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ABSTRACT 

Recent critical studies of Miguel de Cervantes' 

prose fiction have identified the central critical concern 

of Cervantes' art: the interplay of illusion and reality, 

history and fiction, criticism and creativity. This 

dissertation approaches Cervantes' comic interludes, the 

Ocho entremeses of 1615, from the perspective of their 

relationship to the Cervantine exploration of the boundaries 

of life and literature. The purpose of this dissertation is 

to interpret the aesthetic meaning of each play and to 

analyze the creation of dramatic illusion in the plays. 

Illusion is essential to drama. The dramatist must 

convince the audience that the action on the stage is a 

plausible representation of life. The Ocho entremeses can 

be read as a dramatization of the techniques used by 

Cervantes to construct a verisimilar plot and to insure the 

audience's "willing suspension of disbelief." Cervantes' 

first step in creating the illusion of reality is to depict 

the everyday life of lower- and middle-class Spaniards. 

Yet Cervantes' artistic genius transforms the amusing 

cuadros de costumbres into humorous illustrations of 

dramatic composition. 

El juez de los divorcios and La elecci6n de los 

alcaldes de Daganzo use the fantasy of civil divorce and the 

v 
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comic tradition of the alcalde rfistico to present the very 

real problems of marital discord and corruption in govern

ment. In El rufi5n viudo, the confusion between history and 

fiction is illustrated by the evolution of EscarramSn from 

poetic creation to autobiographer to dramatic character. 

In La guarda cuidadosa/ the economic realities of modern 

marriage are presented in the framework of a medieval 

literary topos. In the last four entremeses—El Vizcaino 

fingido, El retablo de las maravillas, La cueva de Salamanca, 

and El viejo celoso—-the play-within-the-play device draws 

our attention to the aesthetic problems of dramatic composi

tion. The surrogate artists presented in these plays reveal 

Cervantes' own techniques for the forging of a dramatic 

fiction. 

Each entremgs is discussed in a separate essay which 

outlines the plot and its principal sources, discusses the 

structure of the interludef and analyzes the theme of the 

play. 



CHAPTER I 

INTRODUCTION 

Recent critical studies of Cervantes' works have 

focused on defining his ideas about literature, especially 

his theory of prose fiction. E. C. Riley and Alban K. 

Porcione, through careful comparison of the critical canons 

of the major neo-Arlstotelian theoreticans of the 

sixteenth and seventeenth centuries to Cervantes' applica

tion and inclusion of these theories in his prose fiction, 

have done much to identify and illuminate the central 

problem of Cervantes' work: the interplay of life and 

literature, history and fiction, illusion and reality.*'" The 

form and structure of Cervantes' comedias and his dramatic 

theory as revealed in the longer plays have been the topics 

2 
of several recent dissertations. The entremeses, however, 

1, E. C, Riley, Cervantes's Theory of the Novel 
(Oxford: Clarendon Press, 1968); Alban K. Forcione, 
Cervantes, Aristotle, and the "Persiles" (Princeton: 
University Press, 1970). 

2. Earl G. Thompson, Jr., "Elements of Form: A 
Structural Analysis of Cervantes' Three- and Four-Act 
Dramas," Diss. Illinois 1973; Nicholas C, Kanellos, 
"Cervantes and the comedia nueva: A Comprehensive Survey 
of his Dramatic Theory and Practice," Diss. Texas 1974; and 
Edward H. Friedman, "The Unifying Concept: An Approach to 
the Structure of Cervantes' Comedias," Diss. Johns Hopkins 
1974. 

1 
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have not attracted a similar critical elaboration. The 

analyses of the Ocho eritremeses (published in 1615) have 

concentrated on their portrayal and criticism of con

temporary social conditions, their humor, their methods of 

characterization, and their contribution to the evolution 

of the ggnero chico. In El teatro de Cervantes, Armando 

Cotarelo y Valledor studies the possible sources and 

3 influences of the entremeses. Amelia Agostini de Del Rio 

provides extensive lists of characters, types of humor, and 

sociological references in the eight interludes and the 

two interpolated passing scenes in La entretenida and Pedro 

de Urdemalas, but fails to analyze the literary merits of 

the works in relation to Cervantes' central critical 

concern.^ Eugenio Asensio's Itinerario del entrem£s desde 

Lope de Rueda a Quirjones de Benavente situates Cervantes' 

5 
works in the history of the dramatic sub»-genre „ Asensio, 

in his review article for the Suma cervantlna, and Joaquin 

Casalduero, in his Sentido y forma del teatro de Cervantes, 

have done the most to advance the literary criticism of the 

3. Armando Cotarelo y Valledor, El teatro de 
Cervantes (Madrid: Tip, de "Revista de Archivos, 
Bibliotecas y Museos," 1915). 

4. Amelia Agostini de Del R£o, El teatro c6mico de 
Cervantes (Madrid: Imprenta Aguirre, 1965). 

5. Eugenio Asensio, Itinerario del entremis desde 
Lope de Rueda a Quinones de Benavente (Madrid: Gredos, 
1965) . 
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entremeses, but their studies are necessarily brief.6 This 

dissertation is the first comprehensive study of the Ocho 

entremeses to discuss the plays from the perspective of 

their relationship to Cervantes' interest in the interplay 

of illusion and reality. The purpose of this dissertation 

is to interpret the aesthetic meaning of the plays and to 

analyze the creation of dramatic illusion in the eight 

interludes. 

6. Eugenio Asensio, "Entremeses," in Suma 
cervantinar ed. J. B. Avalle-Arce and E. C, Riley (London: 
Tamesis, 1973), pp. 171-197; Joaquin Casalduero, Sentido y 
forma del teatro de Cervantes (Madrid: Gredos, 1966). 



CHAPTER II 

EL JUEZ DE LOS DIVORCIOS AND LA ELECCION 
DE LOS ALCALDES DE PAGANZQ 

El juez de los divorcios--in prose-—and La elecci6n 

de los alcaldes de Daganzo--in hendecasyllabic free verse— 

are processions of comic characters structured around a 

central theme. In El juez, four unhappy couples plead their 

cases before the divorce court judge and in La elecci6n, 

four rustics present their candidacies to the town officials. 

The humor of the two plays derives from the impossibility 

of granting the divorces and the incompetence of the 

candidates. Although the plays lack a linear plot develop

ment, theme and rhythm provide an artistic unity. In El 

juez, the tone alternates between the emotional accusations 

of the petitioners and the calm reasoning of the judge. The 

judge becomes more a marriage counselor than a final 

arbiter. In La elecci6n, Cervantes creates a tension 

between the need for deliberation in the proceedings and 

the need to reach a decision as soon as possible. The 

examination is constantly interrupted by the petty 

internecine quarrels of the electors and the intrusion of 

outsiders. Both plays end with a temporary truce rather 

than a resounding resolution of the conflict. The actual 

conclusions^-the denial of the petitions and the election 

4 
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of Pedro de la Rana—are postulated but postponed. Although 

the two plays are hot as rich in literary allusions as their 

companion pieces, at times they suggest the Cervantine 

obsession with illusion and reality, history and fiction, 

and generic boundaries that characterizes the artistry of 

the other six entremeses, 

El juez de los divorcios presents a lively parade of 

characters unified by their common desire to escape from the 

oppressive bondage of matrimony. Although most of the 

characters are based on stock comic types, such as the 

infirm old man, the impoverished soldier-poet, the blood

letting surgeon, the pedantic scribe, the greedy lawyer, and 

the shrewish wife, Cervantes succeeds in creating interesting 

individual personalities for the seven petitioners. This 

individualization is occasionally produced at the expense of 

the dramatic form. As Asensio notes, Guiomar's lengthy 

description of her husband's idle days and sleepless 

nights, the Soldado's detailed fantasy about the life of a 

comisario, and the GanapSn's portrait of his ill-tempered 

wife are more suited to the artistic canons of prose fiction 

than to the rapid-fire comic exchanges of the entrem^s 

The humor and conflict of the play are developed 

through dialogue rather than action. The figure of the 

judge provides a sense of continuity to the cases. In the 

1, Asensio, Itinerario, p. 100. 
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first two sequences, the women speak first and their 

husbands answer the accusations with defenses and counter

charges. In the third scene, the Cirujano is the first to 

present his claims, and in the fourth, only the husband is 

present. Although each episode is a unit, the characters 

provide links between the cases. As Mariana observes, both 

she and Dofia Guiomar suffer from the sexual indifference of 

their husbands. The Cirujano serves as a witness for the 

fourth case when he testifies on behalf of the GanapSn: "Ya 

conozco yo a la muger deste buen hombre, y es tan mala como 

2 mi Aldonga." The separate cases reach a common truce 

imposed by the intervention of two musicians, sent by a 

couple that has been reconciled through the efforts of the 

Juez. 

The first case is that of Mariana and the Vejete. 

Mariana can no longer tolerate her husband's old age, 

infirmities, and impotence. Mariana, a woman of extremes, 

seeks the radical solution of divorce as the only alterna

tive to certain death. In her appeal to the judge's 

compassion, she states that he alone holds the key to her 

salvation: "Vuessa merced, serlor juez, me descase, si no 

quiere que me ahorque" (IV, 6). According to Mariana, the 

2. Miguel de Cervantes Saavedra, Comedias y 
entremeses, ed. Rodolfo Schevill and Adolfo Bonilla, IV 
(Madridr Imprenta de Bernardo Rodriguez, 1918), 18. All 
quotations from the entremeses are taken from the Schevill-
Bonilla edition. 
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Vejete is 110 longer a man but a skeleton, an "espuerta de 

huessos" who has "ni ... ojos con que ver, ni oydos con que 

oyr, ni pies con que andar, ni mano con que tocar" (IVr 

10). Her nightly ministrations have robbed her of her 

youthful beauty. Still a sensual woman, she rejects with 

horror the Vejete's suggestion that they retire to separate 

convents. She refuses to trade one sexless incarceration 

for another. 

Cervantes matches this dramatization of the song of 

the malmaridada with the plaint of the malmaridado. The 

Vejete protests that he is the martyred victim of this 

harpy: "Veynte y dosafios ha que viuo con ella martyr, sin 

auer sido jamas confessor de sus insolencias, de sus vozes 

y de sus fantasias" (IV, 8). Her compassionless nursing and 

sexual demands have pushed him to the brink of his grave. 

The exposure of their private life in open court has 

brought public shame to this poor, honorable man. The 

Vejete's pose as the humble martyr who wishes to find a 

solution within ecclesiastical limits achieves its desired 

effect on one member of the audience. The procurador 

proclaims that the Vejete is "prudente," 

This first case is based on the stock comic situa

tion of the inevitably unhappy marriage of an old man and a 

young girl^--a theme Cervantes also explores in El viejo 

celoso and El celoso extremeno. Yet here Cervantes has 

added an ironic twist to the traditional formula, Mariana, 



8 

unlike Lorenza and Leonora, is not a naive, nubile beauty. 

She has been married for twenty-two years and, despite her 

self-portrait, is hardly in the "primauera" of her life. 

The Juez, noting that Mariana enjoyed twenty years of 

marital happiness before the suffering of the last two 

years, advises that she accept the bad with the good. He 

refuses to grant the divorce: "quia nullam inuenio causam" 

(IV, 10). His use of Pontius Pilate's famous pronouncement 

of Christ's innocence in reference to this ridiculous 

petition is comically ironic. 

The problem between Doria Guiamar and the Soldado is 

money. According to Guiomar, her husband is a "leno"—a 

lazy gossip, social parasite, and poetaster who tosses and 

turns all night composing sonnets for a friend. Despite 

their economic problems, Guiomar boasts that she has not 

turned to some "vileza" to support her household. As 

Asensio points out, this figure of the honorable but 

shrewish wife, common to the French farce, is the only 

3 
example of the type in the history of the Spanish entrem^s. 

At first the Soldado passively accepts his wife's 

accusations, in the hopes that the Juez will take pity on 

the poor woman and thereby release the Soldado from his 

suffering: "Quiza, con no defenderme ni contradezir a esta 

muger, el juez se inclinarS a condenarme, y, pensando que me 

3. Asensio, Itinerario, p. 110, n. 8. 



9 

castiga, me sacara del cautiuerio, como si por milagro se 

librasse vn cautiuo de las mazmorras de Tetuan'' (IV, 10-11). 

Finally breaking his silence, the Soldado explains that he 

cannot secure a position as a comisario because he is 

married. His detailed reverie of the life of a comisario, 

mounted on his broken-down mule, carrying his saddlebags 

full of cheese and bread and his wineskin, and send i ng home 

his meager earnings, is a delightfully funny fantasy. 

The Cirujano states that he has four good and 

sufficient reasons for divorce: "La primera, porque no la 

puedo ver masque a todos los diablos; la segunda, por lo 

que ella se sabe; la tercera, por lo que yo me c~llo; la 

quarta, porque no me lleuen los demonios, quando desta vida 

vaya, si he de durar en su compafiia has ta mi muerte" (_IV, 

16). His "quatro causas" comically reduce to one: he hates 

his wife. Aldon~a de Minjaca is ready to match her 

husband's four reasons with tour hundred complaints, but the 

Juez prudently stops her recitation after the first four. 

She says that her husband is a jea lous and deceitful man who 

married her under false pretenses; he claimed he was a 

"medico de pulso" when, in fact, he was only a blood

letting "cirujano." 

The final petitioner, the Ganapgn,. depicts himself 

as a good, humble cristiano viejo whose noble experiment in 

reforming a prostitute has failed. He pleads guilty to the 

vice of drinking, the source of his problem~ The 
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"soberuia" of his wife has turned his marriage into a 

living hell. He spends all his time defending her against 

the customers she has cheated and insulted. The GanapSn 

claims he would be willing to settle for an improvement of 

her character—a request no less preposterous than his 

petition for divorce. 

As can be seen from these brief sketches. El juez 

de los divorcios presents the very real problem of marital 

discord, but in the imaginary setting of a civil divorce 

court. As the Diccionario de autoridades indicates, 

divorces were granted by ecclesiasticalr not civil judges: 

"Divorciarse. v.r, Separarse, apartarse la muger del 

marido, o al contrario, junto con los bienes de cada uno, 

4 
procediendo sentencia para ello del Juez Eclesictstico," 

The canons of the Council of Trent approved only two grounds 

for divorce: adultery and the conversion of one of the 

5 partners to a different religious sect. The unhappy 

couples who appear before Cervantes' judge base their 

petitions on the clearly unacceptable grounds of incom

patibility, The "never-never land" setting of the play 

allows Cervantes to discuss a subject that was unthinkable 

in his day. The fantasy of civil divorce is resolved by 

4. Real Academia Espafiola, Diccionario de 
autoridades (Madrid: Gredos, 1963), III, 320. 

5. See Robert V, Piluso, Amor, matrimonio y honra 
en Cervantes (New York: Las Americas, 1967), p"! 39. 
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the poetic ideal of marital bliss, the illusion of concilia

tion, that is expressed in the estribillo of the closing 

song: "Mas vale el peor concierto / que no el diuorcio 

mejor" (IV, 19). The conclusion of the entrem^s on a 

harmonious note has led several critics to interpret the 

play as a justification and glorification of the sacrament 
g 

of marriage. Yet the strength of the marriage bond is 

witnessed to principally by the suffering, rather than the 

happiness, it can create. 

