's symbolic dance of courtship, which is subtly con

trived to win Inis' heart. 

The dance is accompanied by a molinera or miller's 

song whose words provide an ironic contrast to the apparent 

gaiety of the occasion: 

Al molino del amor / Alegre la nina va 
A moler sus esperanzas; / Quiera Dios que vuelva 

en paz. 
En la rueda de los celos / El amor muele su pan, 
Que desmenuzan la harina, / Y la sacan candeal. 
Rios son sus pensamientos, / Que unos vienen y otros 

van, 
Y apenas lleg6 a su orilla, / Cuando ansi escuch6 

cantar: 
Borbollicos hacen las aguas, / Cuando ven a mi 

bien pasar; 
Cantan, brincan, bullen y corren / Entre conchas 
de coral; 

Y los pSjaros dejan sus nidos, / Y en las ramas 
del arraySn 

Vuelan, cruzan, saltan y pican / Torongil, murta 
y azahar. 

Los bueyes de las sospechas / El x l o  agotando van; 
Que donde ellos se confirman, / Pocas esperanzas hay: 
Y viendo que a falta de agua, / Parado el molino est5, 
Desta suerte le pregunta / La nina que empieza a amar: 

Molinico, dpor qu§ no mueles? — / Porque me beben 
el agua los bueyes. 

Vio al amor lleno de harina, / Moliendo la libertad 
De las almas que atorraenta, / Y ansl le cant6 al 

llegar: 
Molinero sois, amor, / Y sois moledor. — 
Si lo soy, apSrtese, / Que le enharinarg 

(I, 793-822). 

The miller's song deals with transformation. Moler 

means "Quebrantar un cuerpo, reducidndolo a menudisimas 
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partes o a polvo," while a molino is an "... artefacto con 

que, por un procedimiento cualquiera, se quebranta, machaca, 

lamina o estruja alguna cosa."1^ The mill is a machine/ or 

17 
"fSbrica grande e ingeniosa," which transforms raw 

material into something of greater substance. It is both 

destructive and creative, like the water which moves it, 

and is therefore potentially dangerous. That is why it is 

wished that the girl may return in peace from her visit to 

the mill; Quiera Dios que vuelva en paz. 

The dual potential of the mill for destruction and 

creation is reinforced by the image of the rueda de los 

celos which changes coarse flour into a finer variety. This 

provokes thought, which is interrupted by a song which 

describes the enchanting effect of love. The presence of 

the beloved causes Nature to respond joyfully; water 

sparkles and bubbles, and birds fly among sweet-smelling 

trees, pecking away at myrtle, orange blossoms and lemon 

18 
balm, all symbols of erotic love. In this idealized 

world, all is harmonious; love and Nature are attuned. 

This perfect image is abruptly broken by the 

introduction of suspicion or recelo, a word which relates 

etymologically to the celos of the beginning strophe. The 

16. DRAE, p. 1021, 

17. Covarrubias, p. 788. 

18. Ibid,, p. 148. 
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metaphor bueyes de las sospechas refers to the proverbial 

capacity of oxen for consuming huge amounts of water; in 

Covarrubias' words, "A1 que bebe mucha agua decimos que 

19 
bebe mSs que un buey." Suspicion, with its accompanying 

fear, distrust and misgiving, is an all-consuming force 

capable of halting the machinery of love. As the personi

fied mill explains, he is not functioning porque le beben 

el agua los bueyes. 

In the last eight lines of the song, love is viewed 

as a destructive force which deprives lovers of their 

freedom and torments their souls. The girl who is beginning 

to love perceives this and that is why she calls the miller 

both molinero and moledor. The two words may be taken as 

synonyms; however, moledor has the additional meaning of 

20 
".., persona que cansa o fatiga con su pesadez." Love is 

indifferent to the girl's words; nevertheless, he warns her 

to stay away if she does not want to be affected by his 

workings: apgrtese, que le enharinarg. 

The molinera describes the hopes, illusions and 

disillusionment of love, which is viewed as a machine 

capable of serving as an instrument of refinement or an 

instrument of torture; the lover must understand its dual 

nature in order to avoid harm. Juana is one of the 

19. Ibid., p. 240. 

20, DRAE, p. 1020. 
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tormented souls who has been transformed by love into an 

alma en pena and who seeks release from the purgatory in 

which she suffers. In order to gain this release she must 

herself use the machine of love. M5quina has a related 

verbal form maquinar which means "... fabricar uno en su 

21 
entendimiento trazas para hacer mal a otro." This is what 

Juana must do in order to transcend her own imprisonment. 

She will fully exploit the hopes, jealousy, suspicion and 

illusions of love in order to ensnare her adversaries and 

thus engineer her own release. She will do so by expanding 

the myth of "Don Gil de las calzas verdes" through the use 

of carefully wrought fictions and the invention of a new 

character, "Dona Elvira," in Act II. 

Act II: Don Gil, Dona Elvira and the 
Well-Crafted Fiction 

At the beginning of this act Juana is dressed as a 

woman. Her servant Quintana compares her to the legendary 

Pedro de Urdemalas, a name figuratively applied to any 

clever, picaresque character who is adept at making 

22 
mischief, that is, que urde malas artes. Urdir is a 

weaving term whose figurative meaning is to plot or con

trive; it is therefore closely connected to enredar. Juana 

gives a brief summary of the complications she has created 

21, Covarrubias, p. 788, 

22, Enciclopedia Universal Ilustrada 42 (Madrid: 
Espasa Calpe, 1920), p. 1271 IEUIJ, 
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up to this point, and the servant utters a warning: 

Senora mla, 
jojo a la vida, que anda 
En terrible tentaciSn! 
Procede con discreci6n, 
o perderSs la demanda {II, 9 9 5 - 9 9 9 )  

Juana is undisturbed by this warning and responds: 

"Yo me librar§ de todo" (II, 1000). The servant's words are 

a reminder that the artist must maintain her balance on the 

thin edge which lies between licitness and its opposite, and 

in many ways Juana is like a skilled tightrope walker. Much 

of the artfulness of Don Gil lies in the playwright's 

maintaining of tension between poetic license and indecency. 

More will be said in this regard toward the end of the 

chapter. 

Juana dresses as a woman in order to feign a new 

identity and further deceive In§s. She calls herself "Dona 

Elvira," a name which Covarrubias considers to mean "... 

23 
mujer valerosa y varonil, quasi virago." Ines will echo 

this definition in Act III when she will say of Juana/ 

Elvira: "iQu£ varonil/Mujer!" (III, 27 05-27 06), As Elvira, 

Juana is a mannish woman, while as "Don Gil" she is an 

effeminate man. In these two roles Juana is the 

hermaphrodite described by Caramanchel in Act I, and her 

power is doubled. In6s, whose name derives from the Latin 

word for "lamb" and so suggests innocence, is deceived by 

23. Covarrubias, p. 503, 
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both guises. Even though she notes the strong resemblance 

between "Don Gil" and "Dona Elvira," a resemblance which 

strengthens her sympathy for Elvira, she does not suspect 

that they are the same person at this point in the play's 

action. 

"Elvira" seeks to increase In6s' obsession with 

"Don Gil de las calzas verdes" through the fabrication of a 

labyrinthine story which reflects the intricacy of the play 

as a whole, as the following summary reveals: 

Dona Elvira is an orphan from Burgos, Since 

earliest childhood, she has loved Don Miguel de Ribera, who 

seduced and abandoned her after giving his promise of 

marriage, .Don Miguel fled to Valladolid to the home of his 

cousin, Don Gil de Albornoz. Don Gil had a friend named 

Martin de GuzmSn who had received a letter from a certain 

Don Pedro, In§s' father, offering his daughter's hand in 

marriage. Since Don Martin had already given his promise 

to a certain Dona Juana, he offered the marriage opportunity 

to Don Gil, who eagerly accepted. 

Don Gil told his cousin of his intention to marry 

the beautiful and wealthy In§s, and Don Miguel fell in love 

with her de oldas. He therefore stole Don Gil's letters of 

introduction, disguised himself, presented himself as "Don 

Gil de Albornoz" and asked for Inis' hand in marriage 

shortly after arriving in Madrid. 
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"Elvira" left Burgos in pursuit of her faithless 

lover. On the road to Madrid she met the "real" Don Gil,. 

Because the two unfortunate lovers were so similar in 

appearance as well as misfortune, Gil became enamored' of 

Elvira. She did not reciprocate, however, for she continued 

to love Don Miguel despite his betrayal. Her constancy led 

her to Madrid, where she rented the house next door to 

Tn§s' in order to follow Don Miguel's actions and witness 

the outcome of her misfortunes. 

"Elvira's" story is basically Juana's own experience. 

The truth' has been skillfully modified and rearranged for 

artistic and utilitarian purposes. Juana's purpose is to 

elicit a response of loathing for Don Martin (Don Miguel) 

and strong sympathy for both Gil and Elvira. For this 

reason, "Miguel" is portrayed not only as an avaricious 

opportunist, but as a disloyal friend and thief as well. 

Don Gil is rather a neutral figure in this story; he is 

simply presented as a victim of betrayal by his own kinsman. 

(This is true, of course, in regard to the real Gil; 

Juana? and Martin.) 

Juana seeks to arouse In§s' jealousy with her story 

of Gil and Elvira, and she is successful. In order that 

Elvira should appear to be a formidable rival, Juana 

paints a glowing picture, emphasizing her fidelity. Then 

she shows Elvira to be magnanimous by offering to forsake 

Don Gil if In§s will spurn "Don Miguel." The elaborate 
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fiction has the desired effect upon In£s, and Juana sums up 

her triumph over her rival in the following aside: 

Ya esta boba estS en la trampa. 
Ya soy hombre, ya mujer 
Ya Don Gil, ya Dona Elvira; 
Mas si amo, £qu§ no ser6? (II, 1404-1407). 

In these lines Juana fulfills the prophecy contained in 

Caramanchel's epithet mi amo hermafrodita; furthermore, 

she demonstrates the creative power of the androgyne, whose 

dual nature is at the service of love. Elvira and Gil are 

now incorporated into one myth, as Juana indicates in these 

words: 

Don Gil, a quien imit£ 
En el talle y en la cara, 
de suerte que hizo un pincel 
dos copias y originales 
prodigiosos esta vez (II, 1352-1356), 

Having successfully ensnared InEls as "Elvira" and as 

"Gil" Juana turns her attention to Martin, In order that he 

will cease to suspect her presence in Madrid, Juana sends 

Quintana to tell him that she is confined to a convent and 

is pregnant, As apparent proof of the truth of this tale 

she sends a letter and has Quintana confirm its contents 

verbally. Martin believes the falsehood and responds with 

one of his own: he claims to have left Valladolid suddenly 

on an urgent mission and says he will return that same week. 

He promises to write Juana in the meantime. After Quintana 

departs, Martin decides to return to Valladolid and marry 



126 

Juana. However, greedy self-interest soon arises, and 

Martin quickly reverses his decision. 

Juana's letter anticipates the arrival of a letter 

from Martin's father, accompanied by a bank draft to be paid 

to "Don Gil de Albornoz," and to be collected by someone 

other than Martin, since he is known to the banker, Martin 

loses the papers and Juana finds them; she considers this 

to be an excellent omen, and sends Quintana to collect the 

money. 

The irony of the papers being found by the person 

from whom Martin seeks to escape foreshadows the inverted 

poetic justice which is realized when In§s convinces Don 

Pedro that Martin is an imposter. In§s repeats "Elvira's" 

tale, to which her father responds with a warning: 

Advierte, In€s, que debe de burlarte, 
pues no puede ser falsa aquesta firma, 
ni a la Naturaleza engafia el arte {II, 1812-1814), 

This last line is the most ironic of the entire play, which 

is primarily about reality (Naturaleza) being repeatedly 

deceived by unreality (Art), Don Pedro will begr out the 

effectiveness of this deceit by quickly becoming convinced 

that "Don Gil" is a far better man than the fraudulent 

Martin; that is, Don Gil, the creation of Juana's imagina

tion, is made to seem more credible than the preexisting 

"real" man, and the myth is accepted as fact by both Pedro 

and In§s. Since Martin is not privy to the myth except 

indirectly, he is excluded from the circle of believers and 
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can only conceive of "Don Gil de las calzas verdes" as some 

persecuting demon; he expresses this vision in the lines 

which follow: 

Don Gil de las calzas verdes 
ha de quitarme el sentido. 
Ninguno me harS creer 
sino que se disfraz6, 
para obligarme a perder, 
algtin demonio, y me hurt6 
las cartas que al mercader 
ha dado (II, 2089-2095). 

Don Martin is not aware of his own collaboration in 

the creation of this demon, is not aware that his own 

defects have served to make him vulnerable. Nor can he know 

that his greed and lack of responsibility are the cause of 

the invention of an intricate pattern of carefully wrought 

fictions, which will ultimately ensnare him as they have 

already captured the imagination of Dona In§s and her 

father. Martin will be relentlessly pursued by the restless 

spirit of Juana, who will give him no peace until her 

grievance is avenged, Thus "Don Gil" will come to be 

conceived as an alma en pena in Act III. 

Act III; The "Spiritualization" of Don Gil 

I have called Juana a creator of myth because she 

invents a fabulous personage who becomes a hero to the minds 

of all who know of him; that is, he becomes a hero in the 

sense of principal character of the play which bears his 

symbolic name, "Don Gil de las calzas verdes" is an 

artistic hero, the central personage around whom a complex 
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network of stories and actions revolve. His progress may be 

traced in its upward movement through the three acts of the 

play. 

In Act I, Don Gil is born, full-grown and ready to 

perform his prodigious feats. A conventional hero performs 

hazanas or significant exploits. This comic hero creates 

mar arias or tangled webs of intrigue. In this first act, 

"Don Gil" appears as the mysterious stranger who is differ

ent in name, costume and behavior from other characters. 

He is elusive and delicate, and is suspected of being a 

spirit by the earthy gracioso. Furthermore, "Don Gil" seems 

to transcend the normal boundaries of sex; the gracioso sees 

him as a eunuch, then as an androgyne. This illusion of the 

mythical hero is the work of Dona Juana, a woman of 

ingenuity and industry. 

In the second act, "Don Gil" is little seen but much 

talked about by "Dona Elvira," who is the creation of Don 

Gil's inventor. Thus his fame is spread by someone who 

represents another aspect of himself; and his prestige grows 

in inverse proportion to the diminishing reputation of his 

adversary, "Don Gil" does little in this act, except to 

speak to Don Pedro about marrying Dofia In§s; also, he 

happens to find the papers intended for Don Martin. But his 

feats are limited in number and quite ordinary in fact. 

"Don Gil" has progressed from "earthly deeds" to fame. In 
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Act III he becomes "immortalized" after a brief but chaotic 

period as a soul in purgatory. 

The third act begins with a pseudo-serious account 

of Juana1s death through miscarriage. The crude details are 

apparently designed to shock Martin and arouse his guilt 

feelings. He is convinced that "Don Gil de las calzas 

verdes" is Juana's tormented soul, Quintana gleefully 

adds details to support this belief; for example, he says: 

Su padre, en traje de hombre, 
Todo de verde la vio 
Una noche, y que decia 
Que a perseguirte venia; (III, 2207-2210), 

and further on he adds: 

Pues no dudes de que es 
El alma de Dona Juana 
La que por Valladolid 
Causa temores y miedos, 
Y dispone los enredos 
Que te asombran en Madrid (III, 2232-2237), 

Juana herself confirms this image of "Don Gil" as tormented 

soul. When Quintana informs her that Martin is having 

masses read for her because he believes her to be a soul in 

Purgatory, she replies: "£pues no es ansi?" (Ill, 2387). 

Like a true restless spirit, Juana engages in several 

maranas in the third act. For example, she writes to her 

father saying that Don Martin has stabbed her; the purpose 

of this lie is to bring her father from Valladolid to settle 

accounts, Juana's intention is to pursue and persecute 

Martin until he gives in to her wishes. As she explains to 

Quintana: 
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... he de perseguir, si puedo, 
Quintana, a mi enganador 
con uno y con otro enredo, 
hasta que cure su amor 
con mi industria o con su miedo (III, 2421-2425). 

Juana also wishes to punish Dona In§s so that she 

will suffer from jealousy as Juana has. As "Don Gil" she 

writes a note to "Dona Elvira" intended to be intercepted by 

In£s. Also, she pays court to In§s' cousin Clara, even 

going so far as to offer her hand in promise of marriage. 

When Juana sees that this provokes In6s to fury, she 

invents another lie: she is really "Dona Elvira" testing 

her suspicion that InSs still loves "Don Miguel." The lie 

almost fails to convince. In§s comments: 

iQuS varonil 
mujerl Por mis que repara 
mi amor, dice que es Don Gil 
en la voz, presencia y cara (III, 2704-2707), 

And Caramanchel threatens to stop serving "Don Gil," saying: 

"No mSs amo hermafrodita, , ,," (III, 2809), However, Juana 

extricates herself by promising that Elvira and Gil will 

appear together soon, when the latter comes to court In§s, 

With this promise the stage is set for the parade of "Don 

Giles" who pass beneath her balcony. 

The night of the gilada is warm and conducive to 

love, In&s observes: "lQu6 extraordinario calor!," to 

which Juana-Elvira replies: "(Pica el tiempo y pica amor!" 

(Ill, 2858-2859), Don Juan arrives dressed in green and 

determined to do away with the two "Don Giles" who wish to 
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marry In£s, The latter believes Don Juan to be the real Don 

Gil. Then Don Martin arrives, dressed in green. There 

ensues a confused exchange between Martin and Don Juan, for 

the former believes the latter to be Juana's suffering 

spirit. This leads to amusing misunderstandings; for 

instance, Martin declares: 

Yo nunca saco el acero 
para ofender los difuntos, 
ni jamSs mi esfuerzo empleo 
con almas; que yo peleo 
con almas y cuerpos juntos (III, 2996-3000). 

To this Don Juan replies: "Eso es decir que estoy muerto / 

de asombro y miedo de vos" (III, 3001-3002). 

Martin addresses Juana's spirit and begs her to 

cease her importunate behavior. Juan considers this a poor 

ruse to avoid dueling, and Caramanchel laments that he 

serves an alma en pena. Juana cleverly plays on the idea 

of the soul in purgatory when, in leaving In§s' house, she 

will not wear a cape, refusing In§s" offer with these 

words: "que en cuerpo y sin alma voy" (III, 3071-3072). 

The next "Don Gil" to arrive is Clara. Because of 

her delicate voice and appearance, she is taken to be the 

real "Don Gil de las calzas verdes," Finally Juana herself 

appears, the "Giles" argue, Don Juan is wounded and the 

group disperses, Caramanchel concludes the scene with this 

resumS of the night's events: 

Lleno de Giles me voy 
Cuatro han rondado esta reja; 
pero el alma enamorada 
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que por suyo me alquilo, 
del Purgatorio sac6 
en su ayuda esta gilada, 
Ya la mariana serena 
amanece; sin sentido 
voy. jJestls, JesCis! I Que he sido 
lacayo de un alma en penal (III, 3186-3195). 

Caramanchel believes the gilada to be souls from Purgatory 

who have come to aid "Don Gil" and have returned with the 

coming of dawn, after a night of feverish courting. 

The profusion of "Don Giles" is designed to provoke 

laughter, and this scene represents the high point of comedy 

24 
in the play, as well as the culmination of confusion. One 

writer has called it ". . .a friendly joke, as it were, in 

25 
a play where seriousness is not at its highest tension." 

It is a joke tinged with irony; for, at night, the false 

Giles are not easily distinguished from the real. Todos los 

gatos son pardos de noche, as Juana suggests when she 

announces her arrival saying: "Yo soy / Don Gil, el verde o 

el pardo" (III, 3167-3168). 

Underlying the entertainment value of this ludicrous 

and ironic scene is the serious notion that ^rt attempts to 

imitate art, and that imitation enhances the value of the 

original. After Juana makes her appearance she struggles 

with Don Juan, who is wounded by Quintana. In£s vows to 

24. However, when one sees the four "Don Giles" on 
stage, there is no doubt as to who the real "Don Gil" is, 
according to Miss Ruth Lee Kennedy. Conversation in Tucson, 
Arizona, June, 1973. 

25. Templin, p. 270. 
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love the "real" Don Gil even more from that moment: "Bien 

vengada / de Don Juan, Don Gil me deja. / Querr£le mSs desde 

hoy" (III, 3183-3185). 

The power of "Don Gil" as spirit is also confirmed 

by Don Martin. After the "Giles" disperse, he goes to the 

prado de San Jer6nimo dressed in green, and delivers a 

soliloquy. In octavas reales, Martin questions his persecu~ 

tion by "Don Gil," and gives a synopsis of the acts of 

harrassment to which he has been s.ubjected. Each strophe 

ends with the Gil proverb, and the soliloquy ends with an 

expression of desperation and confusion: "Ya ni s6 ad6nde 

vaya, ni a quiin siga, / pues nunca falta un Gil que me 

persiga" (III, 3225-3226). The proverb has been fully 

exploited for its relationship to the theme of the play, and 

has been integrated into the dialog in a seemingly uncon-

trived manner. 

The final movement of Don Gil de las calzas verdes 

is characterized by the persecution and redemption of Martin, 

Because of Juana's machinations, Martin is simultaneously 

accused of murder; breach of promise; and assault, crimes 

of which he has no knowledge. On the brink of imprisonment 

he is saved by his persecutor, for Juana arrives and 

declares the truth. The ghost of Don Gil lingers on, 

however; in the penultimate scene, Caramanchel appears in 

an absurd costume designed to frighten off spirits; he is 

described as being "... lleno de candelillas, vestido de 
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estampas de santos, con un caldero al cuello y un hisopo, 

, (Ill, sc. 23). The gracioso attempts to exorcise the 

demon, but is interrupted by Juana, who breaks the spell by 

saying: 

Necio, que soy tu Don Gil; 
vivo estoy en cuerpo y alma, 
£No vcs que trato con todos 
y que ninguno se espanta? (Ill, 3399-3402). 

Finally, on learning that Don Gil is a woman, Caramanchel 

expresses the stereotyped view quoted earlier in this 

chapter (p. 106) : "Eso bastaba / para enredar treinta 

mundos." 

The Uniqueness of .Don Gil de las Calzas Verdes 

The topic of this play belongs to a long tradition 

in the cornedia; that of the "... lady who, abandoned by 

her lover, goes in search of him disguised as a man, and by 

ingenious machinations wins him back . . ,," to quote 

2 fi 
Barbara Matulka, The disfrazada de var6n was a popular 

convention in Golden Age theatre, for a variety of 

27 
reasons, and, according to Carmen Bravo-Villasante, Tirso 

28 
perfected the device, whose use varies considerably from 

play to play. For example, Serafina in El vergonzoso en 

palacio dresses as a man because she seeks knowledge. 

26. Matulka, p. 192, 

27. See M. Romera-Navarro, "Las disfrazadas de 
var6n en la comedia," Hispanic Review 2, 1 (January 1934), 
pp. 269—286. 

28. Bravo-Villasante, p. 107. 
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Similarly, Jer6nima in El amor medico is a scholar, but her 

motives are mixed: she pursues learning and love simul

taneously. Juana in Don Gil pursues love, but also becomes 

an artist, a creator of myth, in the process of her pursuit. 

Juana is an original character among disfrazadas de 

var6n because of the extent to which she is the controlling 

personage in the play. The title with its two constella

tions of symbolic meaning is the first indication of this. 

Juana i£ "Don Gil de las calzas verdes" and the action of 

the play is her invention. As we have stated previously, the 

heroine exemplifies all of the aspects of enredo (p, 107): 

her purpose is to ensnare Don Martin, which she does by 

creating dissension and confusion. The protagonist invents 

well-crafted stories involving several people, and spreads 

her stories, making them seem more real than the reality 

of the other characters' lives. Because of her skill in the 

art of enredo, Juana is able to achieve her aim, which is to 

bind Martin inextricably to her, Martin se enreda con 

Juana. That is, he finds himself involved con persona 

que despu^s no pueda desasirse della" as Covarrubias 

29 
writes, 

Juana embodies the motif of pursuit which underlies 

the action of Don Gil. Like the Gil of proverb, she is the 

rival who is ever present to disrupt the plans of an 

29, Covarrubias, p. 521. 
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adversary, to pursue him in some form or another, until she 

triumphs. Her pursuit is both a literal chase and a 

figurative quest to capture the imagination of those who 

would impede her progress. This quest is realized in'the 

form of art. Juana fabricates a mythical character who 

personifies the desires of her adversaries, and with this 

creation she controls the minds and hearts of the other 

characters. 

In her effort to win back her errant lover through 

artful means, Juana often pushes against the limits of 

licitud; however, there is always an apparent justification 

for her acts: In§s falls in love with "Don Gil" because she 

is naive and narcissistic, for example, If seen in this 

light, the situation does not seem scabreuse, to use the 

30 
term applied to it by a French critic, P. W. Bomli. 

However, it seems certain that Juana1s actions and fictions 

throughout the play are designed to keep the audience 

amazed and to appeal to their taste for potential disaster. 

It is almost as though the playwright has anticipated the 

celebrated dictum found in the prelude to Goethe's Faust, 

where the cynical Manager advises the idealistic Poet: 

I tell you, give but more—more, ever more, they ask; 
Thus shall you hit the mark of gain and glory. 

3 0. P. W. Bomli, La femme dans l'Espagne du siecle 
d' or (La Haye: Martius, 1950) , p*i 266. 
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Seek to confound your auditory! 
To satisfy them is a task.—31 

In Don Gil de las calzas verdes, Tirso de Molina 

confounds his audience and ensnares it through the invention 

and development of a protagonist who is an ingenious myth-

maker, improvisational actress and story teller. Dona Juana 

functions as a dramatic creator within the play, and serves 

to reveal Tirso's understanding of his craft with regard to 

the power of illusion and the potential of art for capturing 

the imagination and transforming the thoughts and sentiments 

of its public, Juana's achievement as dramatic creator is 

the playwright's own. In addition, the fact that this 

comedy is still performed and enjoyed in our century attests 

to the success of Tirso de Molina's understanding and 

practice of the art of enredo. 

31. Wolfgang Goethe, Faust, trans. Bayard Taylor 
(New York: Houghton Mifflin, 1912), p. 8. 



CHAPTER 5 

THE ART OF ORDER RESTORED IN EL AMOR MEDICO: A STUDY 
OP KNOWLEDGE AT THE SERVICE OF LOVE 

According to Miss Ruth Lee Kennedy, El amor medico 

1 
was written in 1925-26, The plot of this play, like that 

of Don Gil de las calzas verdes, revolves around the 

complicated actions of an ingenious young woman who plays 

several roles, both masculine and feminine, in order to win 

the affection of the man whom she desires. In certain 

scenes of El amor medico the machinations of the heroine, 

Dona Jer6nima, are reminiscent of those of Dona Juana in 

Don Gil. This similarity invites comparison of the two 

protagonists, and Serge Maurel has called Dona JerSnima a 

2 
worthy imitator ("digne §mule") of Dona Juana, Beyond this 

superficial resemblance, however, there is a fundamental 

difference between the remarkable heroines of the two plays. 