El juez de los divorcios is an interesting play 

because its comedy is based on an essentially non-comedic 

situation. The traditional comedic situation, as Alexander 

A. Parker indicates, is the restoration of the social order 

7 through the sacrament of marriage, Golden-Age dramas 

generally approach marriage from one of two points of view: 

pre-union courtship (comedias de capa y espada) or post-

union adultery (dramas de honor). Here marriage is 

approached from the perspective of a desire for separation 

that has not been prompted by infidelity. Unlike the 

idyllic picture of marital bliss seen in PeribSnez —one of 

6. See Cotarelo y Valledor, p. 651; Julius L. 
Klein, Geschichte des Spanischen Dramas, II (Leipzig: T, 0, 
Weigelr 1874), 136; Rafael de Balbin Lucas, "La construcci6n 
tera&tica de los entremeses de Cervantes," Revista de 
Filologia Espafiola, 32 (1948), p. 418. 

7. Alexander A. Parker, "The Approach to the Spanish 
Drama of the Golden Age," Tulane Drama Review, 4, No. 1 
(1959), p. 49. 
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the few scenes of everyday marital domesticity in Go l den-Age 

literature--El juez presents the realistic complicat i ons, 

such as sexual or emotional incompatibility and economic 

problems, that can arise in marriage. Just as Cervantes 

extends the boundaries of the form of the genre by including 

"novelistic" passages, he extends the limits of subject 

matter available for dramatic treatment. 

La elecci6n de los alcaldes de Daganzo belongs to 

the comic theatrical tradition of alcaldes rusticos. The 

theme exploits the classic confrontation between city and 

country life. Here the confrontation is seen from the 

perspective of urban sophistication. The humor derives from 

the audience's sense of superiority over the ridiculous 

country bumpkins. As Noel Salomon's extensive study shows, 

the first dramatic manifestation of the theme is found in 

Gil Vicente's Farsa do Juiz d~ Beira (1525?) . 8 There are no 

alcaldes rasticos in the theatre of Lope de Rueda, but the 

theme reappears in some of Lope de Vega's early comedias 

pastoriles, Pedro de Padilla's "Romance pastor i l de l a 

elecci6n del alcaide de Bamba," included in his Tesoro de 

8. Noel Salomon, Recherches sur le theme paysan 
dans la "comedia" au temps de Lope de Vega (Bordeaux: 
F~ret et Fils, 1965), p. 100. All of the i nformation on the 
general characteristics of the alcalde r u stico tradition is 
taken from Salomon's study, pp. 92-129. 
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varias poesias (158 0), inaugurates the situation of the 

9 quarrelling magistrates gathered to elect a new alcalde. 

La elecci6n and Cervantes' Pedro de Urdemalas 

reflect the chief characteristics of the dramatic sub-

genre. One of the principal duties of the alcalde was to 

arrange marriages. In Pedro de Urdemalas, the alcalde 

Martin Crespo unwittingly grants the hand of his daughter 

Clemencia to the poor peasant Clemente, who had been aided 

in his scheme by the clever Pedro. Another important 

responsibility was the organization of public spectacles to 

celebrate holy days. As Salomon notes, this second function 

was based on fact: "les 'alcaldes' villageois de la r6alit£ 

ayant pris effectivement 1'habitude, vers 1600, de commander 

tels spectacles aux directeurs de troupes th^atrales."10 In 

La elecci6n, the regidores audition a troupe of singing and 

dancing gypsies for the approaching festival of Corpus 

Chri-sti, The humor of this convention was often based on 

the rustics' vain attempt to surpass the grandeur of the 

urban performances. This pretension is reflected in 

Martin Crespo's ridiculous and unsuccessful plan to 

entertain the King with a truly unique dance recital; the 

dance was to be performed by men in women's clothing. The 

audience with the King represents another of the stock 

9, Asensio, Itinerario, p, 101. 

10, Salomon, p. 103. 
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comic situations of the theme. The royal reception 

typically exploited the linguistic confusion of cultured 

speech and sayagu^s. In La elecci6n, Cervantes uses this 

stylized convention of rustic speech on a limited basis. 

Algarroba repeatedly corrects Panduro's misuse of unfamiliar 

words, such as "sorbe" for "orbe," "potra-medicos" for 

"protamedicos," and "friscal" for "fiscal." Panduro also 

metathesizes "Majestad" to "Jamestad," pronounces "hablad" 

as "habrad," and invokes the non-existent rustic saints 

Junco and Pito. Another characteristic trait of the alcalde 

rtistico is his capricious system of justice, which awards 

outrageously severe punishments for minor crimes. The 

scene in which Martin Crespo selects his sentences—prepared 

beforehand by the mischievous Pedro—from a hat is a comic 

gem. 

The most general characteristic of the rustic 

magistrate is his inexorable obstinacy and foolish pride. 

The constantly~repeated "Yo soy alcalde" serves as a 

magical incantation, an assertion of identity, power, and 

privilege. An adjunct to this assertion is the insistence 

on being a cristiano viejo. La elecci6n is the first play 

to use the limpieza de sangre prejudice as a comic trait of 

the alcalde rfistico. The racial question becomes an 

integral motif in later entremeses, especially the series 

Los alcaldes encontrados, attributed to Luis Quiriones de 

Benavente. As Hannah E, Bergman comments in her study of 
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the entremesista, the series could well have been sub

titled: "One hundred ways to call a man a Jew without 

saying the word."1'®' 

La elecci6n dramatizes an examination of the un

qualified and incompetent by the foolish. The regidores, 

Panduro and Algarroba, the bachiller Pesufia, and the 

escribano Pedro Estornudo spend the first third of the play 

bickering among themselves. The core of the play is the 

examination of the candidates, Juan Berrocal, Francisco de 

Humillos, Miguel Jarrete, and Pedro de la Rana. After the 

four candidates have outlined their qualifications, the 

Bachiller awards the staff of office to Humillos, the 

quarrelsome shoemaker, Algarroba then delays the action 

with his preposterous observation that the staff of office 

is "gurda," Humillos protests, asking, "£C6roo, pues, si me 

dan gurda la vara, / quieren que juzgue yo derecho?" (IV, 

51). His question remains unanswered, for a troupe of 

gypsies disrupts the proceedings to entertain the magis

trates with songs of praise and lost love. The musical 

interlude is a false coda for it, in turn, is disrupted by 

the arrival of the SotasacristSn who chides the magistrates 

for dereliction of duty. Despite the threat of excommunica

tion, the magistrates humiliate the pompous, meddling 

clergyman by tossing him in a blanket, Rana orders the 

11, Hannah E. Bergman, Luis Quiflones de Benavente 
(New York: Twayne, 1972), p, 82, 
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Sotasacrist~n to tend to his own affairs. The entremes ends 

with general praise of Rana, the postponement of the elec-

tion until the following day, and the closing song, "Pisare 

yo el poluico." 

The play begins in the middle of a quarrel between 

the two regidores. Their arguments establish the tension 

between haste and delay, progress and interruption, that 

characterizes the rhytlun of the interlude. Panduro opens 

with a plea for relaxed, reasoned debate. The impatient, 

irreverent, and argumentative Algarroba claims he wants t o 

settle the question as quickly as possible~-"Mas echemoslo 

a doze, y nose venda"--yet his sarcastic backbiting 

repeatedly slows the proceedings. When accused of 

impiety, Algorroba rushes to defend himself: "Christiano 

viejo soy a todo ruedo, / y creo en Dios a pies jontillas" 

(IV, 41). The racial prejudice of the group is established 

early in the play, Natur&lly this obsession is ridiculous 

as a criterion for good leadership. As Don Quijote explains 

to Sancho, a good governor is a compassi·onate man skil~ed 

in armas y letras. The Bachiller, who occasionally speaks 

in lat1n macarr6nico, is the only character with any formal 

education. In fact, illiteracy is a source of pride for 

Huroillos, who believes that his ignorance guarantees his 

identity as a c_ristiano viejo: 

Bachiller~ GSabeys leer, Huroillos? 
Humillos: No, por c i erto, 

ni tal prouara queen mi l inage 



aya persona tan de poco assiento, 
que se ponga a aprender essas quimeras, 
que lleuan a los hombres al brasero, 
y a las mugeres a la casa liana (IV, 47), 

Humillos feels that his knowledge of four prayers and his 

condition as a cristiano viejo are sufficient for him to be 

a Roman senator. Humillos' ignorance is manifest in his 

boast: Roman senators were pagans. Jarrete, the blacksmith, 

is learning to read, but it has taken him three months to 

master the first lesson, Jarrete, also an avowed cristiano 

viejo, is the only man of armas among the candidates; un

fortunately his favorite target seems to be his left hand. 

Berrocal's chief qualification for the mayoral post is his 

talent as a wine connoisseur: "sesenta y seys sabores estam-

pados / tengo en el paladar, todos vinaticos" CIV, 48-4 9). 

Berrocal comically contorts classical references when he 

declares that his fame as a magistrate will exceed that of 

Lycurgus, a Greek legislator, and Bartolo, a fourteenths 

century Italian jurist and author of a famous law book; 

pues quando estoy armado a lo de Baco, 
assi se me aderezan los sentidos, 
que me parece a mi que en aquel punto 
podria prestar leyes a Licurgo 
y limpiarme con Bartulo (IV, 4 9). 

In contrast to his opponents, Pedro de la Rana 

presents an intelligent program of rigorous but even-handed 

justice. Using the symbol of his office, the vara, as a 

metaphor^for his performance, Pedro explains that he will 
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not be bribed or allow personal ambition to affect his 

judgment: 

Yo, seflores, si acaso fuesse alcalde, 
mi vara no seria tan delgada 
como las que se vsan de ordinario: 
de vna encina o de vn roble la haria, 
y gruessa de dos dedos, temeroso 
que no me la encoruasse el dulce peso 
de vn bolson de ducados, ni otras dadiuas, 
o ruegos, o promessas, o fauores 
que pessan como plomo, y no se sienten 
hasta que os han brumado las costillas 
del cuerpo y alma; y, junto con aquesto, 
serla bien criado y comedido, 
parte seuero y nada riguroso. 
Nunca deshonraria al miserable 
que ante mi le truxessen sus delitos: 
que suele lastimar vna palabra 
de vn juez arrojado, de afrentosa, 
mucho mas que lastima su sentencia, 
aunque en ella se intime cruel castigo. 
No es bien que el poder quite la crianga, 
ni que la sumission de vn delinquente 
haga al juez soberuio y arrogante (IV, 4 9-50). 

Rana's speech is a dramatic change in tone from the 

linguistic humor and slapstick action of the play. The 

change is so unexpected that two critics, attempting to 

synchronize the statement with' the general comic mood of the 

interlude, have interpreted the speech as a comic parody of 

an unrealistic, Utopian program. They agree with Humillos' 

jealous evaluation of Rana's "ofrecimientos" as vague 

campaign promises. Robert Marrast finds the entire program 

absurd: "Ces v6rit6s, si profondgment humaines et justes, 

ne sont pas droles lorsqu'on les isole du contexte. Mais 

elles provoquent le rire, parce qu'on sait qu'elles sont 

aussi irrHalisables que les plus absurdes dont les rivaux 
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12 de Rana ont 1'appanage." Casalduero also implies the 

comic impossibility of the program when he notes that "una 

13 cosa es prometer y otra cumplir." The interpretation of 

Rana's position is also complicated by the fact that Rana 

purportedly has memorized the "perro del Alba" coplas, a 

violent anti-Semitic satire. Yet Rana himself does not 

boast of being a cristiano viejo. Although there is the 

danger of falling victim to the critical problem of the 

intentional fallacy, I feel, as do most critics, that 

Rana's comments are to be taken at face value. Like Sancho 

Panza, Pedro de la Rana breaks the mold. His statement has 

a greater impact because it defies our expectations of the 

character and the genre. 

Political satire is a potentially dangerous field. 

Golden^Age dramatists recognized the danger and often 

removed the action chronologically or geographically from 

the intended target. For example, instead of describing 

the extraordinary rise to and fall from power of Rodrigo 

Calderfln, they dramatize the parallel career of Alvaro de 

Luna, Calderfin de la Barca sets the action of La vida es 

suefio in Poland, Cervantes locates La elecci6n in a rustic 

village and sets his criticism of bribery, corruption, 

12. Robert Marrast, Miguel de Cervantes, dramaturge 
(.Paris: L'Arche, 1957), p, 117. 

13, Casalduero, p. 196. 
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incompetence, and ecclesiastical interference in civil 

affairs in the framework of a comic farce. 

Noel Salomon suggests an historical basis for 

Cervantes' selection of Daganzo as the location of the 

play.14 Between 1588 and 1592, the Conde de Corufla, the 

feudal lord of Daganzo, twice petitioned the Chancilleria de 

Valladolid for the right to remove the alcaldes elected by 

the town and to replace them with an alcalde mayor. The 

first petition was denied, since the right to appoint 

alcaldes mayores was reserved for the Crown. In the second 

instance, which apparently was well-publicized, the court 

upheld the Count's right to invalidate the election. The 

Count's action was based on the incompetence of the elected 

officials. Cervantes' entrem£s moves history into the realm 

of fiction. This translation is echoed in Jarrete's reac

tion to the gypsies' ironic song of praise of the alcaldes; 

"Todo lo que se canta toca historia" CIV, 53)., His comment 

is humorous because he accepts the false flattery as true, 

b\it it also points to Ceryantes* ability to create the 

illusion of reality by raising fiction to the second power, 

most notably in his use of the "play-within^the-play" device 

in the final four entremeses. Here the sung poetry is 

recognized as fiction, in contrast to the "realistic" verse 

spoken by the characters, Yet the fiction is declared 

14, See Salomon, pp. 118~120, 
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historically accurate-*-by a fictional character! The idea 

of Art imitating Nature is extended in the gypsies' song: 

Como se mudan los vientos, 
como se mudan los ramos, 
que, desnudos en inuierno, 
se visten en el verano, 
mudaremos nuestros bayles, 
por puntos y a cada passo (IV, 53). 

The motion of the dance steps imitates the movement of the 

wind and the changing of the seasons. The gypsies express 

the wish that the alcaldes always remain young, but every

thing changes, nothing is eternal—except literary fame. 