In the preceding essay we have shown that the 

protagonist of Don Gil de las calzas verdes serves to reveal 

the function of the playwright as creator of myth and 

illusion. Dona Juana exemplifies the self-made artist who 

1. Ruth Lee Kennedy, "The Dates of 'El amor medico1 

and 1Escarmientos para el cuerdo1 (Tirso's supposed trip to 
Portugal in 1619)," Reflexion 2, no. 1, vol. 1 (n.d.), 11-22. 

2. Maurel, p. 3 90. 

138 
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rises from humble beginnings to attain success through her 

bold exploitation of an intuitive sense of showmanship. By 

exercising her creative instinct, Dona Juana succeeds in 

manipulating her public into responding as she desires. 

The heroine of El amor midico is an intellectual 

whose knowledge and talents are used to educate her lover 

and to cure the metaphorical illnesses which exist within 

the microcosm of the play. This protagonist serves as 

translator, teacher, and healer. Her success as mediatrix 

in these roles attests to the importance of the function of 

the intellect as a bridge between the sensual, material 

world and a higher level of awareness and spiritual 

advancement. In the course of the play, JerCnima will 

prove the transcendent nature of ingenio which, as one 

character notes, surpasses all else: "todo el ingenio lo 

pasa" (.11/ 1961) . 

In the present study four major aspects of El amor 

medico are examined in an effort to cast further light upon 

Tirso's skill as a comedic craftsman. The topics are; the 

development of symbols of illness and health, ignorance and 

knowledge and discreci6n and necedad as poles which serve 

as structural base for the play; the development of the 

motif of symbolic vision and its relationship to knowledge 

and well-being; the exploitation of the concept of transla

tion in regard to the function of the protagonist as 

mediatrix; and the transcendence implicit in the dual or 
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androgynous nature of the protagonist. Finally, El amor 

medico will be considered as a secular comedy which deals 

with the problem of restoring order and well-being through 

the actions of a bold and modern female protagonist. 

The Plot of El Amor Medico 

The action unfolds in Seville (Act I) and Coimbra 

(Acts II and III) during the reign of the Catholic Monarchs. 

At the beginning of Act I, Dona Jer6nima complains to her 

servant Quiteria that Don Gaspar of Toledo, a guest of 

JerSnima's brother Don Gonzalo, has made no attempt to meet 

her during his month-long stay in Seville, The heroine has 

other complaints as well: she censures marriage as a form of 

bondage, and criticizes irresponsible authorities for 

allowing ignorant physicians to practice medicine without 

undergoing examination. Finally, Jerfinima expresses her 

inclination toward learning and her intention of becoming 

a physician in order to improve the profession. 

In the second scene of Act I, Don Gaspar tells his 

story to Don Gonzalo. The Toledan has had to flee to 

Seville after killing one man and wounding another because 

these envious rivals caused Gaspar to lose the affection of 

Dona Micaela de Ayala. Jer6nima learns of this by spying on 

Gaspar and reading his personal letters. She approaches him 

disguised as a dama tapada and scolds the fugitive for his 

lack of courtesy. Furthermore, Jer6nima hints that she is 
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a messenger from Dona Micaela. Gaspar is intrigued, but 

must interrupt the enigmatic conversation when he learns 

that his presence in Seville has become known to the King's 

emissaries. The Toledan leaves at once for Portugal, and 

Jer6nima is in despair. 

Act II takes place in Coimbra, where Gaspar is the 

guest of his uncle Don Inigo, the Spanish ambassador. 

Gaspar and Don Rodrigo, another guest, are both infatuated 

with Dona Estefanla, the daughter of Don Inigo; she, however, 

is in love with "Doctor Barbosa," who is Jer6nima in 

masculine'disguise, Jer6nima also plays the role of "Dona 

Marta de Barcelos," the sister of Barbosa. As "Dona Marta," 

Jer6nima pursues Gaspar, speaks to him in Portuguese, 

reveals her face and confesses her love. Gaspar becomes 

enamored of "Dona Marta" and promptly forgets Micaela, 

Estefania and the mysterious dama tapada of Seville. 

By the beginning of Act III, Jer6nima is enjoying 

professional success. She has won oposiciones or competi

tive examinations for a chair in medicine at the University. 

In addition, she has been named personal physician to the 

Queen. In the emotional realm, the heroine continues to 

devote her energies to the pursuit of love. As "Doctor 

Barbosa," Jer6nima encourages Rodrigo in his pursuit of 

Estefania and scolds Gaspar for his inconstancy. She 

further perplexes the Toledan by pretending to be a 

Castilian lady whom Gaspar has abandoned in Spain. 
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In a scene reminiscent of Don Gil de las calzas 

verdes, Jer6nima confuses Estefanla by alternately claiming 

to be "Doctor Barbosa" and "Dona Marta," She pretends to 

test the sincerity of Estefania's affection. Finally/ as 

Barbosa, Jer6nima proposes to Estefania, who accepts. Then 

in an aside, the protagonist also proposes to Don Gaspar, 

who considers the doctor insane until JerSnima explains that 

she is really "Dona Marta" in male dress, Gaspar also 

accepts Jerfinima's proposal. 

"Doctor Barbosa" persuades Estefanla to give her 

hand to Don Rodrigo as a joke. The burla de veras is 

interrupted by the entrance of Quiteria, who announces that 

Don Gonzalo has died in battle against the French, leaving 

Jer6nima to inherit his estate. The physician then reveals 

her true identity and claims Don Gaspar as her rightful 

husband. Estefania and Rodrigo are paired, as are the 

servants Quiteria and Tello. The play ends with these 

words from JerSnima: "Amor medico me hizo, / y el Amor 

medico es £ste: / si os agrada, decid ivltorl" (III, 

3648-3650), 

The Title of El Amor Medico 

El amor medico may be translated as "Love, the 

Physician" or perhaps "Healing Love." This title suggests 

the existence of a state of ill-being which may be cured by 

love, and this is in fact what happens in the course of the 
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play. This simple explanation is complicated, however, by 

the fact that the state of ill-being is also provoked by 

love; thus el amor of the title is at once cause and 

remedy. In addition, love educates as it heals those' who 

suffer for its sake. 

The dual capacity of love to cause sickness and 

effect a cure suggests the two kinds of love described by 

3 
Denis de Rougemont in Love in the Western World. In this 

classic study, Rougemont distinguishes between passionate or 

erotic love and agape or Christian love. Erotic love is 

described' as a condition caused by forces beyond human 

control. The primary example of this "lovesick" state is 

found in the legend of Tristan and Iseult, the hapless 

victims of the fatal philtre magigue which causes an 

irresistible passion. The result of this passion is 

4 
tragedy and death. 

Agapef according to Rougemont,, is not a condition 

but rather the result of a conscious act of the will. The 

lover makes a decision to love, and affirms this commitment 

through the sacrament of marriage. Agape thus becomes the 

"rescuer" of Eros, in the sense that it represents movement 

toward self-affirmation and life and away from 

3, Denis de Rougemont, Love in the Western World 
(New York: Doubleday, 1956). 

4. Ibid., "The Tristan Myth," pp. 1-47. 
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5 
self-destruction and death. By moving from the domain of 

Eros to that of agape, one ceases to be the powerless victim 

of overwhelming forces and thus is able to cure the state 

of imbalance and ill-being. 

In El amor medico, erotic love is "rescued" by 

agape, which represents a cure of the pervasive lovesick-

ness which plagues the world of the play. The final rescue 

is engineered by Jertfnima, who plays the multiple roles of 

learner, teacher, and physician. At the beginning of the 

play she is a scholar devoted entirely to her books. Her 

studies lead her to become a physician (roidico) as well as 

doctor, which is defined in the following manner: "El que 

pasando por el examen y todos los grados de una facultad 

g 
toma la borla para tener licencia de ensenar una ciencia." 

The fact that Jer6nima is named to a chair of medicine at 

the University of Coimbra attests to her qualifications as 

a teacher. 

In addition to being a highly qualified teacher, 

Jer6nima has the necessary attributes for success in the 

medical profession. She is well trained on the two levels 

thought to be essential since Hellenic times: that of 

experience and close attention to facts, and the second 

5. Ibid., "Active Love, or Keeping Faith," pp. 
311-338. 

6. Autoridades, 3, p. 325, 
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7 
level of insight, reasoning and interpretation of facts. 

It is this second level which makes the difference between 

0 
the inferior practitioner and the proper physician. As 

Doctor Huarte writes in the Examen de ingenios; "Paraser 

buen doctor, hay que tener gran entendimiento y buena 

9 
facultad imaginativa." 

Jer6nima is a model of understanding and ingenio, 

and thus she is able to teach and to cure successfully. She 

is also a sufferer who, finding herself to be a victim of 

Eros, struggles to heed the dictum "Physician, heal thyself." 

In the process of bringing about her own cure the protagonist 

is humbled and transformed. She feels that she has earned 

her reward, as she states in the final scene of Act III: 

Don Gaspar 
es mi esposo, merecido 
a precio de estudios tantos, 
tanto disfraz y suspiro (III, 3631-3634). 

Jer6nima has learned, educated and healed, and love has set 

the entire process in motion. When the heroine briefly 

states: "Amor medico me hizo, / y el amor medico es §ste;" 

at the play's end, she is summarizing the complex metaphor 

of love as teacher and healer, illness and cure which has 

been carefully developed throughout the play. 

7, R, C. Lodge, Plato's Theory of Education (New 
York; Russell and Russell, 1970), p. 41. 

8, Ibid. 

9, Huarte, 2, p. 276. 
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Symbolic Illness in El Amor Medico 

El amor mtldico begins with a question asked by 

Jerdnima in reference to Don Gaspar: "dHay hu^sped m£is 

descort^s?" Hu^sped means both "guest" and "host"; this 

dual meaning suggests reciprocal courtesy, whose rules 

Gaspar has failed to observe. Therefore, Jerfinima perceives 

the Toledan as a hugsped in another sense: that of 

extranjero or enemigo.^ When Quiteria defends Don Gaspar, 

the protagonist responds with sarcasm: "Pinta en £1 la 

perfecciSn, / que el conde de CastellSn / en su cortesano" 

(I, 26-28)', The implication is that Gaspar lacks discrecifin, 

which for Castiglione was ". . .a sense of fitness in the 

12 
art of deportment," according to A. A. Parker. The 

question of discrecidn in El amor medico and the other 

plays included in this study will be treated more fully in 

the concluding chapter. 

Gaspar's behavior brings to mind the folk saying 

"Hacer la cuenta sin la hu£speda," which Covarrubias 

explains in these words: "Ejecutar alguna accifin sin 

advertir el inconveniente o dano que puede traer consigo. 

10. Corominas, 2, p. 971. 

11. Ibid. 

12. Kennedy, Studies, p. 97, quoting A. A. 
Parker, "The Meaning of 'Discreci6n' in No hay mds fortuna 
que Dios; The Medieval Background and Sixteenth and 
Seventeenth-Century Usages," Sonderdruck aus Calderon de la 
Barca, Seiten 218-234 (Darmstadt, 1971), pp. 227-229. 
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... Se alude a caminantes en posadas cuya cuenta sale mSs 

13 
cara de lo que pensaban." This proverb will prove to be 

prophetic for Gaspar, whose ignorance of Jer6nima's presence 

will move the protagonist to pursue the unseeing guest and 

cure him of his blindness. 

Quiteria observes that Jerfinima's anger and sarcasm 

are highly unusual/ saying: "Extranos / humores en ti ha 

causado / ese enojo que condeno" (I, 38-20), In early 

medicine, humores were the four fluids (blood, phlegm, 

black bile and yellow bile), whose conditions and propor

tions determined bodily and mental health; hence "humor" 

denoted one's frame of mind, disposition, or temporary 

14 
peculiarity of disposition. 

The servant's allusion to "strange humors" indicates 

the existence of an imbalanced and therefore unhealthy 

state. In Qbras de dona Oliva Sabuco de Nantes (Madrid, 

1888), Miguel Sabuco notes; "Los mSdicos antiguos ,,, la 

salud ponen en simetrla, que es medida y proporci6n de los 

humores; la enfermedad ponen en ametrla, que es una desmedida 

15 
y desproporci6n de los cuatro humores" (p. 24 0). 

13. Covarrubias, p. 7 01. 

14. Webster, p. 413. 

15. Quote from Francisco Rico, El pegueno mundo del 
hombre; varia fortuna de una idea en las letras espanolas 
(Madrid: Castalla, 1970) , p"I 157. 
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Quiteria's observation serves to introduce the theme of ill

ness which will be developed in a variety of ways in Acts II 

and III. 

JerSnima's imbalanced state has two causes. In 

pari; her anger is directed toward the medical profession, 

whose inept practitioners kill more patients than they cure, 

JerSnima wishes to become a physician because, in her 

words: "... estimo la salud, / que anda en poder de 

ignorantes" (I, 145-146). The reference is to the practice 

of allowing unqualified physicians to treat patients. Also, 

the heroine's statement suggests the intimate connection 

between health and knowledge. This relationship is at the 

heart of El amor medico, whose plot moves from a world 

characterized by metaphorical illness and ignorance to a 

level of greater knowledge, understanding and spiritual 

health. Jer6nima will take the first step toward this 

higher level by becoming a physician and professor, offering 

her ingenio as an antidote to the necedad which prevails in 

the medical profession. 