Berrocal, with his unwarranted rustic pride, wants the 

verses celebrating the alcaldes of Daganzo to be printed in 

order that their fame live forever: "Estas Itrovas] se han 

de imprimir, para que quede / memoria de nosotros en los 

siglos / de los siglos" (IV, 53), Don Quijote's life 

becomes a "verdadera historia" when printed; Sancho's 

government acquires a physical reality with the publication 

of Las constituciones del gran gobernador Sancho Panza; the 

history of the election gains eternal renown when translated 

into verse. The concept of the eternity of art helps 

explain the thematic unity of the traditional "Pisar£ yo el 

poluico" song and dance included in the entrem^s. The death 

of love has left the poet with only the dust of his grave, 

yet the memory of the love lives on in his song. The idea 

of ars longa, vita brevis, touched upon briefly in this 
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entremgs, develops into one of the principal themes of the 

second interlude. El ruficin viudo. 

El juez and La eleccifin follow the typical proces

sional structure of the interludes in which moral satire is 

the predominant element. The ultimate origin of the form 

can be traced to the medieval Dances of Death. Representa

tive types pass in review before a figure of authority. 

Cervantes adopts this technique for El licenciado Vidriera. 

In the novela, the humor is based on the incongruency of 

the conventional folkloric wisdom and the mad obsession of 

the authority*-figure, TomSs de Rodaja. Although the 

technique of the two entremeses shows little technical 

advancement over the pasos of Lope de Rueda, Cervantes 

brings his gentle irony, critical insight, and linguistic 

skill to these pieces to breathe new literary life into the 

traditional types. 

The technique may be traditional, but some of the 

themes and methods of treatment of El juez and La eleccifln 

are prophetic for subsequent literature^ especially the 

drama. As noted earlier, the liropieza de sangre question, 

introduced in La elecciCn, becomes an integral theme in 

later plays which depict alcaldes rtSsticos. Pedro de la 

Rana's portrait of the ideal governor prefigures the 

episode of Sancho's "Insula" in Part II of the Quijote. El 

juez de los divorcios anticipates the treatment of marriage 

in modern drama. Marriage as a social tragedy, an infernal 
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bond, seen from the perspective of its dissolution, can be 

traced from Strindberg's obsessive analyses of marital 

unhappiness through Ibsen*s Hedda Gabler and A Doll's House 

to Albee's Who's Afraid of Virginia Woolf? On a more 

limited scale, these two plays provide glimpses into 

Cervantes' experimentation with form, content, and the 

creation of dramatic illusion which characterizes the 

artistic genius of the other six entremeses. 



CHAPTER III 

EL RUFIAN VIUDO 

Literary parody, social satire, and the continuing 

Cervantine exploration of the boundaries of literature and 

l ife form the core o f the second entrem~s, El rufian viudo. 

The discrepancy between subject matter and style, essence 

and appearance, whi ch characterizes the burlesque humor of 

the interlude is first suggested in the title. The ruf i an 

Trampagos is not a widower in the customary sense of the 

word, for it is not his dearly beloved wife who has died but 

the prostitute, Pericona, Trampagos' "ninfa" and principal 

means of support. The title suggests that the criminal 

underworld adopts the formulas of normal social behavior 

in order to have a veneer of respectability. Cervantes' re

creation of the actions, attitudes, and argot of the sub

culture gives the illusion of reality. Although Cervantes 

has the ruf ianes use the characteristic slang of sixteenth-

century Sevillian criminals, certainly no rufi~n spoke in 

verse as does Trampagos. This theatrical "image of l ife" 

i s seen through the distorted mirror of the carnival, wh ich 

produces a burlesque of social conventions as they are 

imitated by the underworld, The solemn verse of the elegiac 

lament, the exalted portrait of the lady of the med i eval 

24 
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blason, and the evocative classical metaphor, when placed in 

the mouths of these characters, are distorted into literary 

parody. 

The figure of the rufi3n in this entremSs bears only 

a slight resemblance to the ruficin cobarde and the braggart 

soldier of the early Spanish drama.^ These types are 

characterized by their exaggerated boasts of their exploits 

and their cowardice in the face of danger. In contrast to 

the wealthy miles gloriosus of Plautus, the Spanish soldier 

and rufi^n are always poor. Although Trampagos is poor, as 

evidenced by his shabby furniture and lack of ready cash to 

pay for the wine, he is not portrayed as a braggart and a 

coward. He is proud of his skill in fencing, but this skill 

is never put to the test. The focus of the satire in El 

rufiHn viudo is not on this isolated traditional comic type, 

but on the social organization of the mancebia, a community 

of bullies and prostitutes. The description of Trampagos 

and his cronies is more closely related to the portrait of 

the underworld sub-culture in Rinconete y Cortadillo and the 

the poesfra germanesca of the Golden Agei 

Several critics have noted the unique plot structure 

of El ruficLn viudo. Casalduero divides the action of the 

entrem^s into four "moments": (1) the lament of Trampagos 

1. For a full discussion of the two types, see 
J. P. Wickersham Crawford, "The Braggart Soldier and the 
Ruficin in the Spanish Drama of the Sixteenth Century," 
Romanic Review, 2 (19.11)., 18 6^208. 
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for the dead Pericona, (2) the arrival of the rufi^n 

Chiquiznaque, (3) the wake, during which the three women 

turn their condolences into a competition for Pericona's 

position, and (4) the entrance of the musicians and of the 

2 rufign'-bailarln EscarramSn. Flecniakoska, in his study of 

the "valeur dynamique" of the structure of the interludes, 

also identifies four "movements," but proposes a slightly 

different division of the episodes; 

I. Planctus de Trctmpagos en presence de Vademecum 
et Chiquiznaque. 

II. Repulida, Pizpita et Mostranca en presence de 
Juan Claros essayent de gagner le truand, 

III. Trctmpagos choisit Repulida; chant* 

3 
IV. Apparition de Escarramdn et danse, 

Asensio appears to vacillate, for he suggests two different 

divisions. In his Itinerario del entrem^s (1965), he claims 

the play has a bipartite structure: "El duelo aparatoso de 

Trampagos por su difunta Pericona, y la elecci6n de sucesora, 

la alegrla de la boda, forman una acci6n coherente, con 

episodios bien eslabonados, Cuando parece debe acabar, 

asoma EscarramSn ,,, ,In his article for the Suma 

cervantina CI973), he suggests a tripartite division of the 

2, Casalduero, p, 190. 

3, Jean^Louis Flecniakoska, "Valeur dynamique de la 
structure des Entremeses de Cervantes," Anales Cervantinos, 
10 (1971), 17. 

4, Asensio, Itinerario, p. 103. 
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episodes: ''elogio de la malograda prosti tuta Pericona y 

pesame de rufianes y 'ninfas' amigas; elecci6n de una 

sucesora entre las tres aspirantes; aparici6n inesperada de 

5 Escarram~n." Certainly there is a shift in focus during 

t h e course of the play when Escarram~n replaces Trampagos as 

the central figure of the play and the mood changes from 

e l egiac to comedic. The initial problem presented in t he 

entremes is the need for Trampagos to find a repl acement 

for Pericona. The problem is essentially solved when he 

selects Repulida. The entrance of the musicians to join 

the "wedding" celebration signals a false coda in the 

resolution of the plot, for the dialogue continues with the 

adventures of Escarram~n. The Escarramgn material has been 

attacked as superfluous. William Jack finds little excuse 

for its inclusion "except as a support for the singing and 

dancing. 116 Cotarelo y Valledor concurs: "Hase dicho que 

Cervantes escribi6 este entrem~s coma pretexto para l a 

presentaci6n de Escarraman; nada m~s falso; la obrita tiene 

su argumento pr.opio, queen ella se remata y resue l ve; la 

llegada del galeote es s6lo un episodio que el au t or 

introduce para justificar el baile del fin, con que sol1a 

5. Asensio, "Entremeses,. '' p. 17 8, 

6. Williams. Jack, The Early En trem~s in Spain: 
The Rise of a Drama tic ·Forrn,, Publica t i o n s o f the Un ivers i ty 
of Pennsylvania Ser i es in Romanic Languages and Li t e ra t ure, 
No. 8 (Philadelphia: University of Pennsylvania Press, 1 923), 
p . 127 . 
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7 poner a cabo estas piececillas." Cervantes, aware of the 

neo-Aristotelian insistence on the unity of action, is 

careful to provide a logical structural link between the 

two movements. The figure of Escarram^n is more than just 

the personification of a popular, lascivious dance of the 

period. He is greeted as the coluna de la hampa, the prince 

of the rufianes. His blessing on the "marriage" of 

Trampagos and Repulida can be seen as a parody of the King's 

matrimonial blessing, symbolizing the civil and religious 

sanction of the union, which brings to a harmonious resolu-

— g 
tion many Golden-Age cornedias. The structural unity of the 

action is supported by a thematic unity which will be 

discussed later in the chapter. 

A more detailed analysis of the episodes of the plot 

will illustrate what Asensio refers to as the "dialogue" of 

El ruficin viudo with the popular and burlesque verse of the 

period, especially the two jflcaras rufinnescas of Quevedof 

"Carta de EscarramSn a la MSndez" and "Respuesta de la 

9 
Mfindez a EscarramSn." 

The play opens as Trampagos and his servant, 

VademScum, are arranging the house for the wake. Trampagos' 

7. Cotarelo y Valledor, p. 600. 

8. The final romance of the play clearly indicates 
EscarramSn's royal stature in the inverted social stratifica*-
tion of the mancebla. The musicians hail his appearance as 
"su presencia real" (XV, 37). 

9. Asensio, "Entremeses," p. 17 8. 
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obsession and Vadem§cum's cynical nature are quickly 

established. The rufi5n, dressed in a black mourning cloak, 

is more concerned about the condition of his fencing foils 

than he is with the shabby quality of his furniture. 

VademScum's name reflects his oficio. The Diccionario de 

autoridades defines vade as "el cartapacio o funda de 

cartones cubiertos con badana, en que llevan los estudiantes, 

y guardan los papeles, que escriben en escuelas." By 

extension, vadem^cum was a common nickname for a poor 

student who served as a portalibros for a wealthy student,^ 

VademScum spends the first half of the play carrying 

furniture onto the stage. The association of his name with 

books and learning points to his role as the pedant, the 

neor-Aristotelian critic concerned with historical accuracy. 

His insistence on the truth counterpoints the poetic 

license and creative embellishment of his master. When 

ordered to bring out the chairs, Vadem£cum sarcastically 

queries: "£Que assientos? <£Ay alguno, por ventura?" (TV, 

21), The broken-down condition of the furniture, dramatic 

symbols of the reality of Trarapagos' poverty, serves to 

highlight the poetic jewel of the rufiSn's elegiac soliloquy. 

The sincere emotion of the apostrophe to the dear departed 

is quickly undercut by the revelation of the true nature of 

his relationship to Pericona: "JA Pericona, Pericona 

10. Miguel Herrero Garcia, ed., Entremeses, by 
Miguel de Cervantes (Madrid: Espasa-Calpe^ 1952) , p. 29, n. 5. 
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mia, / y aun de todo el concejo!" (IV, 21), Trampagos 

attempts to visualize the image of his beloved in the 

afterworld. This section of the lament is reminiscent of 

Nemoroso's neo^Platonic vision of Elisa in the third 

sphere of Venus in Garcilaso's jjjgloga primera, Of course, 

Trampagos is aware of the proper resting place for the 

prostitute's soul, and thus refrains from fixing her image 

in any one place. The literary parody continues as 

Trampagos next adopts the language of the courtly love 

canciones in equating her absence with his death. We soon 

learn from Vadem^cum that absence from his fencing foils 

causes the rufi&n more grief than does the death of 

Pericona. The romantic image of catching the loved one's 

soul as it departs the flesh turns to bathos as Trampagos 

compares the receptacle of his empty stomach to a vessel 

encasing a liter of wine. Following classical rhetorical 

traditions, Trampagos moves from a contemplation of the 

specific to a general complaint about the temporal nature 

of human existence: "jMiseria humana, quien de t± confia!" 

CIV, 22). The comic planctus ends with the rufiSn's 

awareness of his lyricism as he speaks through the persona 

of the dead woman: "Ayer fuy Pericona, oy tierra fria, / 

como dixo vn poeta celeberrimo" (XV, 22). These lines ̂ re 

an allusion to the lament of Don Rodrigo, el filtimo godo, 

in a famous romance viejo; 



Ayer era rey de Espana, 
hoy no lo soy de una villa; 
ayer villas y castillos, 
hoy ninguno posefa; 
ayer tenfa criados 
y gente que me serv1a, 
hoy no tengo ni una almena 
que pueda decir que es mfa.11 

The humor derives from the disporportion between style and 

subject matter and the implied comparison of a king and a 

prostitute. The entire speech recalls the funeral oration 
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of the Arcipreste de Hita at the death of Trotaconventos in 

the Libro de buen amor. Comic irony is coupled with a real 

sense of loss and self-pity, for now Trampagos must find a 

new source of income. 

With the arrival of Chiquiznaque, Trampagos quickly 

reverts to his prime obsession, fencing. The rufign•s 

obsession with the nueva destreza echoes Quevedo's satire 

of the esgrima geom~trica of Pacheco de Narvaez and recalls 

Cervantes' own treatment of "scientific" fencing in the 

Qu~jote. The stage directions clearly indicate that these 

are not the white dueling swords a rufian might normally use 

in his "business," but the dark foils of the gentleman's 

game. The sport is described by Vademecum as a series of 

poses (11neas y posturas) guided by a strict set of rules. 

The artificiality of the sport anticipates the convention-

bound posturings of the mourners when they come to pay their 

11. See Ram6n Men~ndez Pidal, ed., Flor nueva de 
romances vi:ejos, 16th ed. (Buenos Aires: Espasa-Calpe, 
1967), pp. 46~47. 
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last respects. The play-acting nature of the wake is 

underscored by the preparations for the arrival of the 

guests. Vadem£cum scurries about setting up the room much 

as a properties man readies a stage for performance. The 

codes of social behavior are evident in Chiquiznaque's 

directions to Trampagos on the proper conduat for the 

situation. 

The description of Pericona which follows emphasizes 

the importance of role-playing and appearance in this 

inverse society. Pericona possessed the talents of an 

actress, for although she was fifty-six years old when she 

died, her skill with make-up and hair dye had her friends 

convinced that she was only thirty-two. The description of 

the dead woman, a parody of the medieval blason, becomes a 

series of poetic thrusts countered by parries of the truth. 

According to the fiction, she was in excellent health, 

except for her stomach and liver which had been ruined by 

alcohol, and the running sores on her arms and legs caused 

by a venereal disease. Embracing her beautiful white flesh 

was like holding a clump of sweet basil or a bouquet of 

carnations, except that she suffered from bad breath. Her 

teeth were like pearls, except that they were false. In 

this upside-down world, her moral behavior receives great 

praise as her vice is esteemed a virtue. For fifteen years 

she steadfastly ignored the priest's exhortations to give 

up her life of crime. According to Chiquiznaque, her 
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constancy is worthy of praise by the ancients: "jO hembra 

benemerita / de griegas y romanas alabanqas!11 (IV, 25). 

This line recalls Juan de Mena's praise of Doha Maria 

Alfonso Coronel in the Laberinto de la Fortuna: 

I Oh inclita Roma! Si desta supieras 
Cuando mandabas el gran universo 
iQu6 gloria! jQuS fama! !Qu6 prosa! lQu6 verso! 
IQu5 templo vestal a la tal hicieras!1 

Cervantes may have taken his account of the 

directed to the prostitutes from a personal 

its origin is probably Quevedo's "Respuesta 

which la M6ndez describes the activities of 

her imprisoned lover, EscarramSn, including 

of her fellow prostitute, la TomSs: 

Esta cuaresma pasada 
se convirti6 la TomSs 
en el sermCSn de los peces, 
siendo el pecado carnal, 
Convirtifise a puros gritos? 
ttivosele la liviandad, 
por no ser de los famosos, 
sino un pobre sacristan. 
No aguard6 que la sacase 
calavera o cosa tal: 
que se convirtifi de miedo 
al primero Satanfis.^ 

The presentation of the perspectivistic nature of 

language, reflected in the two levels of diction in the play 

(gerroanla and classicizing poetic diction) and the 

12. Cited by Joaquin Hazafias y la Rda, Los rufianes 
de Cervantes (Sevilla:- Izquierdo y Cia., 1906), p, 84. 

Lenten sermons 

observation, but 

de la M£ndez" in 

her friends to 

the conversion 

13, Francisco de Quevedo, Obra po6tica, ed. J. M. 
Blecua (Madrid: Editorial Castalia, 1971), III, 280, 
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contrapuntal description of Pericona, is continued in the 

wake scene. The prostitutes affect the overly-polite, 

adulatory tone which they feel accurately imitates the 

social civilities used in high society on solemn occasions. 

The sight of Trampagos, "el sol hampesco," in his black 

cloak provokes a round of condolences marked by absurd 

comparisons and fabricated adjectives: 

Repulida: jQuiera el cielo 
mudar su escuridad en luz clarissima! 

Pizpita: Dessollado le viessen ya mis lumbres 
de aquel pellejo lobrego y escuro. 

Mostrenca: Jlesus, y que fantasma noturninal (IV, 26-27). 

The affectationVof this hyperbolic language is noted in an 

aside by Vadem^cum, Trampagos1 response, in which he 

declares that he would be a heartless monster-—"vn Polifemo, 

vn antropofago, / vn troglodita, vn barbaro Zoylo, / vn 

cayman, vn caribe, vn comeviuos"— if he did not show the 

proper respect for the death of Pericona, is a gem of comic 

exaggeration. His sense of social delicacy forces him to 

express his grief over his financial loss in incongruent 

classicizing metaphors; "jHe perdido vna mina potisisca, / 

vn muro de la yedra de onis faltas, / vn arb'ol de I3 sombra 

de mis ansiasj" CIV, 27), Once Trampagos has broached the 

vital question of money, the competition among the women 

begins. Their condolences gradually shift to declarations 

of their financial status and willingness to support the 

bereaved rufiein. In this inverted society, the women vie 

for the hand of the man, and the weapons are cobas instead 
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of deeds of valor, Cervantes exploits the stock comic scene 

of female bitchiness as the women begin name-calling and 

back-biting in their campaign to win Trampagos' approval. 

As the men enter the dispute to support their favorite 

candidates, VademScum sarcastically exclaims: "jAqui fue 

Troya; aqui se hazen rajas; / los de las cachas amarillas 

salen; / aqui otra vez fue Troya!" (IV, 29)., The comparison 

between the source of this dispute and its combatants and 

the origin and heroes of the Trojan War is grotesque. 

Trampagos is certainly no Paris and the rufian's judgment is 

based upon the prostitutes' booty, not beauty. The fight 

begins in earnest as Repulida threatens to scratch out the 

eyes of her opponents. Tragedy is averted as a guard for 

the mancebia bursts into the room to warn the mourners that 

the Alguacil is approaching. The interruption returns the 

rufianes to their reality in the eyes of the "straight" 

society; they are fugitives from justice. The intrusion 

also serves to re*-orient the audience's attitude toward 

these criminals. The "performance" of the wake is one of 

two moments of intense dramatic and comic activity on the 

stage, and the audience must take care not to identify too 

closely with the illusion of respectability created by 

these characters. The picturesque, infectious jargon of 

the mancebia is to be seen as a corruption of language. 

This linguistic corruption is paralleled in the corruption 

of justice symbolized by the Alguacil, the one representative 
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of the "straight" society of the play. The rufianes have 

nothing to fear from this official, for he has been bribed 

by Trampagos. 

Once the passions of the battle have subsided, the 

conflict moves to a harmonious resolution, Trampagos 

selects Repulida, the richest of the three ninfas. 

Mostrenca advises Pizpita not to be jealous for she sees 

that, despite his flowery lament, Trampagos has already 

forgotten Pericona. Trampagos sheds the symbol of his 

mourning and orders Vadem^cum to pawn it for enough money 

to buy a dozen liters of wine for the "wedding" feast. The 

weapons of war are exchanged for armas de gusto as two 

musicians, following the scent of the wine, enter to play 

for the celebration. When VademScum complains that he has 

no glass for the wine, Trampagos suggests that his servant 

use the brand-new cuerno de orinar. The idea for this bit 

of scatalogical humor comes from the ''Carta de EscarramSn" 

14 
in which a jarro is used as a cuerno orinal. This 

reference to the jelcara prepares the entrance of EscarramSn 

himself. 

Literature comes to life as the figure of Escarramfin 

strides on stage. His reception is a parody of the appear

ance of Christ before his disciples after the Crucifixion. 

At first, the incredulous rufianes assume it is a vision. 

14. Ibid., p, 263, 
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Pizpita, the Doubting Thomas of the group, moves to touch 

him to prove the reality of his corporeal existence. Their 

reactions serve to disarm the audience's doubt that a 

fictional character can join the celebration of these "real" 

rufianes. Cervantes follows a basic rhetorical precept here 

for he anticipates the spectator's disbelief and inc

orporates it into the action on the stage. Once again, 

Cervantes dramatizes the spectator-story relationship as 

he turns his fictional characters into a critical audience. 

This Cervantine device is especially effective in the drama 

for the spectators are not merely encouraged to visualize a 

legendary image, but can actually see its fleshr-and-blood 

representation. The surrogate artists in Cervantes1 work 

(Chanfalla, Maese Pedro, the counterfeit captives in the 

Persiles) rely on the audience's familiarity with their 

stories to aid the creation of literary verisimilitude, 

Chanfalla assumes an existing mental set of visual images 

to flesh out the Biblical visions he describes? Maese Pedro 

counts on the spectators' knowledge of the Gaiferos-

Melisendra story to help them imagine his puppets as people? 

the counterfeit captives depend on the townspeople's 

knowledge of the Turkish slave trade to lend credence to 

their tale. Like his surrogate artists, Cervantes expects 

the fame of the EscarramSn legend to provide a pre-history 

of the details of the ruficin's life before he enters the 



38 

play. The audience, therefore, can more readily accept the 

15 
dramatic appearance of a purely literary character. 

Cervantes lifts the figure of Escarram~n straight 

from the two famous Quevedo j~caras, composed between 1610 

and 1612. In the Quevedo poems, the imprisoned Escarraman 

relates, in german1a, the story of his arrest, the crimes 

of his fellow prisoners, the beating he receives, and his 

sentence to row in the galleys for ten years. Cervantes' 

Escarram~n continues the narration of his adventures. The 

chains he carries lend credence to his account of the 

capture of the ship by Turkish. pirates on the Barbary 

Coast, his service for two months as a slave of the Turks, 

his escape, and his penitent vow to hang the chains of his 

enslavement in the hermitage of San Millan de la Cogolla in 

thanks for God's help. Once again, Cervantes follows the 

preceptive formulas for the creation of a verisimilar story 

in the narration of Escarram~n's hrstorta. His tale 

includes epi·sodes that were part of the communal history 

of sixteenth..-century Spain: the service of criminals as 

oarsmen in the ga l l eys, the pirating of the Turks, and the 

enslavement of their Christian captives~ The mention of 

two real geograph~cal locations, Berberia and San Millgn de 

la Cogolla, adds to the plausibility of his story. 

15~ There is no evidence th.at the character of 
Escarram~n was based on an historical per s on, See Asensio, 
''Entremeses,'' p. 178. 
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EscarramSn himself anticipates the doubt of his listeners 

and appeals to their sense of admiration when he refers to 

his tale as an "extraria historia." His ninfa^, la M€ndez, 

is also given a physical existence and a geographical 

location when Juan Claros informs the rufi£n that she is 

living comfortably in Granada. 

This "real" EscarramSn, like the "real" Don 

Quijote, is aware of his literary existence and wants to 

know how he has fared in the legends created during his 

absence. The rufianes are eager to tell their idol of his 

widespread fame. According to Mostrenca, "Ya te han puesto 

en la horca los farsantes" (IV, 35). EscarramSn's physical 

presence gives the lie to the dramatic fiction of his 

death, enhancing the "reality" of this dramatic evolution 

of his character, Chiquiznaque's comment elaborates on his 

theatrical representations: "Cantante por las plagas, por 

las calles; / baylante en los teatros y en las casas" (IV, 

35). This comment gives evidence of the metamorphosis of 

the character from a rufi^n to a popular dance. The 

escarramgn was included in the standard repertoire of 

lascivious dances performed in the Golden-Age theatre. 

Like the "real" EscarramSn who has vowed to hang his 

chains in San MillSn, the legendary Escarram^n has been 

vuelto a lo divino. Pizpita announces that young boys 

venerate his bones as if they were the relics of a saint. 

The Quevedo jScara had been recast a lo divino in several 
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romances. Cotarelo y Valledor cites two versions: 

Gaspar Serrato, vecino de SanlCicar de Barrameda, 
termin6 en 1612 un libro acerca de los milagros 
hechos por la Virgen de la Caridad con unos 
moriscos, volviendo A lo divino, y aplicando nada 
menos que 3 lo divino, y aplicando nada menos que 
S la Pasi6n de Cristo, el romance de EscarramSn: 
Fray Bartolom§ de CSrdenas acudi6, cuatro anos 
mSs tarde, S la justa po6ticO"-religiosa celebrada 
en Sevilla por los sacerdotes de San Pedro ad 
Vincula en honor de la Concepci6n de Maria, con 
un soneto escarramando, que describe £L nuestro 
rufiSn corao defensor de la piadosa tradiciSn.16 

According to Asensio, the most famous a lo divino reworking 

of the jcicara is the 1613 version of Lope de Vega in which 

the figures of Christ and el Alma are substituted for 

17 EscarramSn and la MSndez. 

The comically excessive praise of the literary 

reputation of EscarramSn continues as the rufianes express 

in endecasllabos sueltos the eight-syllable lines of the 

romance "Lleve el diablo el potro rucio" which had 

burlesquely described the extraordinary popularity of the 

18 
romance morisco "Enslllenme el potro rucio," Chiquiznaque 

claims that EscarramSn is even more popular than "el potro 

rucio"; in fact, the rufictn has given more material to 

poets than the Trojan War gave to "el mantuano Tltiro." 

The comic irony of the play is underscored here as a criminal 

appears familiar enough with the poetic works of Virgil to 

16. Cotarelo y Valledor, p. 610. 

17. Asensio, Itinerario, p. 105, 

18. Asensio, "Entremeses," p, 181, 
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refer to the poet by one of his pastoral names. This 

reference to the author of the Aeneid recalls VademScum's 

earlier exclamation "Aqui fue Troya," That a ruf icin's 

servant could make such a comparison is almost plausible, 

given the proverbial nature of the phrase and its common 

use in the theatre of the Golden Age, But Chiquiznaque's 

knowledge of the shepherds' names in Virgil's Eclogues is 

19 
beyond all limits of verisimilitude. Life and literature 

are becoming increasingly confused, for in a few moments 

the poetic myth which the rufianes are helping to establish 

will begin dancing "live and in person," The madness of 

the world-wide acclaim of the coluna de la hampa climaxes 

with Vadem6cum's declaration, 

Por Dios, que te han molido como alhefia, 
y te han desmenuzado como flores, 
que eres mas sonado y mas mocoso 
que vn relox y que vn nifio de dotrina, 
De ti han dado querella todos quantos 
bayles passaron en la edad del gusto, 
con apretada y dura residencia; 
pero lleuose el tuyo la excelencia (IV, 3 5-3 6), 

The cynic rs so caugfrt up in this cleverness of his praise 

that he almost loses control of his conceptos, Like the 

Canfinigo in the Quijote and the magistrate in the episode 

of the counterfeit captives in the Persiles, VademScum, the 

representative of the erapirical*-Iiistorical interpretation of 

19, EscarramSn's knowledge of classical literature, 
displayed in his expression of delight on hearing of his 
fame—"Tengo yo fama, y haganme pedagos. / De Epheso el 
templo abrasarS por ella"—is also implausible. His fame, 
like that of Erostratus, is, in fact, infamy. 
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reality, is overwhelmed by the creative freedom of the 

poet. Cervantes comically undercuts the reasonable argu-

ments of the Can6nigo by having him confess to writing more 

than one hundred pages of a chival r ic novel, and he 

jeopardizes the critical objections of the magistrate when 

he has the town official admit that he cannot read. Again, 

the neo-Aristotelian is shown in a somewhat ridiculous 

posture as Vademecum accepts literature as life. 

Escarraman's history/story continues on stage as 

the musicians begin to sing the refrain to the romance that 

c l oses the play. The action returns to a consideration of 

the initial problem of the plot, the "wedding'' of 

Trampagos, when Escarraman dances in honor of the happy 

couple. The movement on stage becomes as fast and furious 

as it was during the fight, but this time the tone is 

festive as the rufianes improvise on a grab~bag collection 

of popular dances. Escarram~n takes the lead as the 

musicians sing 

Ya buelue a mostrax al mundo 
su felice. hani'l tdad r 
su l igereza y su brio 
y su presencia real (IV, 3 7) . 