The other cause of Jer6nima's ill-humor is, of 

course, Don Gaspar's lack of awareness of her presence. The 

cause of the Toledan's blindness may be traced back to events 

16 
which occurred before the beginning of the play. These 

16. The importance of causality to cornedia analysis 
is emphasized by A. A. Parker in "The Approach to the 
Spanish Drama of the Golden Age." 
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events are explained in a long narration which Gaspar 

recites to Don Gonzalo in the second scene of Act I; because 

of their causal function, they are treated in the following 

section: 

Gaspar says that he served in Toledo "por 

inclinaci6n a un Sngel, / primer m6vil de los gustos, / ... 

de superior jerarqula" (I, 406-408). The name of Gaspar's 

"angel" is Micaela, the feminine form of Michael (Miguel). 

According to Covarrubias, this Hebrew name means quis sicut 

17 Deus, or "Who is like unto God." In addition to the 

celestial analogies, Micaela1s name suggests the Toledan's 

devotion to the god of love. Gaspar reinforces this sugges

tion by describing the irresistible force which caused him 

to fall in love with Micaela: 

Hechizcironme (las ninas) amorosas, 
y cuando pas£ adelante, 
sin alma me hall§: <?qu6 mucho, 
que ventas y ojos enganen? (I, 425-428). 

According to Covarrubias, the verb hechizar refers 

to a kind of enchantment "... con que ligan a la persona 

hechizada de modo que le pervierten el juicio y le hacen 

querer lo que estando libre aborreceria, Esto se hace con 

18 
pacto del demonio expreso o tScito ... ." The use of the 

eyes to deceive and bewitch anticipates another verb, aojar, 

17. Covarrubias, p. 803. 

18. Ibid., p. 680. 
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19 
which means "danar con mal ojo." This verb is used in the 

play in reference to the fascination of love at first sight. 

The suggestion of "evil eye" reinforces the metaphor of love 

as sickness, and anticipates the development of that • 

metaphor in Act II. 

The person who falls under love's spell loses "soul," 

that is, freedom of will. Furthermore, he becomes blinded 

to the world around him, and thus is rendered vulnerable. 

This is precisely what happens to Gaspar. In his absorbing 

infatuation he fails to notice forces which are working 

against him. For example, both Gaspar and Micaela are 

unaware of her family's plan to marry her to an older, 

wealthier suitor, Don Jaime de Centellas, whose name is 

prophetic of disaster to come. As Covarrubias notes, 

centella or "spark" is understood in an allegorical sense 

as "... una pequena ocasi6n de la cual suele encenderse un 

20 
gran fuego, un gran trabajo y ruina." 

Centella also suggests imbalance and illness: "Los 

que estSn encendidos con furor, dicen ellos que echan 

centellas por los ojos, porque la c61era y la sangre los 

21 
altera." This describes Gaspar's condition when he dis

covers that two envious rivals have written a libelous 

19. 

2 0 .  

21. 

Ibid., p. 128. 

Ibid., p. 405, 

Ibid. 



151 

letter to Don Jaime suggesting that Micaela and Gaspar are 

engaged in illicit relations. The results of the letter are 

immediate and devastating: Micaela's mother dies of shame; 

Micaela considers herself dishonored; and Gaspar kills one 

enemy, wounds the other, and is forced to flee Toledo, 

Gaspar's misfortune is the result of varied forms 

of destructive vision which are all related to erotic love. 

Hechizar, aojar and envidiar, which means "mirar con malos 

22 
ojos," all refer to ways of seeing which victimize their 

objects, Gaspar is the victim of all three modes, and his 

flight from Toledo to Seville represents a quest for 

restored well-being. Ironically, his affliction is the 

cause of Jerfinima's falling under the spell of Eros and 

subsequently assuming the double role of sufferer and 

healer in this play. 

The fugitive's blindness to Jer6nima provokes 

wounded vanity, envy and desire in her. The protagonist 

explains the psychological effect of Gaspar's behavior in 

this speech to Quiteria: 

dQu€ quieres? La privacifin 
es causa del apetito. 
No haberme visto es delito 
que ofende mi presunci6n (I, 261-264). 

The heroine's words suggest another form of harmful vision. 

Presunci6n is the substantive form of presumir, which means 

22. Corominas, 4, p. 701. 
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23 
"... tener de si gran concepto." JerCnima has an 

exaggerated self-image which will be reduced to its proper 

size as the protagonist experiences the sufferings of 

passionate love. As the heroine cures her own vanity, she 

will cure Gaspar's mal de ojo and avenge his slighting of 

her. Thus she will fulfill the prophecy of these lines, 

spoken after she announces her intention of becoming a 

doctor: 

Quiteria: VolverSs por el desprecio 
de los medicos ansl. 

Jer<5nima; Y por el que hizo de ml 
nuestro forastero necio (I, 229-232), 

In Act I symbolic illness is suggested by conditions 

of imbalance and abnormality in Jer6nima and Gaspar. In the 

second act, the playwright expands the metaphor of illness 

to include the larger world of the play's setting and the 

microcosm of the characters who act within that world and 

who suffer from lovesickness. 

Acts II and III take place during an epidemic of 

bubonic plague in Lisbon, where an outbreak of pestilence 

had in fact occurred four years prior to the writing of this 

24 
play. Coincidentally, there had also been an occurrence 

of plague in Spain during the reign of the Catholic 

23. Covarrubias, p. 881. 

24. Ruth Lee Kennedy, "El amor medico," p. 19. 



153 

Monarchs, although no reference is made to this in El amor 

25 
medico. The action is removed from Lisbon to Coimbra, 

which offers a healthful contrast to the physical destruc

tion and moral corruption caused by the plague, which-runs 

rampant in the capitol, As Don Gaspar observes: "Pica la 

peste tanto / en Lisboa, que a todos pone espanto;" {II, 

1231-1232). Dona Estefanla echoes this comment in the 

following observation; "Dicen que la peste asombra / todo 

este reino" (II, 1405-1406). 

Although the shadow of pestilence lies over 

Portugal, Coimbra is called "ciudad saludable y apacible" 

(II, 1234), of mild climate, fertile land and peaceful 

atmosphere, Gaspar calls the university center "habitaci6n 

de Amor, Marte y Apolo" (II, 1246). This description is 

significant in regard to the theme and plot of El amor 

medico, for in their respective meanings, Love, Mars and 

Apollo all relate to the restoration of order and well-

being. 

Cirlot notes that symbols of love ". , , always 

express a duality in which the two antagonistic elements 

2 6 
are, nevertheless, reconciled." Mars represents the 

recovery of health through the shedding of blood; it 

signifies "... the perennial incarnation of this necessity 

25, Ibid. 

26. Cirlot, p, 185. 
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. . . apparent in all orders of the cosmos," Apollo is 

associated with the sun, which is . .a heroic and 

28 
courageous force, creative and guiding . . . "; hence the 

symbolic relationship between the sun and figures of • 

royalty. 

In regard to sun symbolism, it is noteworthy that 

Coimbra served as the royal seat of Juan II of Portugal, 

who died in 14 95 and whose reign has been compared to that 

29 
of Ferdinand and Isabella in Spain, Also, it is signifi

cant that the plot of Acts II and III develops in the home 

of the Ambassador of the Catholic Monarchs, Don Inigo is a 

man of wisdom and discreci6n, and the main characters come 

to his home seeking salud in its figurative sense of 

3 0 
"libertad, o bien publico o particular de alguno." 

Ironically, Don Inigo's own daughter suffers 

severely from lovesickness. At the beginning of Act II, 

Estefania is described by Gaspar as "competencia del sol 

que luz le envia" (II, 1176). By the sixth scene, however, 

Estefania is called "sol eclipsado" because she is 

mysteriously afflicted with melancolia, a condition 

27, Ibid., p. 195. 

28, Ibid., p. 302, 

29. Fray Gabriel T£llez (Tirso de Molina), El amor 
medico, ed. Alonso Zamora Vicente and Maria Josefa Canelleda 
de Zamora (Madrid; ClSsicos Castellanos [Espasa-Calpe], 
1956), p. 54, All textual quotes are from this edition, 

30. Autoridades, 6, p. 31. 
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described by Covarrubias as "enfermedad conocida y pasi6n 

31 
muy ordinaria donde hay poco contento y gusto." 

Melancolia is also one of the primary humors, black 

32 
bile, characterized as being cold and dry. The quality 

of coldness evokes the image of the sun in eclipse, which is 

reinforced by an allusion to the illness of the King himself 

when Don liiigo announces: "Est£ indispuesto su Alteza, / y 

no despacha este dia" (II, 1517-1518). Also, the weather is 

cold, which "engenders melancholy," as Estefania remarks. 

Finally, coldness is implicit in the gracioso's puns on the 

word Navidades, from which we deduce a winter setting for 

El amor midico. 

Despite the numerous allusions to cold, the true 

nature of Estefania's affliction does not lie in melancholy 

but rather in the warmth of erotic passion. In an anguished 

soliloquy, Estefania confesses her unseemly love for her 

physician, "Doctor Barbosa," and prophetically expresses the 

paradox of love which causes and cures illness at the same 

time: 

iQui medicina inhumana, 
qu<§ medico, amor, es £ste, 
que cura pestes y es peste 
que enferma al mismo que sana? {II, 1502-1505). 

As Denis de Rougemont makes clear, erotic love is a condition 

which is undergone or suffered like illness, and which cannot 

31. Covarrubias, p. 7 97, 

32. Autoridades, 4, p. 532, 
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cure itself. This is the cause of Estefanla's pain, and 

that of Jer6nima and Gaspar as well. The solution to the 

problem is marriage, and the path to that end is circuitous 

and deceitful. 

"Doctor Barbosa" stirs the passion of her rival 

through the carefully contrived use of words and physical 

contact. Her technique is effective, for she incites the 

envy of Gaspar and the desire of Rodrigo, who exclaims in 

an aside: 

jPor Dios, que debe de ser 
esta enfermedad contagiosa, 
porque se me va pegando! 
cQu§ es esto, inclinaci6n loca? {II, 1671-1674). 

The culmination of this suggestive scene occurs when 

Estefania asks "Barbosa" to hold her hands, which are 

burning. Jer6nima-Barbosa esclaims "jBrava intemperies1," 

to which her "patient" replies: "Soy Troya" (II, 1686-1687). 

Intemperies, from templar, is defined as "falta de 

proporcifin, armonla o igualdad entre las cuatro primeras 

33 
cualidades; ... Troya, image of penetration and fiery 

destruction, symbolizes the seduction and passion of 

Estefanla, Also, the image of Troy reinforces a paradox 

introduced in Act I in connection with Don Gaspar; it is 

that of the hugsped who is foreigner, guest and enemy. As 

Gaspar's presence in Seville caused JerSnima's lovesickness 

33. Corominas, 1, p. 872, 
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in Act I, so JerSnima-Barbosa's presence affects Estefanla 

in the second act. 

Another parallel between Acts I and II is found in 

the portrayal of Gaspar as a dual victim of envy. In- the 

first act the Toledan describes his suffering because of 

envious rivals. In Act II, Gaspar himself experiences 

pangs of longing and discontent in the face of "Barbosa's" 

success. He reveals his envy in the following lines which 

criticize license and authority in one so young and 

physically slight as "Doctor Barbosa," and which evoke the 

stereotype of the ignorant and foppish midico: 

Aunque breve de persona, 
sin autoridad de barba, 
y la edad no muy dotora, 
suple lo limpio y pulido 
las letras, que serein pocas, 
de quien en lugar de textos, 
gasta el estipendio en ropa (II, 1750-1756), 

In response, JerSniraa-Barbosa delivers a diatribe 

whose basic message is that genius transcends age and 

physical being. This speech has various functions in Act 

II. Primarily, it serves to reinforce the polarity of 

ingenio and necedad which forms part of the symbolic 

structure of El amor m&dico. In addition, Jer6nima's 

speech represents a clever variation of the stereotype of 

the ignorant physician, for instead of quoting Latin 

aphorisms to hide her ignorance, the heroine uses Latin 

knowledgeably to support her arguments. Another possible 

function of Jer6nima's lengthy statement is suggested by 
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Miss Kennedy, who sees in the protagonist's attack against 

corpulent people a barb aimed at one of Tirso's own envious 

• i 34 rivals. 

Despite Jer6nima's triumphs at this point in the 

play's action, she despairs, for she is in a state of 

emotional limbo, as she reveals in these lines spoken to 

Quiteria: 

Todo se imposibilita; 
don Gaspar, ciego, apetece 
voluntad que le aborrece; 
su dama en esto le imita, 
pues am&ndome ya ves 
cucin incurable es su mal; 
amo yo con pena igual, 
y enganSmonos los tres (II, 2091-2098). 

The heroine's words reflect the deceitful nature of "being 

in love." Her way out of the "enchanted labyrinth" or 

encantada Greta, as she describes it, will be the use of 

the paradoxical tactic of concealment and revelation in 

order to cure Gaspar's blindness and win his undivided 

attention and affection. The use of this tactic will 

constitute a large part of the intrigue of Acts II and III. 

The theme of lovesickness among the high-born 

characters is parodied by the gracioso in the final scene 

of Act II. Tello complains to "Barbosa" of an ailment which 

appears to be bubas venereas. The physician prescribes one 

hundred cupping glasses or ventosas in order to draw twenty 

ounces of blood from the gracioso1s "most humble part." 

34. Kennedy, "Tirso and the Corpulent Poet," 
Studies I, pp. 247-265. 
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This cure suggests the release of excessive passion, as we 

have noted in regard to the blood-letting scene in Por el 

s6tano y el torno. Furthermore, Tello's painful and 

embarrassing condition, apart from its comic function, 

supports the theme of erotic love as affliction in a highly 

explicit way. 