The adjective real reiterates the fame of Escarraman as 

leader of the rufianes and reinforces the idea of his 

physical reality. The phrase "presencia real" also con-

tributes to the ''divinization" of Escarraman, for it refers 

to the miraculous flesh~a nd~blood presence of Christ in the 
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wine and wafer at communion. The licentious dance ends 

with the musicians' exclamation: "Que te bendiga San Iuan" 

(IV, 38). The evocation of the saint is a comic reminder 

of EscarramSn's "divinization" and of the almost magical 

lascivious legends associated with the noche de San Juan, 

This reference points to the carnal and financial aspects of 

the Trampagosr-Bepulida union celebrated here in song and 

dance. The harmonious resolution of marriage, the stock 

ending of the comedia, symbolizes the restoration of social 

order in a holy sacrament. This entrem^s parodically 

reverses the standard, for a rufi£n is presented a lo 

divino and the sacrament of marriage is transformed into a 

union a lo rufianesco. The ending recalls the symbiotic 

relationship between the comedia and the entrem£s, and 

reminds us that the entremSs, from its origin as an enter

tainment between banquet courses, deals with the base 

appetites of man. 

One of the principal themes of the Quijote is the 

madness of mistaking literature for life, A dramatic 

variation of this theme is presented in El rufign viudo, in 

which the characters fluctuate between the realms of fiction 

and history. The costumbrista elements of the play—the 

portrait of the poverty, morals, language, and social 

stratification of the mancebiaT—establish a realistic base 

for the characters' actions. Of course, realistic portraits 

of the middle- and lower-classes are unknown in literature 
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until the nineteenth century. Asensio gives a good descrip

tion of the use of costumbrista elements in the Golden Age: 

El Siglo de Oro ignora las dos modalidades 
romfinticas: el costumbrismo nostcllgico, que trata 
de retener un mundo que se va, y el costumbrismo 
progresista, que, condenando el atraso social, se 
dispara hacia un porvenir luminoso y avanzado. 
Ignora igualmente el costumbrismo documental, la 
saturaci6n descriptiva del naturalismo, donde el 
ambiente, y no el hombre, sirve de protagonista. 
... En el Siglo de Oro prevalecen, a lo que creo, 
otros enfoques descriptivos: la observaci6n 
maravillada a lo IJlises, la evocacifin de fiestas 
y la crltica moral. ... El tercer tipo, el 
verismo de esplritu moral, el realismo crltico y 
satlrico, ofrece, al margen de la visi6n del trajln 
humano, una valoracidn impllcita o expllcita del 
hombre. La poderosa atracci6n de La Celestina y 
el Lazarillo orient# la mirada de los escritores 
hacia las capas Infimas de la sociedad, 
identificando la tentacifin realista con la 
pintura de ambientes s6rdidos y encanallados, 
Pero, sin salir del contorno picaresco, las 
actitudes de los contempladores oscilaban entre la 
condenacitfn de las actividades antisociales y la 
mal disimulada idealizaciSn de seres supuestamente 
ansiosos de verdad y libertad, como si la vida 
picaresca fuese un modo autSntico de existencia en 
un mundo hip6crita y esclavizado. La simpatla del 
artista por sus criaturas y el af^n de novedad 
llevan a la creciente celebi:aci6n de. los heroes 
picarescos, ya iniciada por Cervantes en El rufign 
dichoso o El rufictn viudo y continuada por Quevedo, 
que hace del hampa una especie de colonia estoica.^O 

I disagree with Asensio that Cervantes looks upon these 

rufianes as models to be imitated. Their social hypocrisy 

is clearly a distorted reflection of the hypocrisy of normal 

society. Cervantes chose the mundo hampesco for his satire 

because it could be criticized with impunity. 

20. Asensio, Itinerario, p. 140. 
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The criminal sub-culture of sixteenth-century 

Spain had already been re-created in the literature of the 

time. This world is then re-cast in a dramatic mold by 

Cervantes. The illusion of reality is created when the 

prostitutes and bullies seem to step out of the pages of 

the Novelas ejemplares and the pliegos sueltos of the 

poesta germanesca onto the stage. Cervantes then moves his 

characters back into literature in the course of the 

entrants, In the final dance scene, the physical movements 

of the dance are directed by the romance sung by the 

musicians. The romance contains the names of all the 

characters and subtly equates them with established poetic 

rufianes. For example, Repulida is said to replace the 

absent Coscolina, a creation of Quevedo. With the romance, 

Cervantes' rufianes are given a literary existence which 

derives from, but which can survive independent of, the 

entrem6s. The figure of Escarrarofin is the epitome of this 

lifer-literature interchange. This figure has moved from 

the pgcaras of Quevedo to a dance and a literary death, 

back onto the stage where he "comes to life" as a critic and 

enmendator of his existing poetic legend and author of his 

continuing historia, and finally back to his identification 

with a dance. 

The power of literature to create an almost palpable 

image is seen in the word-portrait of Pericona, The 

prostitute is dead before the action of the play begins, 



46 

but comes to life for the audience in the lengthy, comic 

description by Trampagos, Chiquiznaque and Vadem§cum. The 

audience learns as much, if not more, about her character 

as if she had appeared on the stage. Certainly we see the 

truth behind her hypocrisy, and this revelation prompts us 

to search for the true nature hidden behind the social 

masks of the other characters. The portrait of Pericona, 

one of the highlights of the literary parody and the social 

satire of the play, focuses our attention on the tension 

between life and death which frames the play. Pericona's 

death is the genesis of a play which ends with the words 

"jViua, viua!" CIV, 39). Repeated references to death and 

destruction inform the entrem6s. One of the prime visual 

images of the play is the capa negra of Trampagos, The 

first "movement" of the play is Trampagos' lament and 

Chiquiznaque's attempt to return his friend to his 

"oluidadas alegrias." Although the lament is a comic 

burlesque, references to the temporal nature of human 

existence and the harsh reality of the cold ground remind 

the audience of the proper social and moral posture in the 

face of death, Vadera6cum cynically pin-points the real 

vital obsession of his master, fencing: "Quien le quita / a 

mi seflor de lineas y posturas, / le quita de los dias de la 

vida" (IV, 23), Vadem§cura's disapproval of the false 

flattery of the ninfas contains a hyperbolic wish that God 

give them all eternal sleep. Juan Claros' proverbial advice 
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to permit everything to have its season ("que es bien que 

el viuo vaya a la hogaza, / como el muerto se va a la 

sepultura"), marks the change in tone from funereal to 

festive. The gay mood sours when the women quarrel; the 

action is pulled back from the brink of disaster when the 

burlesque Trojan War is narrowly averted. The soborning of 

the alguacil spares the criminals possible death sentences. 

EscarramSn's death sentence, pronounced by the judge in the 

jctcara who condemned him to the galleys and the playwrights 

who dramatized his hanging, is commuted when the rufi3n 

steps on stage. The final literary reference of the 

entrem^s is a curious blend of life and death, fiction and 

history. Trampagos delightedly proclaims that "Mis bodas se 

han celebrado / mejor que las de Roldan" CIV, 3 9). Like 

Don Quijote, Trampagos comically confuses an historical 

21 person and a literary legend. In the French epic poem, 

the Chanson de Roland, and the Italian continuations, 

Ariosto's Orlando furioso and Boiardo's Orlando innamorato, 

the hero is not married. In the Spanish, romance viejo, 

however, Dofta Alda is referred to as the "esposa de don 

RoldSn" and her ladies^-in-waiting are spinning and weaving 

22 
in preparation for the wedding celebration. But the 

21. The confusion is inherent in the epic and 
romance traditions, 

22, For the "Romance de dofta Alba" see Men£ndez 
Pidal, Flor nueva de romances viejos, pp. 78-80, 
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wedding never takes place; Roland dies in combat. 

Trampagos' misapplication of the comparison is comic, but 

it also points to one of the themes of El rufifln viudo. 

Real life ends, but literary life can be eternal; ars 

longa, vita brevis. Unlike Quevedo, who sacrifices his 

grotesque fictional characters to his venomous satire, 

Cervantes merely deforms them to give us a new perspective 

on reality. As Cervantes moves his characters from the 

criminal underworld of Sevilla to the realms of fiction, he 

insures them a long and happy dramatic life. 



CHAPTER IV 

LA GUARDA CUIDADOSA 

La guarda cuidadosa is a dramatization of a medieval 

literary topos, the poetic debate between two women over the 

relative advantages and disadvantages as a lover of a knight 

and a priest. Cervantes' first step in transforming poetic 

narration into dramatic action, in translating a literary 

form into a representation of life, is to personify the 

contrasting viewpoints expressed by the women in the 

characters of the Soldado and the Sacristan, The questions 

and-answer technique of the dialogue establishes the 

conflict between the two rivals and provides much of the 

linguistic humor. The theatricality of the entremiss is 

underscored by the Soldado's adoption of the metaphorical 

role of "la guarda cuydadosa." His role-playing and 

rhetoric contrast with the costumbrista elements of the 

interlude^-the appearance of lower-class characters per

forming their normal daily duties as washergirl, alms 

collector, trinket salesman, and shoemaker. It is the 

Soldado1s role as jealous suitor which creates the initial 

conflict and moves the play toward its comic resolution, 

Cristina, the fregona, ends the rivalry by accepting the 

Sacristan's marriage proposal. The harmonious resolution of 

49 
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of the plot is signalled by the customary Cervantine device 

of the closing song. Cristina's selection of the Sacristan 

is based on economic considerations. As in El juez de los 

divorcios, El ruficln viudo, and El viejo celoso, Cervantes 

explores the financial aspects of marriage. The dramatic 

illusion of the play, created by the play-acting of the 

title character and the medieval literary tradition of the 

plot# frames the new economic reality which is the theme of 

the entrem^s. 

One of the best examples in Spanish literature of 

the poema de disputa or debate is the "Elena y Maria" of 

2 128 0. In the poem, the two sisters cannot agree on 

whether a knight or a priest makes the better lover. They 

decide to take the case to King Oriol for adjudication. The 

issue remains unresolved, for the poetic fragment breaks off 

before Elena concludes her opening remarks in favor of the 

knight. As noted earlier, Cervantes places the rivals 

themselves on the stage to advance their qualifications. 

This change in the basic method of presentation may reflect 

1, The economics of marriage are also presented in 
Cervantes' other works. As Schevill-Bonilla note, "En Pedro 
de Urdemalas se presenta de una manera directa la gran impor-
tancia que tiene la cuesti6n financiera en concertar matri
monies" (Cervantes, Comedias y entremeses, III, 120) , For a 
complete survey of the examples in Cervantes' prose fiction, 
see Piluso, pp. 83-91. 

2, See RamSn Men6ndez Pidal, "Elena y Maria, (Dis
puta del cl6rigo y el caballero.) Poesia leonesca in^dita 
del siglo XIII," Revista de Filologla Espaflola, 1 (1914), 
52-96, 
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the influence of two possible dramatic sources. Asensio 

suggests that Cervantes, during his travels in Italy, may 

have seen a bruscello, a sixteenth-century May festival, 

performed at the annual communal marriage ceremony in Sienna 

d h . . 3 
an ot er cities. Paolo Toschi summarizes the plot of the 

bruscello: "Due pretenditi contrastano per la mano de una 

ragazza: alla fine un personaggio autorevole ••. assegna 

la giovane a quello da lei preferito.~
4 M§rquez Villanueva 

proposes a second source, Le proces d'un jeune moyne e~ 

d'ung viel gendarme devant Cupido, a fifteenth-century farce 

from Picardy that was still being printed in 1612. Accord-

ing to the critic, the farce "nos presenta a una jovencita 

que se dirige al tribunal de Cupido para pedirle un amante; 

en seguida comparecen como candidatos un fraile mozo y un 

viejo escuder6n o gendarme. Tras haberse insultado estos a 

placer, Cupido decide a favor del fraile mozo. 115 Cervantes' 

entremes generally follows the plot outline of these 

dramatic patterns, but in La guarda, the figure of authority, 

the Amo, renounces his responsibility for selecting the more 

suitable mate for Cristina and allows the fregona to choose 

of her own free will. The freedom of a young lover to 

3. Asensio, Itinerario, p. 106. 

4. Paolo Toschi, Le origine del teatro italiano 
(Torino: Edizioni Scientifiche Einaudi, 1955), p. 359. 

5. Francisco Marquez Villanueva, ''Tradici6n y 
actualidad literaria en La guarda cuidadosa,'' in Fuentes 
literarias cervantinas (Madrid: Gre os , 1 973), p. 101. 
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choose a mate, often in contravention to his parents' 
g 

wishes, is a recurrent Cervantine theme. 

The entrem6s focuses on the Soldado's attempt to 

win fame and the hand of Cristina by adopting the dog-in-

the-manger attitude of a "guarda cuydadosa." The various 

episodes of the plot—the initial exchange with the 

SacristSn, the procession of the three merchants, the 

arrival of the Amo, and the return of the armed SacristSn 

and his second—serve to establish the Soldado's character. 

He is proud of his martial accomplishments and his poetic 

talent, and he is obsessed with love for Cristina, His 

courtly rhetoric and his hopes for financial reward are 

comically ironic for, like many of Cervantes' impecunious 

soldiers home from the wars, he is poverty-stricken. His 

uniform is tattered and he is forced to rely on charity. 

Nevertheless, as Casalduero notes, the Soldado is "rico en 

7 ilusiones." His sense of honor and past military glory 

leads him to consider his rags as emblems of an illustrious 

career: "El abito no haze al monge? y tanta honra tiene vn 

soldado roto por causa de la guerra, como la tiene vn 

colegial con el manto hecho hafiicos, porgue en el se 

muestra la antiguedad de sus estudios" (IV, 62-63). His 

hyperbolic threats to his imagined rivals are never put into 

6, See Piluso, Chapter 4. 

7. Casalduero, p, 199. 
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action. Although he is not portrayed as an obvious coward, 

he does take prudent advantage of an opportunity to back out 

of a fight when the odds are against him. Thus the Soldado 

shares the boastful nature of the Plautine miles gloriosus, 

g 
but not his wealth. The literary model has been recast to 

respond to the economic realities of Golden-Age Spain. 

The Soldado's metaphorical behavior is based on two 

systems: military strategy and the courtly love tradition. 

The Soldado's basic military tactic for conquering Cristina 

is the siege. This entrem^s, in accordance with one of 

Cervantes' comedias, could almost be re~titled El Cerco de 

Cristina. The soldier resolves to stand guard outside her 

house to prevent any communication with possible rivals: 

"yo procurare que te entre [el sacristan] en mal prouecho, 

si puedo, aguando tu gusto, con ojear desta calle y de tu 

puerta los que imaginare que por alguna via pueden ser tus 

amantes, y assi vendre a alcanqar nombre de la guarda 

cuydadosa" (IV, 63). This phrase, "la guarda cuydadosa," 

echoes throughout the play as the Soldado enacts the fitting 

military role of an ever-vigilant sentinel. We never learn 

his proper name; his self-appointed oficio becomes his 

identity. All of his actions are predicated on this self-

image. Like any good sentinel, he carefully questions all 

who approach his besieged victim. He demands the equivalent 

8. See Crawford, p. 199. 
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of name, rank, and serial number from his imagined enemies, 

the SacristSn, the santero, the trinket salesman, the shoe

maker, and the master of the house. He commands each man to 

come closer? he wants to intimidate and control them by 

9 placing them in his sphere of action. He also draws them 

into his ideological and linguistic patterns, much as Don 

Quijote's chivalric rhetoric infected those who attempted 

to "cure" him. In the opening scene, the Soldado alters 

standard military formulas in his commands to the Sacristan. 