Vision, the Path to Knowledge and Well-Being 

From the beginning of El amor medico, JerSnima is 

seen to be an independent thinker whose vision of the world 

around her is often in conflict with the accepted norms. 

Early in Act I, for example, we learn that Jer6nima and her 

brother Gonzalo have not spoken to each other for two 

months because, as the protagonist explains to her servant: 

,., no me determino 
en admitir persuasiones 
casamenteras, pasiones 
de hermano a que no me inclino ... (X, 85-88), 

Quiteria's response reveals what is, up to this point in the 

play, Jer6nima's greatest passion: 

No me espanto; 
haste embebecido tanto 
en latines, que a cansarme 
llego yo, ... (I, 89-92). 

JerSnima replies with a firm declaration: "Yo sigo el norte 

/ de mi inclinacifin" (I, 96-97). 

Inclinaci6n "... se toma por afecto y amor, y 

algunas veces por apetito a alguna cosa ... , Vale tambign 
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35 
propensifin o genio dedicado a alguna cosa." From this 

definition we see that Jer6nima's first love is that of 

learning? it is a legacy from her intellectually inclined 

father, who encouraged her in her scholarly pursuits,• Once 

the heroine falls in love, her inclination becomes dual in 

nature, and Jer6nima dedicates her ingenuity to the pursuit 

of both passions. 

In her simultaneous pursuit of knowledge and love, 

the protagonist transcends the limitations of both the 

usual scholarly female character and the woman who wishes 

only to ensnare her man. For example, Jer6nima speaks 

against marriage not because she is a mujer esquiva in 

3 6 
rebellion against Nature, but rather because matrimony 

subjects women to a state of bondage. This state creates 

conflict in the mind of a thinking person. JerSnima, as a 

student of the Liberal Arts, is granted a kind of freedom 

which the limitations of marriage seem to negate. The only 

solution to this paradox is an equal union such as that of 

the Catholic Monarchs, who are of symbolic importance in 

this play for several reasons. 

The setting of El amor medico during the reign of 

Isabella and Ferdinand is more than coincidental, for there 

35, Autoridades, 4, p. 240. 

36. For a full definition of the term esquiva see 
Melveena McKendrick, "The 'mujer esquiva' •—A Measure of the 
Feminist Sympathies of Seventeenth Century Spanish Drama
tists," Hispanic Review 40, 2 (1972), pp. 162-163. 
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are several parallels between the protagonist of the play 

and the Castilian queen. The most outstanding similarity 

is the dedication to learning displayed by both women. 

Isabella was a celebrated protector of arts and sciences, 

37 
and a serious student of the classics. Like JerSnima, she 

3 8 
was encouraged in her scholarly pursuits by her father. 

Also like Jer6nima, the Catholic Monarch overcame her 

brother's objections with respect to marriage. In order 

to marry Ferdinand, Isabella had to act against the wills 

of her brother and her uncle, who favored a union with 

39 
Alfonso of Portugal, 

Other significant similarities between Jer6nima and 

Queen Isabella will be treated in another section of this 

chapter. In regard to the present question, it is apparent 

that the heroine of El amor m§dico, like the exemplary 

monarch, is a woman of clear vision and great knowledge and 

understanding. These qualities are closely related, as 

Covarrubias points out in the following definition of the 

yerb ver; "Algunas veces se toma el ver por entender, como 

si dijSramos; -"No hab^is visto lo que hab§is hecho, o mirad 

lo que hab§is hecho, que vale considerad y advertid con el 

37. EUI, 28, p. 2020. 

38, Ibid. 

3 9, Ibid. 
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40 
Snimo." Understanding is a function of the mind and the 

heart, and its point of departure is vision. 

In order to see, one must be led slowly out of the 

darkness; otherwise, as Plato points out in the allegory of 

41 the Cave, the light will be dazzling and perhaps blinding. 

After Jer6nima acknowledges her feelings for Gaspar, she 

begins the process of leading him to awareness through the 

technique of concealment and revelation which we have 

mentioned briefly earlier in this essay. 

Jer6nima dramatizes her technique by appearing 

before Gaspar as a dama tapada. Tapada means "covered, 

concealed," To further emphasize the paradox of the occult 

nature of the revelation pVocess, the protagonist asks the 

Toledan to meet her in a gruta or grotto of the Alcazar 

gardens. According to Covarrubias, a gruta is a dark, 

subterranean cave whose name derives from Greek crypta 

42 
" •., que vale cosa oculta y escondida ... ." 

The rendezvous in the grotto represents the first 

step in the process of educating Gaspar and in this sense 

parallels the Platonic allegory once again. The mysterious 

meeting reveals the deceptive nature of what we take to be 

40. Covarrubias, p. 1000. 

41. Plato, "Republic: Book VII," Five Great 
Dialogues (Princeton: D. Van Nostrand Company, 1942), pp. 
398-428, 

42. Covarrubias, p. 661. 
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true, the shadows perceived by Plato's cave-dwellers. 

Jerfinima embodies the illusory quality of apparent reality 

by seeming to be a messenger from Dona Micaela while in fact 

she is diverting Gaspar's attention to herself as "mystery 

lady." The deception works. Gaspar is more interested in 

the messenger than in the message. However, at this point 

in the action, the tactic of suspense intervenes, and 

JerSnima's technique of concealment and revelation is 

interrupted until the second act. 

In Act II, Jerfinima once again approaches Gaspar as 

a dama tapada. She and Quiteria pretend to speak only 

Portuguese; this is another form of concealment which has 

yet another function to be discussed further on in this 

essay. In this second encounter, the heroine surpasses the 

limits of her first mysterious meeting with Gaspar. 

Jer6nima carries on a discrete conversation, followed by a 

subtle but highly effective "striptease." First she reveals 

one gloveless hand to the enchanted Gaspar. Then she 

reveals the other hand, then one eye at a time, and finally 

her whole face. Along with this bold revelation comes an 

equally daring confession: 

Cavalleiro, 
sa naon cuidais d'outra boda, 
mostro-vos a cara toda. 
Olhai, que muito vos queiro (II, 2299-2302). 

Despite the seeming boldness of Jer6nima's 

declaration, it remains at this point in the action a 
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prophecy of future fulfillment. Don Gaspar loves, but he 

does not know whom he loves until the final cognitio scene 

of the play. His blindness still exists, and must be 

remedied in one way or another. In various other guises, 

JerSnima will deliver warnings during Acts II and III, For 

example, as "Doctor Barbosa" the protagonist will accuse 

Gaspar of abandoning a certain Castilian lady and will 

admonish the Toledan in these words: 

Dejaos de burlar bellezas, 
y cumplid como cristiano, 
caballero y castellano 
palabras contra bajezas 
indignas de sangre tal, 
antes que noticias den 
a quien, cuando no por bien, 
os haga casar por mal (III, 2975-2982), 

JerSnima's warning will remain an enigma to Gaspar 

until the play's end, when he will finally see her for who 

she is, and acknowledge her as his wife. At that moment, 

vision, knowledge and understanding will merge and union 

will be attained. Until then, Gaspar will be deceived many 

times. For example, the revealing letter of "Dona Marta" 

will be followed by an episode of symbolic concealment. 

JerSnima and Quiteria approach Gaspar and Tello on the 

street. The two women are attired "a lo castellano, 

cubiertas," The Toledan asks "<lNo es dona Marta?" (Ill, 

3072), to which his servant replies; 

No, y s i ,  
No, porque es carta cerrada, 
y si porque el sobrescrito 
muestra que es suya la letra (III, 3073-3076). 
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Tello's paradoxical explanation links Jer6nima*s 

devices of revelation and concealment in an ingenious manner. 

The carta cerrada refers to the women's dress, which hides 

their identity; however, physical evidence (the sobrescrito) 

combined with the lover's lively imagination leads Gaspar 

to believe that the dama tapada is "Dona Marta." The 

enamored young man has great faith in the truth of what he 

sees, as he indicates in these confident words: "Todo mi 

amor lo penetra, / iMi dona Marta!" (Ill, 3077-3078). 

Jer6nima immediately disabuses Gaspar of his 

certainty by affirming that she is not who she appears to 

be: "No soy la que imaginSis, / aunque de su casa salgo" 

(III, 3107-3108). She then repeats the story of Gaspar's 

putative ill behavior in Toledo and Seville, The pro

tagonist ends this speech with a repetition of the warning 

which, as "Doctor Barbosa," she has previously pronounced: 

... corresponded leal, 
antes que noticia d§n 
a quien, cuando no por bien, 
os haga casar por mal (III, 3119-3122). 

The heroine exits, and the perplexed Gaspar exclaims: 

"iJesds! dQue es esto?" (Ill, 3124), to which the gracioso 

replies: ,rVisi6n. / No aguardemos que saiga otra / y haya 

tercera papilla" (III, 3125-3127). Visi6n refers both to 

the act and effect of seeing and to the apparitions created 
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43 44 
by the imagination, while papilla means "deceit," This 

scene reveals that, while vision leads to knowledge, it also 

results in deception when one is under the spell of love. 

Jerfinima understands this, and thus she is able to work 

toward curing her own affliction without becoming ensnared 

in deceit as do her lover and her rival. 

Apart from the numerous examples of revelation and 

concealment discussed above, the interdependent relationship 

of vision, knowledge and understanding is treated in 

secondary ways which serve to reinforce the movement of the 

play from 'ignorance to enlightenment. For example, early in 

Act II, Don Ifiigo praises the value of direct observation 

and experience in the following speech to Don Rodrigo; 

No hay ciencia 
en libros corao en los ojos 
porgue en la practica estriba 
la mSs especulativa (II, 1353-1355). 

Especulativa relates to especular, which refers to 

the ability to meditate, contemplate and engage in reflective 

4 5 
thought. Don Iiaigo's speech brings to mind the Platonic 

idea that sight was invented so that we might contemplate 

4 6 
intelligence and apply it to our own thought. Vision is 

essential to knowing and understanding. 

Plato. 

43. DRAE, p. 1546. 

44. Vox, p, 1224. 

45. DRAE, p. 683. 

46. Rico, p. 18. Paraphrase from the Timaeus of 



167 

Vision is also crucial to the process of engendering 

love. In a conversation with Don Rodrigo, Jer6nima-Barbosa 

describes love as a form of aojo or fascinaci6n, that is, a 

spell cast by the object of one's vision. This parallels 

Gaspar's description of his "bewitching" by Dona Micaela 

prior to Act I. Jer6nima's explanation, however, is 

scientific, whereas that of the Toledan was based purely on 

emotion. Thus the physician's comments serve to complement 

those of Gaspar. 

According to the protagonist, the object of one's 

sight radiates emanations which are imprinted on the eyes 

of the viewer, then stored in the mind. This is the 

physical stage of the process. The images received in this 

manner are then "spiritualized" by the soul, and either 

accepted or rejected by the will, depending upon their 

beauty and desirability. Finally, through concupiscence 

or movement toward the good, love is produced. 

Serge Maurel has stated that this theory of the 

47 
engendering of love is of a parodic nature, but it is not. 

Rather the theory is based upon a scientific belief which 

was held until the nineteenth century. According to this 

notion, objects were thought to ". . . send forth species 

or images of themselves, which, making an impression on the 

47. Maurel, p. 233. 
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bodily organs, next imprinted themselves on the mind and 

issued in knowledge, 

The optical theory summarized in the preceding 

paragraphs is of central importance to the theme and plot 

of El amor medico, because it comprehends the movement from 

vision to knowledge to movement toward the good which 

characterizes this play. What begins as aojo or "evil eye" 

can end as an act of the will which leads to the attainment 

of a higher spiritual level; in other words, Eros can be 

rescued by agape through conscious exercise of volition. 

The connecting link between the sensual level and the more 

spiritual domain is the intellect, the thirst for knowledge, 

which is, according to Nietzsche, "... only an intermediate 

49 
zone between earthly desire and pure spirituality," 

The intermediary function of knowledge and under

standing is paralleled by the role of Jer6nima as teacher-

mediator in El amor medico. The motif of mediation is 

developed through a number of variations on the notion of 

translation. These variations are described in the section 

which follows. 

48. Frank G. Halstead, "The Attitude of Tirso de 
Molina Toward Astrology," Hispanic Review 9, 1 (January 
1941), p. 434/ quoting from The Vocabulary of the 
Philosophical Sciences, William Fleming and Charles P. 
Krauth, New York, 1878, p. 483. 

49. Cirlot, p. 14. 
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The verb "to translate" derives from Latin 

50 
translatus, meaning "borne or carried across." By exten

sion, "to translate" has the following meanings: to remove 

from one place to another; to take up to heaven without 

dying; to transform; to render into another language; to 

interpret; to explain by using other words; to express in 

other terms."In El amor medico, the playwright exploits 

these various meanings as he did with the concept of enredo 

in Don Gil de las calzas verdes. The result of this 

exploitation is a cleverly woven network of connections on 

different levels which effectively reinforce the meta

phorical base of this complex work. 

On the most literal level is the definition of 

translation as removal from one place to another, that is, 

travel or flight. The plot is set in motion by this aspect 

of the translation motif when Caspar flees Toledo and goes 

to Seville prior to the beginning of Act I, The travel 

motif connects Acts I and II as well, Gaspar departs 

Seville for Coimbra at the end of the first act. With her 

50. Webster, p. 8 88. 

51. Ibid. See also Chapter 2, p. 17 of this study 
for a brief discussion of the notion of traslado. 
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brother gone to fight in Pamplona, Jer6nima decides to 

52 
follow the Toledan to the land of la amorosidad. 

In Act II, the travel motif is further developed. 