These changes comically reflect his present impoverished 

circumstances. He no longer invokes the force of his 

weapons to command respect, but appeals to the "fuerqa de 

mi desgracia." The Sacristan replies "por la fuerga de mi 

dicha,""^ The echo technique of the opening exchanges is a 

rapid, humorous method for contrasting the qualifications 

of the two suitors in this burlesque examen de maridos. The 

Soldadofs obsessed imagination is so powerful that it 

creates rivals from otherwise uninterested merchants. The 

Soldado1s tactic is to take his supposed enemies into his 

confidence and to coerce them into declaring their inten

tions. The santero is drawn to exclaim that Cristina is 

"bonita como vn oro" and "como vnas pelrras" (IV, 64) ; the 

9. The repeated command "ven aca" also serves to 
add stage movement to the static dialogue. 

10. This opening exchange introduces the concept of 
"fuerga," the key word in the estribillo used to close the 
play. 
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peddler is forced to admit that he finds her attractive. 

These declarations add fuel to the Soldado's amorous fire. 

Once his victims have fallen into his trap, he turns on them 

with fearsome threats of physical violence. 

The Soldado's fantasy and courtly rhetoric transform 

the simple washergirl into an exalted lady of honor. His 

assault on her affections follows the courtly pattern of 

an Amadls, but he is hampered by a lack of funds. His 

liberalidad is reduced to a love-note written on the back of 

a petition for charity. He lacks the necessary collateral 

to ransom Cristina's slippers from the shoemaker."'"''" His 

gifts consist of "suspiros, lagrimas, sollozos, parasismos, 

desmayos," and his serenades are merely laments and sighs 

filled with his "ansias y pesadumbres" (IV, 61). His 

rhetoric reflects the curious blend of idolatry and misogyny 

that characterizes the courtly attitude toward women. 

Cristina is his "sol," a "senora de las viuos y aun ... de 

los muertos," the beautiful icon that he worships. Even 

when he recognizes her menial status as a fregona, she is 

the Platonic ideal of a washergirl: "10 platera, la mas 

limpia que tiene, tuuo o tendra el kalendario de las fre-

gonas!" (IV, 70), Her cordial reception of Manuel, the 

trinket peddler, provokes a poetic diatribe against the 

11. This incident recalls the episode of the Cueva 
de Montesinos in which Don Quijote lacks sufficient funds to 
fulfill Dulcinea's request for a loan. In both cases, the 
required amount is six reales. 
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fickle nature of women: "iO estrella de mi perdicion, antes 

que norte de mi esperanqa!" (IV, 65). Cristina, once the 

fixed pole of his hopes is now the guide to his perdition. 

The Soldado's Dulcinea-like fantasy of the fregona humorously 

contrasts with the reality of her simple nature and lowly 

station. 

Although the Soldado's rhetoric is courtly, his 

intentions are Christian. The goal of amor cort£s was 

erotic; the Soldado's goal is marriage. The soldier is 

not a knight from a pastourelle, intent on seducing a simple 

country lass. The Soldado's honest intentions are thwarted 

for two reasons. First, his basic approach is sterile. As 

he explains, "soy, en fin, el perro del hortelano, &c. Yo 

no la gozo ni ha de gozarla ninguno mientras yo viuiere" 

(XV, 62). Secondly, the role he has adopted is based on an 

out-dated model. The Soldado claims that the amor cortgs 

approach has eternal validity? his posturings are those "que 

para descubrir su passion los buenos enamorados vsan y deuen 

de usar en todo tiempo y aazon" (IV, 61). As we will see, 

he fails to take into account the economic aspects of modern 

marriage. 

The character of the SacristSn also conforms to this 

Christian, comedic context. Although several critics have 

suggested that his character is derived from the stock comic 
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12 figure of the gluttonous, lascivious monk, Cervantes 

clearly establishes the Sacristan's honest intentions and 

freedom to marry. The SacristSn explains to the Soldado 

that he is only a "motilon" who has not yet taken the vow 

of celibacy. The change from monk to sacristan may reflect, 

as these same critics have indicated, the edicts of the 

Council of Trent against religious satire. Yet Cervantes 

does create a lascivious sacristan in La cueva de Salamanca. 

The character of Lorenzo Pasillas responds more to artistic 

than satirical criteria. The figure of the pedantic, 

foolish, enamored sota-sacristcin fulfills the basic 

clgrigo-caballero rivalry and allows Cervantes to exploit 

one of his favorite themes—obsession—and one of his 

favorite linguistic devices for creating humor—the 

diminutive.^ For example, the Soldado chides Cristina for 

12. Emilio Cotarelo y Mori, ed., Colecci6n de 
entremeses, loas, bailes, jScaras y mojigangas, Nueva 
Biblioteca de Autores Espanoles, Vol, 17 (Madrid: Casa 
Editorial Bailly y Bailliere, 1911), p, CLIII: "Puede 
suponerse que representa mitigado el personaje cl6rigo o 
fraile de los cuentos de la Edad Media y de las farsas 
italianas, espanolas, portuguesas y francesas del siglo XVI, 
En Espana, no se hubiera tolerado presentar un sacerdote o 
conventual enamorado de todas las mujeres solteras o casadas, 
chancero, burl6n y a veces, pendenciero." See also MSrquez 
Villanueva, pp. 101-102; William S. Hendrix, Some Native 
Comic Types in the Early Spanish Drama, Ohio State University 
Contributions in Languages and Literatures, No. 1 (Columbus: 
The Ohio State University Press, 1924), p. 8; and Humbert© 
L6pez Morales, Tradici6n y creaci6n en los orlgenes del 
teatro castellano (Madrid: Ediciones AlcalS, 1968) , p"^ 201. 

13. See Emilio Ncinez, "El diminutivo en Cervantes," 
Anales Cervantinos, 4 (1954), 293-313? and Angel Rosenblat, 
La lengua del "Quijote" (Madrid: Gredos, 1971), pp. 178-179. 
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ignoring "este jardin de la soldadesca" in favor of "el 

muladar do vn sotasacristan." He feels that she is worthy 

of at least "vn sacristan entero, y aun ... vn canonigo" 

(IV, 63). 

Whereas the Soldado employs military strategy to 

win Cristina, the Sacristan engages the services of the 

church to aid his courtship. His gifts—"vna destas caxas 

de carne de membrillo muy grande, llena de cercenaduras de 

ostias blancas como la misma nieue, y de anadidura, quatro 

cabos de velas de cera" (IV, 60)--are as foolish as those 

offered by the Soldado. Pasillas' obsessive love causes 

him to neglect his clerical duties. The church bells, 

instead of mournfully tolling in tribute to the dead, 

joyfully sound in a musical serenade to the fregona. The 

continuous concert has enraged the neighborhood. To prove 

his love and bravery, the Sacristan prepares to fight a duel 

with the Soldado. Once again we see the powerful attraction 

of the Soldado's mania; the SacristSn is willing to fight 

on the Soldado's terms. The battle is a burlesque of the 

jousts of legendary knights. The weapons recall the battered 

and rusty armor of Don Quijote, The Sacristan is armed with 

a "tapador de tinaja" and a rusty sword. His companion, 

the sacristan Grajales, wears a helmet and carries a long 

stick to which is attached a duster made from a foxtail. 

The two clerics, in their solemn black robes and outlandish 

gear, are a vivid comic sight. 
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The rivalry between the soldier and the clergyman 

responds to the continuing Cervantine debate as to the 

relative merits of arms and letters. The most eloquent 

exposition of the debate is Don Quijote's impassioned 

discourse in favor of armas found in Chapters 37 and 38 of 

Part I of the Quijote. La guarda presents an intriguing 

variation on the theme. The Soldado normally represents 

the man of action, of armas, and the SacristSn, the student 

of letras. Yet the roles are ironically reversed here when 

the Sacristcln adopts the force of arms in his campaign and 

the Soldado's principal weapon in the combat for Cristina's 

hand is his poetry. 

The literary parody of the cl€rigo-caballero debate# 

the language of courtly love, and the examen de maridos 

convc:ntion contrast with the portrayal of the various street 

merchants as they perform their normal, daily duties. 

M<trquez Villanueva praises the realism of these types? they 

form "un desfile de personajes populares observados con ojo 

14 y precisi6n," According to the critic, La guarda 

cuidadosa is a "maravillosa resurrecci6n de un cuarto de 

hora de vida en Espana viata por el extremo empequenecedor 

15 del antojo," Asensio agrees that these characters "son 

estampas del natural que encuadran en un fondo costumbrista 

14. Mcirquez Villanueva, p. 95. 

15. Ibid., pp. 95—96. 
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16 
la leve trama." As noted earlier, these characters are 

not presented solely to provide an atmosphere of 

verisimilitude to the dramatic illusion and literary 

parody; they serve to expand the delineation of the 

Soldado's self-deception. In the exchange with Andres, 

the mozo begging alms for the image of Saint Lucy, the 

patroness of sight, the humor focuses on the Soldado's 

inability to see the obvious. In response to Andres' cry, 

"limosna para la lampara del azeyte de Senora Santa Luzia," 

the Soldado questions whether the money is for the lamp 

itself or for the oil. Andrfis replies: "Ya todos entienden 

que pido para azeyte de la lampara, y no para la lampara 

del azeyte" (IV, 64). In order to maintain the siege and 

to display his generosity, the Soldado gives Andres enough 

money to cover the next four days of alms and then threatens 

to break the boy's ribs if he should return. 

The Soldado's delight in his "victory" is shorts 

lived, for a new threat approaches. The arrival of Manuel, 

the trinket peddler, occasions the first appearance of 

Cristina. The idealized image of a beautiful lady, created 

by the Soldado's rhetoric, is corrected by the plain 

appearance and guileless innocence of the fregona. The 

peddler is frightened away by the Soldado's boastful threats 

of violence. Cristina then expresses her annoyance with the 

16, Asensio, "Entremeses," p. 185. 
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"services" rendered by her "guarda cuydadosa": "jlesus, y 

que enfadoso animal!" (IV, 66). This scene provides visual 

evidence of the fregona's attitude toward the soldier's 

attentions. In the opening scene, the Soldado had explained 

to the Sacristan that Cristina "rewarded" him by ignoring 

him, by cursing him, and by throwing the dirty dishwater on 

him. Cervantes now moves from "telling" to "showing," an 

essential step in the transformation from poetic narration 

to dramatic action. The illusion of the dramatic locale— 

the street in front of the Amo's house—is created by the 

simple device of the window. 

The encounter with the third merchant, the shoemaker 

Juan Juncos, reinforces the idea of the poverty and the 

poetic pretensions of the Soldado, The Soldado wants to pay 

for Cristina's slippers, but he does not have the necessary 

six reales. He offers the shoemaker valuable collateral 

as a down~payment, The Soldado believes that his word as a 

nobleman and his glorious profession will guarantee his 

credit, but the shoemaker insists on cash. As a concession 

to the financial exigencies of the situation, the Soldado 

offers his toothpick. The "mondadientes" recalls the famous 

toothpick of the impoverished escudero of the Lazarillo. 

Contrary to the shoemaker's hopes, the toothpick is not made 

of gold or silver, but of straw. The merchant cannot accept 

the value of honor, and therefore politely refuses the 

offer. Defeated on the economic battlefield, the soldier is 
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inspired to poetic ecstasy by the small, ordinary slippers. 

He composes a glosa on the "chinelas de mis entranas." The 

invective against love in the apostrophe to the slippers is 

a witty literary parody. The address to the chinelas 

recalls Garcilaso's Sonnet X, "Oh dulces prendas por mi mal 

17 halladas." The shoemaker praises the glosa: "A mi poco 

se me entiende de trouas? pero estas me han sonado tan 

bien, que me parecen de Lope, como lo son todas las cosas 

que son o parecen buenas" (IV, 69), Although several 

critics have cited this line as a tribute to Lope's talent 

18 
and popularity by his literary rival, Mfirquez Villanueva 

and Valbuena Prat correctly interpret the comic irony of the 

19 statement. The Soldado is another of Cervantes' foolish 

poetasters. The subject matter and conceits of the glosa 

are ridiculous; the praise is uttered by a shoemaker, not a 

noted literary critic. The linguistic humor of the episode 

is based on conceptos derived from the central image of the 

17f In the Soldado's first speech after the glosa, 
he directly quotes the first line of the famous sonnet, 

18. See Jose Maria Asensio, Cervantes y sus obras 
(Barcelona: F, Seix, 1902), p. 289? Cervantes, Cornedias y 
entremeses, IV, 210; Miguel Herrero Garcia, Estimaciones 
literarias del siglo XVII (Madrid: Editorial Voluntad, 
1930), p, 54; and Am^rico Castro, El pensamiento de 
Cervantes, nueva edicifin ampliada y con notas del autor y 
de Julio Rodrlguez-Pu£rtolas (Barcelona: Editorial Noguer, 
1972), p. 54. 

19. See MSrquez Villanueva, pp. 105-108; and Angel 
Valbuena Prat, Historia de la literatura espanola, 6th ed. 
( B a r c e l o n a :  E d i t o r i a l  G u s t a v o  G i l i ,  I 9 6 0 ) ,  I I ,  2 § .  
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slippers. In the glosa, the Soldado complains that the 

tyrant Love, forgetting the soldier's years of faithful 

service, has kicked in his hopes with the chinelas: "oy, con 

la funda de vn pie / da a mi esperanija de mano" (IV, 69) . 