The principal characters are all travelers and seekers 

assembled in the home of the Spanish ambassador and his 

daughter, Jerfinima, Gaspar, Rodrigo and Estefania are all 

in search of a better life. Rodrigo aspires to a high 

position in Coimbra, after a disappointing effort in 

Lisbon. Gaspar hopes for restoration to the good graces 

of King Ferdinand, for he is still a fugitive from the law, 

In addition, he hopes to receive a papal dispensation which 

will allow him to marry his cousin Estefanla. She in turn 

seeks the love of "Doctor Barbosa." As for the physician, 

her goal is two-fold: to ensnare Don Gaspar, and to realize 

her ambitions as a doctor. 

Don Inigo willingly aids the youthful seekers and 

supports their efforts. For example, the ambassador 

praises Rodrigo for having journeyed to Portugal, for, in 

his words; 

,,. el que en la [tierraj suya se encierra, 
y nunca se divirti6 
en las demSs, no merece 
de discreto estimaci6n (II, 1343-1346), 

In this speech, Don Iiiigo expresses the intimate relation

ship between travel and discretion, which Tirso relates to 

52, See Herrero Garcia, pp. 167-178 for a discus
sion of la amorosidad portuguesa. Also Chapter 2, p. 54 of 
this study. 
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knowledge and wisdom. As Miss Kennedy has written, 

TSllez' discreto was "... the learned man of St. Isidore 

of Seville, who had identified 'el discreto' with 'el 

53 
sabio.'" For St. Isidore, discretus was synonymous with 

54 
doctus. Thus travel is seen to be a literal means of 

escape from ignorance and ill-being, and a movement toward 

knowledge and the good, 

It is significant that Don Iiiigo should make 

explicit the relationship between travel and a higher level 

of existence, for as Ambassador to Portugal he fills a 

position of honor. The title of ambassador derives from a 

55 
Sanskrit root bhaj, meaning to serve or honor. 

Covarrubias notes the exemplary nature of the ambassadorial 

mission in these words: "Los embajadores son muy 

privilegiados y se les tiene mucho respeto, en tanto que 

no perturbaren ellos ni sus criados a los naturales, en 

tanta manera que de sus puertas adentro de ninguna cosa se 

5 6 
les pide cuenta, como no escandalicen." 

Covarrubias' remarks emphasize the responsibility 

of the ambassador as mediator between disparate realms. 

This privilege must not be abused in any manner, for the 

53, Ruth Lee Kennedy, Studies I, p. 72, 

54, Ibid., pp, 227-229, quoting A. A. Parker. 

55, Webster, p. 26. 

56, Covarrubias, p. 505. 
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representative is always on foreign ground and so must 

guard against behavior which might offend. In El amor 

medico there are several reminders of this necessity. For 

example, Jerfinima-Barbosa advises Gaspar that he should be 

careful of imposing his Castilian behavior in more 

conservative Portugal: 

La castellana llaneza 
permite allS ociosidades 

que por acS lleva mal 
la gente menos sencilla, 
Mientras estiis en Castilla, 
vivid como en Portugal 
y haySmonos bien los dos (III, 2801-2807), 

Jer6nima's advice to Gaspar reminds us that she 

herself is in a delicate position, for she too is a visitor 

in Portugal. In addition, she is performing in a usually 

masculine domain and must be fully responsible for her acts, 

having no one to defend her honor. The heroine's challenge 

is to attain her goals without passing beyond the limits of 

licitud. In this respect, her role is analogous to that of 

the ambassador who must weigh every action carefully. 

A more direct analogy between Jerfinima's role and 

that of the ambassador lies in the intermediary function of 

both personages. Don Inigo mediates for Rodrigo and 

Gaspar, both of whom seek royal favor. When the Spanish 

emissary offers similar aid to "Barbosa" in regard to her 

competitive examinations, however, the protagonist demurs. 

Jer6nima prefers to act in her own behalf. She mediates for 
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herself as well as for others, and this intermediary role is 

developed on several levels throughout the play. 

The most literal level of mediation is seen in 

Jer6nima's practice of medicine. As a physician, the* 

protagonist tries to restore health, at least in theory. 

Many critics seem to consider Jer6nima's medical career as 

nothing more than a means to ensnaring her man, Maurel, 

for example, uses the term "de la science a rire" in 

57 
reference to the heroine's scientific knowledge. Nonethe

less, Jerfinima's knowledge and understanding are always 

evident, even in the most comic scenes. Examples may be 

found in her explanations of medical beliefs of the day; in 

her erudite use of Latin; in the fact that she is elected to 

give classes at the University; and, finally, in the fact 

that she is chosen to be entrusted with the health of the 

Portuguese queen, whose well-being is that of the nation 

itself. 

Another example of Jer6nima's function as mediatrix 

is found in her role of dramatic interpreter, as exemplified 

by her tapada interludes with Gaspar, The protagonist 

reveals different aspects of her emotions in her multiple 

appearances as "Dona Marta," the Castilian lady, and the 

tapada of Seville. Also, she attempts to explain herself 

by rendering the expression of her emotions into another 

57, Maurel, p, 233, 
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language, that of love. The heroine's purpose is twofold: 

to protect her honor by concealing her true identity until 

the proper moment; and to educate Gaspar, whose vision is 

still impaired, by employing a variety of teaching tech

niques designed to enlighten even the slowest pupil. Like 

most skilled educators, Jerfinima is a talented actress. And 

her ultimate success is proof of the efficacy of her 

dramatizations, 

The notion of translation in El amor m§dico is 

further supported by the symbolism of the heroine's name, 

which is the feminine form of ,rJer6nimo," meaning "ley o 

58 
regla sagrada," and which is associated with St. Jerome, 

the translator of most of the Old Testament. This saint, 

who lived circa 340-420 a.d., is known as a truly exemplary 

doctor de la Iglesia, because of his great erudition and 

love of learning. One eye witness describes Jerome as 

59 
being "... engolfado en el estudio y en los libros." The 

fruit of these studies was a vast knowledge of languages, 

history, archeology, literature and exegesis, This knowl

edge resulted in St. Jerome's renowned translations of the 

Old Testament and in his exegetical works«60 

58. Covarrubias, p. 637, 

59. EUI 28, p. 2676. 

60. Ibid, 
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Jer6nima, like the saint whose name she bears, is an 

erudite translator and exegete. Exegesis derives from the 

~ 61 
Greek exegeomai, meaning "to explain"; the root word is 

hegeomai, to lead or guide. This is an apt description of 

the functions of the Saint and of the protagonist of El 

amor mSdico, on a secular level. In addition, Jerome and 

Jer6nima are both travelers; during his lifetime, St, 

Jerome made various pilgrimages to Antioch, Jerusalem and 

so on. And, like Gaspar and Tirso himself, he was a victim 

6 2 
of envious rivals. From these similarities it would 

appear that the playwright named his protagonist in 

recognition of her primary function as mediator between 

two worlds. 

The need for mediation or translation is seen on 

all levels of the play, including the parodic. For example, 

Tello repeatedly misinterprets what he hears in Coimbra, 

and the results are sometimes hilarious. When Estefanla 

asks the gracioso to gather boninas, or flowers, Tello 

returns with a vessel containing cow dung, or bonigas. When 

the ambassador's daughter requests cravos, or carnations, 

she receives a bucket of nails, or clavos. Furthermore, when 

"Dona Marta" speaks of amorous passion or furaco, the 

ignorant Tello interprets the word as urraco or magpie. 

61. Webster, p. 307. 
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The gracioso's mistakes delight the audience and 

lead us to agree with Miss Kennedy that the Portuguese 

setting of El amor medico " . . .  afforded T i rso a  very 

63 
splendid opportunity to befuddle his gracioso." Beyond 

this comic function, Tello's confusion also reveals the 

deception caused by the senses, which are capable of 

interpreting the sweetest flower as something quite the 

opposite. The only solution to the problem is knowledge, 

which is able to connect the limited domain of the senses 

with a higher and better integrated level of existence. 

In addition to being expressed on the parodic level, 

the translation motif is suggested in a negative manner by 

allusions to mudanza on the part of Don Gaspar. Mudanza, 

from mudar "to move or change," is defined by Corominas as 

64 
"... inconstancia o variedad de los afectos y dictSmenes." 

The term implies a lack of discrimination, a paralysis of 

the will, and wasted motion. Mudanza is a deceitful form of 

love; this is suggested by the folk saying "Amor trompero, 

cuantas veo tantas quiero," which refers to "... los que de 

65 
cualquiera cosa se mudan, y a todo hacen rostro." 

That mudanza leads nowhere except to repetitive 

behavior is suggested by another definition of the noun: 

63. Ruth Lee Kennedy, "El amor medico," p. 19. 

64. Corominas, 3, p. 469. 

65. Autoridades I, p. 273. 
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that of mudanza as a movement of a dance.This latter 

definition also evokes the intricacies of the intrigue 

which Jerdnima engineers in order to lead Gaspar away from 

moral instability and reduce him to constancy. This task 

involves the exploitation of the various meanings of the 

verb trasladar, as we have briefly noted in regard to 

Jer6mina's function as intermediary. Through her actions 

as mediatrix, Jer6nima succeeds in transforming fragmenta

tion into union, The difficulty of this task is implicit 

in this speech pronounced by the protagonist at the end of 

Act III, and quoted previously in this chapter {p. 145) : 

Don Gaspar 
es mi esposo, merecido 
a precio de estudios tantos, 
tanto disfraz y suspiro (III, 3632-3635). 

Jer6nima attains success because of her genius and 

knowledge, and also because of her dual or androgynous 

nature. This aspect of her characterization is discussed 

in the section which follows. 

The Triumph of Androgyny in El Amor Medico 

From the beginning of the play, Jer6nima is por

trayed as a character of dual inclination, There is no real 

disproportion between head and heart in this heroine; both 

learning and love are important to her. That is why 

Jer6nima cannot accept the traditional kind of marriage in 

66, Covarrubias, p, 817. 
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which the wife is limited to domestic activities, and this 

is the reason behind the frequently cited question in Act I: 

"cSiempre han de estar las mujeres / sin pasar la raya 

estrecha / de la aguja y la almohadilla?" {I, 100-102). 

Jer6nima is unable to restrict herself to a uni-

dimensional role. However, she makes it clear that she 

does not object to marriage per se. When Quiteria urges 

her mistress to emulate the scholarly Queen Isabella, who 

combined marriage, government and scholarship, the pro

tagonist responds: 

Dame tfi un rey Don Fernando 
que, a Castilla gobernando, 
me deja estudiar, que yo 
har£ mis dichas iguales (I, 130-133), 

Isabella and Ferdinand are symbolic of true equality, of 

mutually complementary talents and achievements. The pro

verbial phrase "Tanto monta Isabel como Fernando," and the 

monarchic symbol of the yoke and arrows suggest the strength 

implicit in the equal union of the Catholic Monarchs, 

Jerfinima's nature is such that she can accept nothing less 

than a marriage similar in kind. 

The evocation of the dual reign of Isabella and 

Ferdinand anticipates the heroine's dual role as "Doctor 

Barbosa" and his sister "Dona Marta" in Acts II and III, 

"Barbosa" is an ironic name, for Jer6nima is anything but 

masculine in appearance. Quiteria notes that "Doctor 

Barbosa" is called "el Hip6crates cap6n," which reminds us 
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of the epithets used to describe Dona Juana in Don Gil de 

las calzas verdes. Despite her feminine appearance, how

ever, Jer6nima is successful in both roles. As "Barbosa" 

she seduces her own rival and wins professional acclaim; 

and, as "Dona Marta," the heroine captivates Don Gaspar, 

With respect to Jerfinima's dual role, it is signifi

cant that "Doctor Barbosa" and "Doria Marta" are not merely 

brother and sister. They are twins, as "Marta" explains 

to Estefanla in the following speech: "Pario-nos d'uma 

vantrada / ambos os dous nossa max, / bem que elle nasceu 

primeiro" (III/ 3149-3151), Because twins are, para

doxically, symbols of opposites and symbols of unity, this 

relationship would appear to be connected to the basic 

paradox of love itself: that of love as illness-love as 

cure. For this reason, further consideration of the twin 

symbol is useful to the present study. 

In regard to the zodiacal Gemini, Cirlot notes that 

the celestial twins represent a ". , , characteristic phase 

of the cosmic process as symbolized in the Wheel of 

Transformations; the moment, that is to say, in which pure 

creative force (Aries and Taurus) is severed into two partst 

in such a way that one side of the dualism is elevated but 

the other descends into the multiplicity characteristic of 

67 
phenomena," This description could be applied to the 

67, Cirlot, p, 111, 



180 

actions of Jer6nima in a sense, for the protagonist con

sistently operates on two levels: the elevated realm of the 

intellect and the more earthly domain of deceit, illusion 

and intrigue. In this respect, Jer6nima reflects the double 

tendency of the Gemini to create and to destroy. 

The Gemini represent both Natura naturans and 

Natura naturata. Cirlot points out that this duality is 

sometimes exemplified in tales by masked beings or Protean 

68 
creations capable of becoming giants, men or animals. 

In a figurative sense, Jerfinima fits this description. As 

a dama tapada, she is a mystery person, a masked being. 

Furthermore, she is Protean in her ability to play several 

roles, including that of a man, convincingly and 

successfully. Finally, the heroine closely follows the 

pattern of the Gemini in medicinal rites in which they are, 

by virtue of their double but constant nature, both the 

doctorr-~and more particularly<-~the invalid, 

The twin symbolism is reinforced in other ways in 

El amor medico. For example, there is the fact of 

JerSnima's bilingualism and biculturalism. The pro

tagonist is equally at ease in Spanish or in Portuguese 

{as well as in Latin), Furthermore, she is keenly aware 

of the variations in acceptable behavior patterns from one 

68. Ibid, 

69, Ibid, 
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country to the other. JerSnima is also comfortable in her 

dual sexual roles, at least on the intellectual level. This 

would seem to be related to the fact that Gemini is the sign 

7 0 
of ", . . the objectivized and reflected intellect." 