The shoemaker continues the play on pie when he agrees to 

the Soldado's request to hold the slippers for two more 

days: "Yo hare lo que me manda el senor soldado, porque se 

me trasluze de que pies coxea, que son dos: el de la 

necessidad y el de los zelos" (IV, 70). The Soldado, in 

turn, recognizes the unexpected wit of Juan Juncos: "Esse 

no es ingenio de gapatero sino de colegial trilingue." The 

shoemaker closes this section of the entrem^s with his 

exclamation, "jO zelos, zelos! iQuan mejor os llamaran 

duelos, duelos!" (IV, 70). The clever artificiality of this 

exchange is expected to contrast with the "naturalness" of 

the fregonaTs work song: 

Sacristan de mi vida 
tenme por tuya, 
y, fiado en mi fe, 9n 

canta alleluya (IV, 7 0), 

This scene with the shoemaker provides an analogue 

for the Soldado's failure to win Cristina. The Soldado 

fails twice in his assault on the absolute. Poesia, for 

Cervantes, is an ideal? poetasters, on the other hand, are a 

20, MSrquez Villanueva notes that this copla seems 
to be a variant of a late sixteenth-century segui'd'i'lla: "A1 
entrar en la iglesia / dixe: 'alleluia / sacristSn de mi 
alma, / toda soy tuya'" (p. 103). 
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constant source of ridicule. In La gitanilla, the poet 

describes poetry as a beautiful "doncella": "La poesia es 

una bellissima doncella, casta, honesta, discreta, aguda, 

retirada, y que se contiene en los limites de la discrecion 

21 mas alta." The Soldado's rhetoric transforms the fregona 

into a doncella. In the entrem^s, the Soldado fails to win 

the favor of either maiden. 

The Amo serves as the figure of authority in the 

play. He is Cristina's employer and her substitute father. 

It is his failure in his paternal duties and as master of 

his house which leads to the uncontrolled situation that 

causes the initial comic conflict of the entrem^s. The 

potentially explosive situation of an unmarried female, 

left unprotected by her father, brother, or male guardian, 

provides the comic conflict of many Golden-Age cornedias. 

The text of La guarda indicates that the Amo has been 

negligent in his protection of the fregona and the honor 

of his house. The Soldado has been courting the fregona 

for thirty-nine days, but the Amo has never noticed the 

soldier's attentions. In addition, the Amo apparently has 

been unaware of the irregular ringing of the church bells, 

even though the rest of the neighborhood has protested 

vehemently. The Ama chides her husband for allowing 

21. Miguel de Cervantes Saavedra, Novelas 
ejemplares, ed. Rodolfo Schevill and Adolfo Bonilla, I 
(Madrid: GrSficas Reunidas, 1922), p, 63. 
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Cristina to go to the market unattended. His lack of 

diligence has allowed the fregona to be "dishonored" in 

public. The danger of an unguarded female and her jealous 

suitors is made manifest to the Amo when the Soldado refuses 

to let the master enter his own home. The two are about to 

come to blows when interrupted by a second potential battle 

between the Soldado and the two sacristans. Only the inter

vention of the Ama and Cristina save the Amo from possible 

injury. Once the rivalry has been revealed, it is the 

responsibility of the Amo to select the more suitable 

husband for Cristina. Yet he avoids even this duty, 

claiming that the girl should be allowed to choose of her 

own free will. This passage has been read by Castro as 

Cervantes' approval of the principle of permitting young 

lovers to chose their mates, as reflected in the Ama's 

proverbial statement, "el comer y el casar ha de ser a 

22 
gusto proprio, y no a voluntad ajena" (IV, 77). Yet it is 

only Cristina's awareness of the financial aspects of 

marriage which prevents her from making a disastrous match 

with the Soldado. 

The characterization of Cristina emphasizes the 

economic theme of the entrem§s, The simple, young fregona 

is first described by the Soldado as his "prenda," his 

darling. The SacristSn objects, using a second meaning of 

22. Castro, p. 134, 
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"prenda," that is, an article of clothing or a household 

good offered for sale: "iY tu no sabes, pulpo vestido, que 

essa prenda la tengo yo rematada, que esta por sus cabales 

y por mia?" (IV, 60). "Rematada" means bought at an auction 

23 
and "por sus cabales" is "at a fair price." The washer-

girl is described in mercantile terms as if she were a bolt 

of cloth to be bargained for. This economic view of the 

servant is also reflected in the Ama's question, "£Que dira 

aora su padre, que nos la entrego limpia de poluo y de 

paja?" (IV, 75), As Avalle-Arce notes, the expression 

"limpia de polVo y de paja en sentido literal se dice de 

24 
las ganancias, una vez que se han descontado los gastos," 

The Ama means that Cristina was a virgin, but again the 

comic wordplay is derived from the language of the market

place. Even the courtly system employed by the two suitors 

has a bartering quality. The deeds of the knight were 

performed to indebt the woman-'-the more noble and dangerous 

the deed, the more valuable the anticipated reward. The 

Soldado and the SacristSn both feel that they have given 

Cristina noble attention and gifts of great value. The 

Soldado claims that he has sacrificed at least four to six 

reales by sending her a love-note written on the back of his 

23. Juan Bautista Avalle-Arce, ed,, Ocho entremeses, 
by Miguel de Cervantes Saavedra (Englewood Cliffs, N. J.: 
Prentice-Hall, 1970), p, 86, notes 12 and 13. 

24. Ibid., p. 106, n. 135. 
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petition for charity. He also "buys off" his imagined 

rivals until he has no more money. The Sacristdn, in order 

to prove that his promise of marriage is sincere, claims he 

will wed Cristina even if it means giving up a chaplaincy, 

a post that required a vow of celibacy, worth 3 000 

maravedls. 

Cristina*s first appearance shows her to be a 

simple, innocent servant, hardly worth all the amorous 

attention and idolization she has received. She guilessly 

invites Manuel into the house to show his wares. The 

foolish simplicity of the girl is emphasized in her next 

appearance. As she looks down on the burlesque battle scene 

of the Amo, the Soldado, and the two sacristans, the 

excitable young girl cries: "iSenora, senora, que matan a mi 

senor! iMas de dos mil espadas estan sobre el, que 

relumbran que me quitan la vista!" (IV, 73~74), Her 

ingenuous nature is again revealed in the confusion over 

the public deshonra she suffered: 

Ella JAmaJ s> dY hate deshonrado alguno dellos? 
Cristina : Si, senora. 
Ella : <?Qual? 
Cristina : El sacristan me deshonro el otro dia, 

quando fuy al Rastro. 
Ella : ... £Y donde te lleuo, traydora, para 

deshonrarte? 
Cristina : A ninguna parte, sino alii, en mitad 

de la calle. 
Ella : tComo en mitad de la calle? 
Cristina : Alii, en mitad de la calle de Toledo, a 

vista de Dios y de todo el mundo, me 
llamo de suzia y de deshonesta, de 
poca verguencja y menos miramiento y 
otros muchos valdones deste jaez (IV, 7 5-7 6), 
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But Cristina is ultimately conscious of her value. She did 

not give away her virtue, but prudently exchanged her love 

for a written promise of marriage. The fregona1s prudence 

is born out in Moreno Baez's assertion that "las mSs 

prudentes de las doncellas enamoradas hacian que les 

firmaran sus galanes [una c^dula de matrimonioj antes de 

entregSrseles bajo palabra de matrimonio, para poder 

probarlo ante los tribunales eclesiSsticos si ellos 

25 rehulan el cumplimiento de tal compromiso." Not only 

did Cristina have the SacristSn put his promise in writing, 

but she also had him draw up a list of marital obligations: 

[SacristcLn:] "Debajo de dezir que la quiero bien, se 

incluye todo aquello que ella quisiere que yo haga por 

ella" (IV, 7 6-77). This Cervantine concept of the marriage 

contract is strikingly modern. Cristina also shows herself 

to be astute in dealing with the Amo. When he grants her 

freedom of choice, she properly defers to his authority, 

but subtly adds that she would like the opportunity to 

choose. She selects the SacristcLn and his guaranteed 

income over the Soldado and his vain promises of castles in 

2 6 
Italy. The economic basis for her choice is made clear in 

2 5. Enrique Moreno Baez, "Perfil ideolfigico de 
Cervantes," in Suma cervantina, ed. J. B. Avalle-Arce and 
E. C. Riley {London: Tamesis, 1973), p. 259, 

2 6. The secure income of the clgrigo is also one of 
the advantages proposed in the "Elena y Maria," 
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the final, rather bitter, but resigned letrilla of the 

Soldado: 

Siempre escogen las mugeres 
aquello que vale menos, 
porque excede su mal gusto 
a qualquier merecimiento, 
Ya no se estima el valor 
porque se estima el dinero, 
pues vn sacristan prefieren 
a vn roto soldado lego (IV, 7 9). 

In the description of Cristina's character, woman 

is seen as a marketable commodity. It is ironic that the 

Soldado's role-playing as the jealous "guarda cuydadosa" 

serves to make her seem more attractive, thereby increasing 

her value on the marriage market. It is his "perro del 

hortelano" attitude which provokes the confrontation with 

the SacristSn which leads to the Amo's awareness of 

Cristina's suitors and finally to the revelation of the 

cgdula. The dramatic behavior of the Soldado initiates the 

conflict which is harmoniously resolved by the literary 

device of the cgdula. 

La guarda cuidadosa presents the conflict of two 

economic systems. These systems are embodied in the 

characters of the Soldado and the SacristSn. The Soldado 

believes in the feudal system of royal munificence. He 

performs his services, both in the army and on the battle

field of love, in expectation of merced. His is the world, 

like that of Don Quijote, of great achievements and 

glorious grants. The Soldado has no interest in Sancho 
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Panza's ignoble desire to serve "a salario." The soldier 

prefers to be dependent on the providential bounty of the 

King and the fregona. His financial future depends on the 

liberalidad of the King. The Soldado mentions two sources 

of income, his memorial directed to the limosnero mayor, a 

priest in charge of distributing the royal charity, and his 

nomination by the Royal Council to the post of castellano 

at one of three castles in the kingdom of Naples. In his 

amorous ardor, he has given away the memorial. It is clear 

to the audience that the Soldado's castles are as illusory 

as the solar de casas of the escudero in the Lazarillo. In 

contrast, the Sacrist~n has a steady job and a stable 

source of income. It is i ronic that the churchman, whose 

livelihood should depend on the merced of the faithful, 

possesses the economic security of a fixed salary. 

The difference between the two systems and the 

changing economic conditions in Spain are reflected in the 

procession of the street merchants. The first, the santero, 

is dependent on the religious piety of the parishioners, 

Yet he, too, seems to have a fairly stable source of 

money. At the Arno's house, for example, he receives a 

daily donation of two maraved1s. Manuel, the trinket 

peddler, represents a second level in the economic structure. 

As a salesman, he is dependent on his commissions, He is 

very upset, therefore, when the Soldado refuses to let him 

enter the house to make a sale. The third merchant, the 
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zapatero Juan Juncos, is the perfect portrait of a 

capitalist. As a "pobre oficial," he cannot accept credit, 

and therefore refuses the Soldado's request to "[hacerme] 

una merced." The two economic systems clash when the 

Soldado offers the "mondadientes" as collateral. Since 

the "viznaga" has no intrinsic cash value, the shoemaker 

politely refuses the exchange. The Soldado then explains 

his honor system: "jO pecador de mi! No la doy yo sino para 

recuerdo de mi mismo, porque quando vaya a echar mano a la 

faldriquera y no halle la viznaga, me venga a la memoria 

que la tiene vuessa merced, y vaya luego a quitalla, Si? 

a fe de soldado, que no la doy por otra cosa? pero si no 

esta contento con ella, anadire esta vanda y este antojo: 

que al buen pagador no le duelen prendas" (IV, 68). The 

word of an impoverished soldier is no longer of value in 

this mercantile society. 

The presentation of the Soldado as a penniless, 

obsessed dreamer, and the resolution of the plot in favor 

of the SacristSn and his salary, indicate that the older 

systems—courtly love, military strategy, and merced— 

despite the Soldado's insistence in their immutability, are 

inapplicable in modern economic society, as symbolized by 

the marriage contract. In this entrem^s, with its focus on 

the lower economic and social classes, Interns is victorious 

in the battle with Amor. Passion is a luxury of the rich. 

Money is the real level of exchange, of communication, not 



courtly poetry or romantic serenades. Although the 

Soldado's rhetorical stance is shown to be ineffective in 

the everyday world of economic reality, his metaphorical 

behavior is very effective in the comic art of the 

entrem^s. 



CHAPTER V 

EL VIZCAINO FIIJGIDO 

El Vizcaino fingido is a comic presentation of the 

power of deception. All of the characters in the entremSs 

are revealed as hypocrites or imposters. The central 

property, the gold chain, seems to metamorphose before the 

audience's eyes. The setting, the urban society of Sevilla, 

is a world in which the appearance of social rank is almost 

as important as true nobility. The theme of the play, 

engano, operates on the double level of social satire and 

theatrical illusion. El Vizcaino fingido, the fifth 

entrem€s, is a companion-piece to the sixth, El retablo de 

las maravillas. Both works satirize social conventions. 

El retablo presents the obsession with limpieza de sangre 

and El Vizcaino, the manipulation of the social conventions 

of high society by cortesanas, In both works, Cervantes 

uses the play-within-the-play device to enhance the 

verisimilitude of the portrait of lower-class or rural life. 

In El retablo, the performance of the magic show results in 

the characters' total acceptance of its fiction in the face 

of everyday reality, as represented by the Furrier, In El 

Vizcaino, however, the object of the performance of SolGrzano 

and Quinones is to humiliate the cortesanas into an 

73 



74 

acceptance of their social reality. The engafio of El 

retablo is the reverse image of the desengano of El 

Vizcaino. 

The plot of El Vizcaino is a version of the standard 

burlador burlado joke. Contrary to expectations, the trick 

is perpetuated by a man rather than a woman, and the plan 

does not backfire. Sol6rzano enlists the aid of his friend 

Quinones in a trick designed to get revenge for some 

previous, unidentified deceit of Cristina's. Sol6rzano 

plays on the greed and vanity of the cortesana and her 

compatriot, Brlgida, He offers them an opportunity to make 

some easy money from a foolish, wine-loving Basque. In 

order to complete the arrangements for the deceit of the 

"vizcayno," Sol6rzano needs a loan of ten escudos. For 

collateral, he gives Cristina a gold chain which he claims 

is worth 150 escudos. After the performance by Quinones, 

an imaginary emergency forces Sol6rzano to reclaim the 

chain. He accuses Cristina of substituting a worthless 

imitation for the real chain. He then threatens to call in 

the authorities. Cristina is trapped. She knows that the 

Corregidor will not believe her version of the incident, 

Solfirzano magnanimously offers to drop the charges if she 

will agree to pay the Alguacil and provide the evening meal. 

Cristina accepts, vowing she will be Solfirzano's "esclaua 

perpetua." At this point, Quinones and two musicians 

emerge from their hiding place to explain the trick and to 
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elucidate the moral of the story. Cristina gracefully 

acknowledges her defeat and all prepare for the feast. The 

comic resolution of the play is celebrated in the closing 

song, a satire on presumptuous and pr^cieuses females. 