The ultimate association to be made with twin 

symbolism in El amor m§dico is that of the hermaphrodite, 

71 which is closely linked to the Gemini archetype. The 

hermaphroditic figure represents the original unity of man 

who was first created in the form of a sphere incorporating 

72 
two bodies and both sexes, according to Plato, In 

addition, the hermaphrodite or androgyne is symbolic of an 

intellectual activity which is not in itself related to 

problems of the sexes; that is, the hermaphrodite 

transcends division and represents wholeness and total 

73 
integration of opposites. 

In her androgyny, JerSnima resembles Dona Juana of 

Don Gil de las calzas verdes, who is a Protean, transcendant 

character in her own right. Dona Juana exemplifies the 

androgynous nature of art, of the creative process. 

Analogously, Jer6nima typifies the hermaphroditic character 

of the intellect. Beyond that, the protagonist reveals the 

70. Ibid. 

71. Ibid., p, 138. 

72. Ibid. 

73. Ibid. 



182 

paradoxical nature of love, which is both sickness and cure, 

and of the lover, who is both victim and potential healer. . 

Finally, through the protagonist-intermediary we are led to 

discover love as both creator and creation; and that is the 

ultimate paradox of El amor medico. 

The Uniqueness of El Amor Midico 

Critics have tended to approach this play from the 

perspective of the "feminist" theme and its literary and 

historical antecedents. For example, Miss Kennedy conjec

tures that Tirso may have borrowed the detail of the 

university setting of El amor medico from the story of Dona 

Feliciana Enriquez de Guzman, who studied in Salamanca 

74 
disguised as a man. As for a literary precedent, the 

distinguished Tirsian scholar looks to Lucrecia, the heroine 

of Tirso's La fingida Arcadia (1622) as JerSnima's spiritual 

ancestress, for this heroine is a learned lady who is also 

proficient in the dialectics of Neoplatonic love. Further*-

more, this play features a doctor ", , . who is Love's 

glib physician to a master and mistress suffering from this 

m a l a d y , ^  

Carmen Bravo-Villasante alludes to Tirso"s treatment 

of the "feminist" theme, but elaborates no further, She 

74, Ruth Lee Kennedy, "El amor midico," p, 15, 

7 5, Ibid, 
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merely cites two Lope plays, La escolcistica joven and El 

alcade mayor, whose heroines assume masculine dress and who 

arrive "... a la universidad o al alto cargo exclusivamente 

7 6 
para lograr o castigar al amante ingrato." The super

ficial resemblance here sheds little if any light on Tirso's 

play. Serge Maurel also refers to the feminist theme of 

El amor medico, citing the frequent references to Queen 

Isabella as evidence of a feminist spirit which transcends 

limits of time: "... l'exemple cdlebre de la reine isabelle, 

que Tirso de Molina invoque aussitot, suffit a nous prouver 

qu'il entend bien etendre cette revindication [1'emancipation 

77 
de la femme] a un f£minisme qui d§passe son temps." And 

finally, Melveena McKendrick describes Jer6nima as a 

7 8 
"rational feminist" and "career woman." 

In the present study, we have attempted to reveal 

the protagonist of El amor medico as a unique character who 

departs from the literary-historical tradition of la 

disfrazada de var6n in several ways, and who surpasses the 

limitations implicit in the feminist designation. We con

clude that Jer6nima is far more than a daring feminist; she 

is a liberating force who transcends the boundaries of 

sexual identity and in so doing, attains satisfaction in the 

76, Bravo-Villasante, p. 120. 

77, Maurel, p. 233. 

78, McKendrick, Woman and Society, p, 236. 
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material, intellectual and spiritual domains. In brief, 

Jer6nima enjoys the best of all three worlds. 

When the heroine's brother dies in battle, she 

inherits his entire estate. This equality of material* 

wealth between man and woman brings to mind the symbol of 

the Gemini as beings who are independent yet united and 

equal. In the intellectual domain, Jer6nima is also 

independent and equal, indeed superior, to her male peers. 

The protagonist's success as teacher and healer is 

anticipated by the vltores or shouts of approval with 

which the "third act begins and ends. These triumphant 

echoes also anticipate Jerfinima's success in love, her 

fulfilled desire of union with Gaspar. 

From all the evidence contained within El amor 

medico it is apparent that Jer6nima is a transcendent 

personage who belies the opinion of Margaret Wilson that 

Tirso does not quite succeed in producing complex characters 

7 9 in the modern sense, Jer6nima seems entirely modern, even 

by present day standards, for she is "liberated" in the most 

profound sense of that word. The source of her liberation 

is found in her own personal genius? in her knowledge and 

wisdom? and in her dual nature, The protagonist of El amor 

medico exemplifies the triumph of ingenio over all else, 

including Nature itself. As Jer6nima explains; "He sido / 

79, Margaret Wilson, Spanish Drama of the Golden 
Age (Oxford; Pergamon Press, 1969), p, 101. 
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quien a la naturaleza / con ml industria he contradicho" 

CIII, 3624-3626). 

Jer6nima's balance of heart and mind permits the 

protagonist to restore health and order to the symbolically 

ill microcosm of the play, and to create harmony and 

wholeness where fragmentation exists. The path to this 

end is that of knowledge, understanding, wisdom and dis-

creci6n, and the reward is love, which, in its true form, 

is served by these exemplary human qualities. 



CHAPTER 6 

CONCLUSION: TRANSCENDENCE AS THE ESSENCE OF 
TIRSO'S COMIC CRAFT 

The representative secular comedies which are 

examined in this study offer various examples of Tirso's 

awareness of his craft and his skill as a comedic craftsman. 

The principal characteristics which have emerged from the 

analyses contained in the four preceding essays are 

summarized below: 

"Tirso's Theory of the comedia in Practice in El 

vergonzoso en palacio" reveals the playwright's concept of 

the comedia as a varied copy of life or traslado which 

serves as a "mirror of truth" for those who are capable of 

understanding its teachings. The implicit dynamism of the 

notion of traslado is reflected in the basic movement of El 

vergonzoso toward individual self-realization and the 

plenitude desired by God. 

"The Art of Entertainment in Por el s<3tano y el 

torno" has as its point of departure the closing speech of 

the play, in which the audience is instructed to consider 

Por el s6tano as "entertainment" and nothing more. In 

reality, this play is a biting satire of cupido which is 

ultimately rescued by libido; thus Tirso's art of enter

tainment reflects the complex meaning of the verb entretener 

186 
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as diversion? detention; and engagement of the attention for 

some serious purpose. In this sense, Por el s6tano 

exemplifies the dictum deleitar aprovechando. 

"The Art of Enredo in Don Gil de las calzas verdes" 

shows the dramatist's understanding of the potential 

superiority of Art over Nature, In this play, Tirso 

exploits all of the meanings of enredo through the 

machinations of the female protagonist. Dona Juana is a 

self-made artist whose invention, "Don Gil de las calzas 

verdes," is more real than any of the "real" characters in 

the play. In Don Gil, Tirso shows enredo to be an artistic 

process which mirrors the dramatist's own essential function 

as a creator of illusion and myth, 

"The Art of Order Restored in El amor midico" shows 

this work to reflect progression from the material level of 

existence to a more spiritual state through the exercise of 

intellect. The protagonist Dona Jer6nima is an exemplary 

intermediary because of her knowledge and personal genius. 

She acts as translator, teacher and healer to restore health 

and balance to the world of the play; in addition, Jeronima 

transcends the usual limitations of her sex to attain 

success in the material, intellectual and spiritual domains. 

As the preceding summaries reveal, each of the plays 

included in this study is an autonomous, self-contained 

work. At the same time, the detailed analyses of these four 

exemplary comedies bring to light some common characteristics 
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which are discussed in the remainder of this study. These 

include an emphasis on the superiority of ingenio, which 

overcomes obstacles to restore harmony to the imbalanced 

microcosm of the play; a parallel stress on the related 

concept of discreci6n in the sense of knowledge and wisdom? 

the reconciliation of the dualism of discreci6n and necedad 

through the actions of ingenious characters and with the aid 

of intermediary devices or traslados; and the playwright's 

awareness of the transcendence of intellect and Art as 

revealed through the creation of androgynous female 

protagonists who transcend anticipated boundaries in order 

to attain spiritually superior levels of existence. This 

transcendence reflects the playwright's awareness of his own 

challenge to create new and superior arquitecturas del 

ingenio fingidas within the containing structure of the 

comedia form and within the moral limitations of licitud, 

1 
As we have noted previously, the superiority of 

ingenio is acknowledged in El amor medico, when the Spanish 

ambassador Don Inigo observes that genius surpasses all else 

(todo el ingenio lo pasa), Ingenio, which derives from gen, 

2 3 
ingenium, refers to the source of creative intelligence. 

Its synonym is inventiva, which means ,r, , , dispositivos o 

1. Chapter 5, p, 13 9. 

2 .  Moliner 2, p. 132. 

3. Chapter 2, p. 9, 
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aparatos con que se facilita algo, o para encontrar medios 

4 
de cualquier clase para resolver dificultades." 

In the preceding essays the ingenious actions of 

certain characters have been discussed. For example, • 

Madalena of El vergonzoso employs irony, "psychodrama" and 

finally a direct, bold invitation in order to ensnare the 

reticent Mireno-Dionis. Juana, the heroine of Don Gil, 

creates a mythical personage who captures the imagination 

of all the other characters and convinces the renegade Don 

Martin that he is the object of pursuit by a supernatural 

and therefore irresistible force. And Jeronima of El amor 

medico dedicates her ingenuity to the development of an 

androgynous identity which aids her in curing the "illness" 

which pervades the ambient of the play. 

In contrast with the ingenious female protagonists 

described in the preceding paragraph, Mireno's behavior is 

characterized more by ingenuidad than ingenio; however, 

these two terms are complementary, for they represent dif-

5 
ferent derivatives of the same etymon gen. Whereas ingenio 

refers to superior powers of the intellect, ingenuidad 

describes an innate superiority of a different sort; for it 

g 
means "nacido en el pals y por ello, noble," In El 

4. Moliner 2, p, 132, 

5. Ibid. 

6. Ibid. 
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vergonzoso, Mireno's ingenuidad challenges Madalena's 

ingenio and finally merges with it through their union at 

the end of the play. 

Closely related to the concept of ingenio is that of 

discreci6n, which suggests "... agudeza de ingenio, 

abundancia y fecundidad en la explicacifin ... ," 

Piscreci6n and its adjective form discreto(a) are related 

to discernir, to discern or distinguish. This connection 

is seen in the definition of "the age of discretion," that 

is, la edad en que se empieza a discernir las cosas, y 

8 
a hacer juicio de ellas." A fuller definition of 

discreci6n is "Prudencia, juicio y conocimiento con que se 

distinguen y reconocen las cosas como son, y sirve para el 

gobierno de las acciones y modo de proceder, eligiendo las 

9 
mSs a prop6sito," 

As has been noted previously, Tirso's definition of 

discreci6n, like that of St. Isidore, equates discreto with 

doc to, that is, "learned" or "wise."1^1 In this sense, and 

in those quoted in the preceding paragraph, discreci6n is 

seen to be an active, positive principle whose opposite is 

the passive and negative principle of necedad, whose 

7. Autoridades 3, p, 298. 

8. Ibid. 

9. Ibid., p, 297. 

10. Chapter 5, p, 171. 
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adjectival form necio comes from Latin nescius, a negative 

11 
derivative of scire, "to know." In the representative 

plays included in this study, the characters are divided 

into two opposing groups of discretos and necios. The 

dualism of discreci6n and necedad eventually results in the 

triumph of the positive forces; for, as Cirlot notes in 

reference to all such polarities, the higher powers , 

transmute matter (that is, the passive, negative or inferior 

12 
principle), redeem it and bear it upwards." 

Discreci6n in these exemplary comedies is primarily 

displayed- by those characters who become aware early on of 

their "fallen" condition, and who work to redeem their 

moral loss. The three characters who best exemplify this 

awareness are Madalena of El vergonzoso; Juana of Don Gil; 

and Jer6nima of El amor medico. Bernarda, the main charac

ter of Por el s6tano, does not recognize her own fallen 

state and must be led out of the labyrinth by the other 

characters; more will be written in regard to this character 

further on, 

The concept of the fallen state suggests the symbol 

of the maze which, as Cirlot points out, alludes to ". . , 

the loss of the spirit in the process of creation , , , and 

11. Moliner 2, p. 4 97. 

12. Cirlot, p. 86. 
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13 
the consequent need to seek out the way . . . ." Of 

course, the labyrinth is implicit in all cornedias de 

enredo; however, it is especially apparent in the complexity 

of plot of Don Gil; in the movements of the characters in 

El verqonzoso through the dangerous passages of the forest 

and the palace; and in the circular and subterranean move

ments of the characters in Por el s6tano. The fundamental 

problem of extrication from the labyrinth is summed up by 

Jeronima in El amor mSdico, when she asks the servant 

Quiteria: "dC6mo hallarS la salida / de tan encantada 

Creta?" (II, 2099-2100). 

Quiteria's response to this question is edifying; 

"Si no la da algGn poeta, / no la esperes en tu vida" (II, 

2101-2102). These words suggest the redemptive power of 

Art, and of the creative intellect; thus they remind us that 

ingenio and discreci6n are at the service of redenci6n, 

which in these plays means that they serve love. And love, 

through the sacrament of marriage, will ultimately allow 

these worldly characters to approach the divine. 

Like Madalena, Juana and Jer6nima, Mireno is also 

aware of his fallen state; however, unlike the female 

characters, his knowledge is intuitive rather than 

conscious. Mireno is necio in the sense of "unknowing" or 

"inexperienced"; when he arrives in Avero, he has not yet 

13. Ibid., pp. 166-167. 
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attained the "age of discretion"? that is why he is unable 

to discern and respond to Madalena's sexual messages until 

their urgency provokes an open declaration. At that point 

Mireno-Dionis realizes his potential for discreci6n. His 

transformation, which appears to be sudden, is the result of 

a process of enlightenment engineered by Madalena's 

inventiveness, 

The other necios in the plays under consideration 

differ from Mireno in that they are engaged in obsessive 

behavior which is morally harmful. Because their vision is 

impaired, mediation is necessary in order for learning and 

transformation to take place, Bernarda of Por el s6tano is 

the character who best exemplifies impeding necedad; for she 

is entrapped by her own avarice to such an extent that, 

although she acknowledges her passion for Fernando, she must 

still be led to love and marriage through the combined 

efforts of the other principal characters and four servants 

who act as go-betweens, As we have noted, Bernarda is a 

"blocking" character whose defect causes her to impede her 

own progress, 

Don Martin, the faithless lover of Juana in Don Gil, 

is also the victim of his own greed? it is the motive of 

his abandonment of Juana, and the subsequent cause of his 

pursuit and persecution by "Don Gil de las calzas verdes," 

Martin's inconstancy and avarice are redeemed through the 

mediation of Juana's ingenious dramatic creation, Don 
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Gaspar of El amor medico is not avaricious, but he is 

inconstant. His inconstancy or mudanza throughout much of 

the play indicates that he has not attained the "age of 

discretion"; that is why he is confused by Jer6nima's" 

various identities until she leads him beyond his state of 

necedad by her final revelation at the end of the play. 

Antonio and Serafina in El vergonzoso both pursue 

knowledge which in itself implies movement toward 

discrecifln; however, because the kinds of knowledge which 

they seek are limiting rather than enriching, their progress 

toward diScreci6n is retarded. Both Antonio and Serafina 

commit "sins of omission"; Antonio's sin is his failure to 

realize his potential, and that of Serafina is her refusal 

to love, which Juana describes as a form of cruelty. When 

Serafina asks "cQu£ crueldad / has visto en mi?" (II, 850-

851), the reply is "No tener / a nadie amor" (II, 852-853). 

Antonio and Serafina move toward discrecifin through 

the mediation of different kinds of traslado. The portrait 

of Serafina causes her to fall in love with the supposed 

"Don Dionis"; this copy inspires Antonio to become a "copy" 

himself, and, as the false "Don Dionis" he lases his 

impotence and becomes an active force, as he confesses in 

the final scene: "en su nombre iDionis] goc§ anoche / la 

belleza y bien mSs alto / que tiene el amor" (III, 1598-

1600). 
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Because of Antonio's deceit, Serafina and her 

fianc£ Estremoz call for his death; however, Juana inter

cedes by revealing Antonio's true identity. He is pardoned 

by the Duke and granted Serafina's hand in marriage. By the 

end of the play, Antonio and Serafina have gained knowledge 

and a greater degree of discreci6n through painful and dis

illusioning experience. In surpassing their previous states 

of limited knowledge, they begin to progress toward the 

greater good implicit in the sacrament of marriage. 

In the economy of the plays under consideration, 

discreci6n seems to involve a process of intellectual and 

emotional awakening or "coming of age" which is necessary 

to growth and transcendence. This awakening is aided by 

ingenio in its inventive, generative sense. In its turn the 

dynamic principle of ingenio is reinforced by that of 

traslado, whose basic meaning is related to the definition 

14 
trasladar, that is, "llevar o mudar de un lugar a otro." 

As Professor ter Horst notes in reference to El vergonzoso, 

", . . there is a Tirsian dynamic in traslado. Motion and 

15 
energy are basic to it." 

Another meaning of traslado is copia, whose first 

meaning is abundancia, according to Covarrubias.^^ The dual 

14. DRAE, p. 1479. See also the various meanings 
of "translation" in Chapter 5, p. 169. 

15. ter Horst, p. 14. 

16. Covarrubias, p. 3 55. 
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meaning of copia as "abundance" and "copy" brings to mind 

Serafina's description of the comedia as un traslado de la 

vida which reflects life's richness and diversity. 

Furthermore, the notion of abqndance suggests the infinit~ 

capacity of the creative intellect to create new structures 

which tr&nscend their origins. Seen in this light, a 

relati~nship between traslado and ingenio ~ay be drawn, 

The exploitation of div~rse modes of traslado or 

translation has been discussed in reference to El amor 

m~dico. 17 These modes may also be found in the other plays 

of this study, The most literal manifestation of traslado 

is seen in the travel motif which occurs in all four works, 

In El amor medico, the ambassador Don Inigo praises travel 

because it increases knowledge and thereby contributes to 

discreci6n~ 18 What the amb&ssador says of travel might also 

be applied to the other lllO~es of tran,slation, for all lead 

to knowledge, transformation and transcendence of the 

''fallen'' state. 

All ot the main characters in these representative 

plays travel in pursuit of individual goals, Mireno 1 for 

example, jou+neys from country to palace in seC;\rch of his 

t~ue identity. Paradoxically, the hero le&ves his source 

in order to rediscover it through his quest, This simple 

17, See Chapter s, pp, 169-177. 

18, Ibid,, p. 170. 
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motion or "genetic deed," as Professor ter Horst calls 

19 
it, leads to Mireno's rebirth as "Don Dionls," 

Juana and Jer6nima are also "reborn" as a result of 

their travels, Juana's voyage from Valladolid to Madrid 

leads to her rebirth through art; for as "Don Gil" and 

"Dona Elvira," she is able to gain control of her world and 

reorder it to her advantage. Thus the power of myth, 

which is a form of traslado, is affirmed. As for Jer6nima, 

we have seen that her journey from Seville to Coimbra leads 

to her becoming an exemplary mediatrix, teacher and healer. 

More thari any other character, JerSnima reveals the func

tions of traslado in the process of transformation, 

Bernarda of Por el sQtano is also a traveler, and 

her voyage from Guadalajara to Madrid leads to an improve

ment of her existent state; her dominant passion of cupido 

merges with libido by the end of the play. However, only a 

partial transcendence occurs in this satirical work, whose 

action remains on the level of the two conflicting passions 

of greed and sexual desire. 

The contrast between Bernarda's degree of 

transcendence and those of Madalena, Juana and Jer6nima may 

be seen in the light of another meaning of traslado; that of 

translation or mediation. The protagonists of El vergonzoso, 

Don Gil and El amor medico are intermediaries in a figurative 

19, ter Horst, p. 11, 
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sense. Bernards, however, is literally a go-between who is 

willing to sell her own sister for a handsome profit. 

Ironically, this plan against nature is thwarted by the 

actions of the servants, who act as go-betweens on thd side 

of libido and are therefore morally superior to the greedy 

Bernarda. 

In a certain sense, the go-between servants in Por 

el s6tano represent a superior copy of Bernarda1s behavior, 

and so reflect on a parodic level the notion of copies 

which are superior to their originals. On a different 

plane, such superior copies are found in the other plays. 

They are particularly evident in El vergonzoso. The first 

example is that of the deer heads which are called "copies 

of men," while the noblemen whose doors they adorn are 

called "stags in the form of men" (que en figuras de hombres 

20 
son venados), In a brief discussion of this image we have 

stated that the deer heads reveal to men their animal 

natures; however, there is another potential meaning which 

is related to a higher level of existence. 

As we have indicated with regard to the dual 

reference of the adjective coronado to "crowns" and 

21 
"antlers," the stage and their human counterparts are 

closely linked. In addition, Professor ter Horst points out 

20, Chapter 2, pp. 28-29. 

21, Ibid,, p. 29. 
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that the etymon of venado is venator, the Latin word for 

22 "hunter." Because of this merging of meanings, the 

symbolism of the animal may be attached to the man. Thus 

the human being may see in his animal counterpart a metaphor 

of regeneration and growth (because of the periodic renewal 

23 
of the deer's antlers), and a symbol of elevation. 

For these reasons, the stags suggest movement from the hunt 

to a higher quest; also, they anticipate the transcendence 

to be gained from that movement. 

The second traslado in El vergonzoso is Serafina's 

play, La portuguesa cruel. In her play-acting she imitates 

the emotions of love without having experienced love itself. 

This role playing anticipates the real emotions which 

Serafina will experience when she discovers another 

significant traslado: the portrait of the supposed "Don 

Dionls," which is of course a likeness of Serafina herself 

in masculine disguise. This copy achieves what no human 

original has been able to do; for, in contemplating her own 

image, Serafina realizes her potential capacity for loving 

rather than only imitating the emotions of love. Thus the 

copy is superior to the original, for it leads Serafina to 

love and its potential plenitude. 

22. ter Horst, p. 11. 

23. Cirlot, p. 294, 
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In addition to the copies discussed in the 

preceding paragraphs, there is the example provided by 

Mireno-Dion!s himself. Dionis is a traslado of Mireno, 

and, as Professor ter Horst notes, the copy is superior to 

the original, 24 In a different way, the invented "Don Gil 

de las calzas verdes" ts also superior to his original 

form; this is to say that, as "Pon Gil," Juana regains the 

power which she has lost through Martin's seduction and 

abandonment. As we have noted previously, fiction is more 

powerful than reality in Don Gil de las calzas verdes, 

The abundance of copies wnich are superior to their 

originals represents a kind of ironic reversal which seems 

to be characteristic of Tirso's comedic world, This reversal 

is also seen in the portrayal of female protagonists who are 

far more energetic, bold and resourceful than the men whom 

they pursue. In their actions, Madalena, Juana and 

Jer6nima belie the notion that woman corresponds to the 

passive principle in nature, This does not mean that these 

women are "masculine,'' although they possess qualities 

associated with masculinity. Rather, as we have stated in 

reference to Juana· and Jer6nima, they a+e superior beings 

wno rise above the limitations of their sex, and in this way 

they reflect the inherent superiority of the androgyne, 

24, ter Horst, p. 15. 
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The ingenuity of Tirso's female protagonists also 

serves to reveal their androgynous nature; for, as the 

androgyne or hermaphrodite is primarily a god of procrea-

tion, there is an implicit connection with the generative 

power of the intellect. The relationship between androgyny 
1 

and ingenuity is described in The Secret Doctrine by H. P. 

Blavatsky (London, 1888). According to this writer, "· • , 

all peoples regarded their first god as androgynous, because 

Primitive humanity knew that he had sprung · from 'the mind,' 

as is shown by many traditions such as that of Minerva 

springing·from the head of Jupiter"n 25 

As ingenuity is androgynous, so is Art, which 

surpasses life in Tirso's comedic world, Andree Collard 

notes thqt, in Los Cigarrales, the playwright attempts to 

penetrate "the essence of artistic transformations" through 

his analogy of the poet-artificer and the g&rdener, botp of 

whom combine the "contradictory· elements of nature" in hopes 

of attaining an harmonious creation which will surpass the 

original component parts. 26 For the poet, thi.s ch&llenge is 

further complicated by the necessity of achieving this 

superior synthesis within the framework of ~rtistic and 

moral limitations. 

25. Quoted in Cirlot, p. 140. 

26. Collard, p. 65. 
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In the ingenious machinations of his androgynous 

characters, Tirso mirrors his own problem, which is to 

transcend boundaries by giving full play to his creative 

intelligence. Furthermore, the androgyny of the playwright's 

female protagonists reflects TSllez' own dual nature; he is 

both dramatic poet and religious, a fact which challenges 

the critic to ". , . find the connection between the sacred 

and the profane in Tirso's universe," to quote Professor 

27 ter Horst. 

A connection between the two realms may perhaps be 

seen in the journey of the characters through the labyrinth 

of confusion, uncertainty and suffering. This voyage results 

in redemption through the attainment of discreci6n, which in 

its turn is realized through the exploitation of the diverse 

forms of traslado (travel, mediation, "copies of life") and 

also through the exercise of ingenio by those who mediate. 

The reconciliation of the dualism of discreci6n and necedad 

implies androgyny, which in turn suggests transcendence and 

harmony. 

Tirso's exemplary secular comedies reflect Serafina's 

description of the cornedia nueva as a "feast for the senses" 

Cde los sentidos banquete) and a "bouquet for all tastes" 

Cde los gustos ramillete). Discreciftn is necessary for the 

public who would partake of this abundance; for, as Serafina 

27, ter Horst, pf 3. 
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declares, the comedia is "sustento de los discretos ... / 

que mata de hambre a los necios" (II* 773, 781). 

For a public which possesses sufficient powers of 

discernment, these plays can serve as traslados which lead 

to edification and transformation, for all contain human 

truths which give the comedies a "modern," timeless quality. 

These truths serve a liberating function and offer proof of 

Tirso's implicit affirmation that the comedia presents 

limitless opportunities for enjoyable enlightenment. 

The plays treated in this study also attest to the 

dramatist's clear understanding of his craft, and especially 

of the power of ingenio to convert matter into new forms 

which are artistically and morally superior to their humble 

origins. The essence of Tirso's comic craft is revealed in 

his concern with the surpassing of limitations whose 

transcendence reflects worldly progression toward the 

divine. 
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