The action of the entrem^s begins with Sol6rzano's 

introduction of the properties for his trick: "Estas son 

las bolsas, y, a lo que parecen, son bien parecidas; y las 

cadenas que van dentro, ni mas ni menos" (IV, 81). His 

first speech is reminiscent of the patter which precedes a 

magician's sleight-of-hand trick. However, there are no 

stage directions in the play to indicate when the switch is 

made. Perhaps Cervantes wished to leave the mechanics of 

the exchange to the director or the actor, yet in the other 

entremeses the directions are very specific about costumes 

and properties when these figure significantly in the action 

or the humor of the play, I suggest that Solfirzano's 

"sleight-of-hand" trick is merely verbal. Sol6rzano showed 

the real gold chain to several silversmiths to establish 

its authenticity and then had an exact duplicate made. It 

is this duplicate which is used throughout the play, and 

its quality as "oro" or "alquimia11 depends solely on 

Solfirzano's assertion that it is real or fake. The trick 

is successful because of the excellence of the workmanship 

of the imitation; it is such an accurate reproduction that 

it passes the Platero's cursory inspection. "Hechura" is 

an important element of deceit—and of the fiction of the 
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entrem6s. The women are artisans in their ability to 

imitate the dress and manners of noblewomen. Quinones uses 

the craft of the drama to imitate the speech patterns of a 

"vizcayno." There is the constant threat that the fictions 

will be weighed in the balance against the real thing and 

will be revealed as artifice. The workmanship must be of 

high quality for the imperfection to remain undiscovered. 

Sol6rzano insures the women's acceptance of the deceit by 

appealing to their desire for riches, much as Chanfalla will 

use the villagers' fear of being exposed as cristianos 

nuevos or illegitimate to insure their "willing suspension 

of disbelief." 

Quinones is hesitant to participate in his friend's 

trick. He sees little honor and glory in an act of revenge 

which involves the deception of foolish women. Sol6rzano 

quickly assures Quinones that this will be a harmless, 

private, well-deserved joke: "esta burla no ha de passar 

de los texados arriba; quiero dezir, que ni ha de ser con 

ofensa de Dios, ni con dafio de la burlada: que no son burlas 

las que redundan en desprecio ageno" (IV, 81), Sol6rzano 

is aware of the delicate posture of the trickster. He will 

use deception, the very thing for which he criticizes 

Cristina, The difference between the two is the ultimate 

goal. Cristina imitates the behavior and dress of a 

noblewoman for her own personal gain. His intention is 

moral; he wishes to show her the error of her ways and to 
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reintegrate her into society in her proper role in the 

social hierarchy. Unlike a Don Juan Tenorio, this "burlador 

de Sevilla" will stay within social and moral bounds. He 

wants to produce a comedy, not a tragedy. He recognizes 

that he cannot destroy her totally without destroying the 

game and himself. 

Once the morality of the trick has been defined, 

Quinones willingly offers his assistance to his friend. The 

bond of friendship demonstrated by the two men is the ideal 

model for the corrupted version practiced by the two women. 

According to the anti-feminist tone of the entremSs, true 

friendship can exist only between men. Women are shown to 

be absurdly emotional, superstitious, vain, greedy, jealous, 

and unfaithful. The loving endearments—"amiga," "querida," 

"hermana"'—used by Cristina and Brlgida are false repre

sentations of their true sentiments. The greedy, jealous 

Brlgida is quick to slander her "friend" the minute 

Cristina's back is turned. Brigida, hoping to share 

Cristina*s windfall, "discreetly" warns Solfirzano of 

Cristina's faults: "tiene la tetas como dos alforjas vazias, 

y ... no le huele muy bien el aliento, porque se afeyta 

mucho" (IV, 93). After Cristina returns, Brlgida resumes 

her act of affection: "Tambien le dixe c6mo vas muy limpia, 

muy linda y muy agraciada, y que toda eras ambar, almizcle 

y algalia entre algodones" {IV, 94). The astute Cristina 

sees through her friend's alliterative praise and retorts 
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with irony: "Ya yo se, amiga, que tienes muy buenas 

ausencias" (IV, 94). 

Cristina and Brlgida are damas cortesanas, high-

class prostitutes who masquerade as noblewomen to attract 

wealthy clients. Cervantes establishes their social 

background, and the historical verisimilitude of the play, 

by introducing topical references to the decree of 1610 in 

which the Hacienda Real defaulted on royal loans, the 

premStica of 1610 against mujeres tapadas, and the sumptuary 

laws of 1611 prohibiting the construction of new coaches 

without the approval of the Royal Council and the use of 

these coaches by "ninguna mujer que ptiblicamente fuere mala 

de su cuerpo."'1' Cervantes uses the dramatic device of 

suspense to involve the audience in the fiction of the 

entrem£s. Brlgida bursts onto the stage, frantic with the 

news of a terrible disaster. Like the members of the 

audience, Cristina is curious about the cause of this 

extreme behavior. Her repeated questions elicit more 

hysterical rantings from Brlgida. Cristina switches to the 

tactic of suggesting possible causes: "£Has visto alguna 

mala vision? ^Hante dado alguna mala nueua de que es 

muerta tu madre, o de que viene tu marido, o hante robado 

tus joyas?" (IV, 8 2), Her suggestions ironically contribute 

to the characterization of women as superstitious and 

1. Cervantes, Comedias y entremeses, IV, 213-214, 
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deceitful. Brlgida claims that the news, which also affects 

Cristina, is even more terrible than her friend can imagine. 

Cervantes lets the tension build until it breaks in a comic 

let-down: [Brigida:] "Has de saber, hermana, que, viniendo 

agora a verte, al passar por la puerta de Guadalajara, oi 

que, en medio de infinita justicia y gente, estaua vn 

pregonero pregonando que quitauan los coches, y que las 

mugeres descubriessen los rostros por las calles" (IV, 83). 

Cristina takes the news in stride. Her calm and reasonable 

attitude further delineates the humor of Brlgida's un

warranted hysteria. Amelia Agostini de Del Rio sees 

Cristina as a sympathetic character, "sencilla, bonachona, 

2 humilde." It is true that Cristina is the target of 

Sol6rzano's trick and Brlgida's envy, but Cristina is not an 

innocent victim. Despite her pious protestations that the 

prem^tica will save the women from the sin of pride, 

Cristina has no intention of sacrificing her deceitful 

life-style. She prudently accepts the new laws only to 

suggest ways in which they c$n be turned to the advantage 

of the cortesanas. They will still be able to show off 

their finery and their customers will have a better oppor

tunity to survey the merchandise. Cristina's patriotic 

arguments in favor of the reforms reflect a widely-held 

2. Agostini de Del Hlo, p. 79. 
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3 opinion about the decaying state of the Spanish cavalry. 

Her praise of the Spanish infantry draws the concept of 

warfare into the world of the entremgs. El Vizcaino can be 

seen as one skirmish in the constant battle between the 

4 sexes. Another incident in the war of deception is added 

when Brigida confesses that she is not married to her 

"marido." He has enjoyed her favors by promising to marry 

her and then not marrying her. 

The battle of wits begins in earnest when Sol6rzano 

enters through the open door of Cristina's house. Sol6rzano 

counters her affectation of anger with the polite rhetoric 

of courtly society. He immediately attacks Cristina's 

vulnerable areas: vanity and greed. He must be assured that 

the women, unlike the forewarned audience, cannot see 

through his charade. He identifies himself as a "cortesano 

a quien vuessa merced no conoce," and waits for Cristina's 

reaction. When she fails to recognize him, he knows he has 

passed the first hurdle. He launches into a long, detailed 

description-—a sort of introit for the performance of the 

trick—of the foolish, woman-crazy, wine-loving "vizcayno" 

3. See Eugenio Asensio, ed., Entremeses, by Miguel 
de Cervantes (Madrid: Editorial Castalia, 197 0), p. 151, 
n, 3: "La decadencia de la jineta es tema de quejas y dis-
posiciones legales hasta fines del XVI." 

4. El casamiento enganoso describes another episode 
in the battle between the sexes. The weapons are identical-
the alf^rez Campuzano's cadena de alquimia and Dona 
Estefania's disguise as a noblewomen--but in the novela, the 
man and the woman are equally deceived. 
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who has been entrusted to his care. Solfirzano outlines his 

plan to take the fool's money. The gold chain, the key 

physical element in the trick, is now produced. Sol6rzano's 

offer of the chain in exchange for a loan of ten escudos 

is met with interest and suspicion. Cristina# a shrewd 

businesswoman, realizes that "no es oro todo lo que reluze." 

She wants to have the chain appraised by her neighbor the 

silversmith before the preparations proceed any further. 

Her doubts about Solfirzano's honesty lead the audience to 

believe that the trick could backfire at any moment. But 

luck is with Sol6rzano, for the Platero is so familiar with 

the chain that he does not weigh it, and Brigida and 

Cristina are so eager to earn some easy money that they do 

not take the time to listen to their own suspicions. 

The Platero confirms the details about the value of 

the chain and the name of its owner. The scene with the 

Platero allows Cervantes to parody neo-Aristotelian canons 

about verisimilitude, Solfirzano has elaborately staged the 

trick. He has insured that his story rings true on the 

details. The physical "truth" of the chain and the 

"realistic" imitation of a Basque's broken Spanish lend 

credence to the fiction. The Can6nigo in the Quijote 

quarrels with the veracity of the romances of chivalry and 

the cornedia on the basis of their inconsistency with regard 

to historical detail. These unacceptable inconsistencies 

lead the Canfinigo to brand the works as "disparates." El 
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Vizcaino fingido shows that verisimilar details have no more 

power to prove the reality of a story than they do to 

destroy it, once the author has succeeded in seducing the 

audience's cooperation and belief in his fiction. 

The arrival of the Platero provides Cervantes with 

another opportunity to explore hypocrisy, the battle of 

the sexes, and the interplay of illusion and reality. The 

Platero asks Cristina to accompany his wife to the comedia 

the following afternoon while he attends to an assignation. 

Here the man appears to be the victorious deceiver, but the 

corral was notorious as a site for amorous trysts. The 

balance of the male-female deception is maintained. Not 

only does Cervantes include a play-within-the-play, but he 

also has the characters discuss the theatre. These "real" 

people of the lower classes—prostitutes and plateros—are 

seen discussing the fiction of the comedia. The delight 

of the Platero's wife in the theatre^ and Brlgida's 

enchantment with a sonnet about Pyramus and Thisbe written 

5 
by another of Cervantes' poverty-stricken poetasters, 

foreshadow the satire of femmes prScieuses of the closing 

song. 

5. In his edition of the Entremeses (Madrid: 
Espasa-Calpe, 1952), p. 134, Miguel Herrero Garcia notes 
that the poetaster of El Vizcaino may be another of 
Cervantes' literary attacks on Lope de Vega: "Varios son los 
sonetos de la historia de Plramo y Tisbe. Pero los 
trescientos sonetos mSs que siguen de este poeta recuerdan 
el que compuso Lope e incluyfi entre sus Doscientos sonetos 
de las Rimas humanas, publicados en los primeros anos del 
siglo XVII." 
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The performance of Quinones as the "vizcayno" brings 

the theatre to the stage. The "vizcayno," with his comic 

deformation of Spanish syntax, was a stock comic figure of 

the entremSs. Cervantes, in his "PrSlogo" to the Cornedias 

y entremeses, specifies the "vizcayno" as one of four 

figures which Lope de Rueda "hazia ... con la mayor 

excelencia y propiedad que pudiera imaginarse" (I, 6).^ 

Cristina and Brlgida, who spend their leisure time attending 

the theatre or reading pastoral and chivalric novels, are 

taken in by the conventional comic language attributed to 

the Basques. The humorous deformation of Spanish by 

Quinones points to the problem of corruption of language at 

all levels in the entrem^s. Immediately prior to Quinones' 

entrance, Brlgida's aside to the audience reveals her true 

feelings behind her hypocritical flattery of Cristina. 

Words cannot be taken at face value in this social milieu, 

The illustration of this problem reaches its comic peak when 

Brigida insists that, although she has no ide^ what the 

"vizcayno" is saying, his words are beautiful. Language 

must be interpreted, and Sol6rzano fulfills the role of 

narrator and interpreter for the performance of Quinones, 

The double-edged power of words can be seen in Quinones' 

lines. When taken literally, his words can have one mean

ing, generally malicious, but his broken Spanish acquires 

6, Cervantes also uses the figure of a "vizcayno" 
to comic effect in the Quijote, I, Chapter 8. 
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all the courtesy of courtly address when "translated" by 

Sol6rzano. For example, Quinones' first speech contains 

the distorted "manos besame vuessa merced," which can be 

read as a command for Cristina to kiss his hands. 

Sol6rzano, of course, reverses the meaning: "Dize el senor 

vizcayno que besa las manos de vuessa merced" (IV, 94). 

The problem of language, especially the ingenious, 

altisonante rhetoric acquired by the women from the pastoral 

and chivalric novels, is reiterated in the song: 

La muger que mas presume 
de cortar como nauaja 
los vocablos repulgados 
entre las godenas platicas,* 
la que sabe de memoria 
a Lofraso y a Diana, 
y al Cauallero del Febo, 
con Qlivante de Laura; 
la que seys vezes al mes 
al gran don Quixote passa, 
aunque mas sepa de aquesto, 
o sabe poco, o no nada (IV, 103). 

Brlgida's imagination, trained up in this literary tradi

tion, is so captured by the performance and its "translation" 

that she adopts the role of narrator of the Basque's 

actions; "IAy, pecadora de mi, y cfimo que se le turban los 

ojos y se trastraua la lengua! ilesus, que ya va dando 

traspies! jMlren que mocedad y que borrachera!" (IV, 97). 

The courtly, polite rhetoric of Sol6rzano collapses 

into a Sancho Panza-like string of proverbs when he accuses 

Cristina of switching the chains. The change in tone 

signals the denouement of the deceit, Cristina is now caught 
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in her own trap. Her history of deceits will predispose the 

Corregidor against her. He will adjudge her truths to be 

lies. The frightened, fickle Brlgida immediately sides with 

SolCrzano against the tainted Cristina. There is only one 

solution for Cristina, rendirse. Like Sol6rzano, Cervantes 

wants to produce a comedy, and Cristina's humble acceptance 

of her defeat paves the way for the comedic resolution of 

social reintegration. 

The urban setting of Sevilla is the social backdrop 

for this play about deception. The entrem^s illustrates 

the difficulty of determining lineage and rank, of 

establishing authenticity in the shifting sands of the port 

city. External indicators of rank, such as dress, transpor

tation, and titles, were governed by a rigid social code. 

Cristina purports to favor the conventions which distinguish 

nobility from imposters: "que no era bien que vn coche 

ygualasse a las no tales con las tales" (IV, 85), Yet the 

play shows how the cortesanas break the code and manipulate 

the products of the larger society. Cristina and Brigida 

adopt the clothing and the formulas of address of noble

women. They take advantage of the courtship convention 

that evolved around luxurious coaches. The sumptuary laws 

regulating the production and use of the coaches were 

specifically designed to prevent their misuse by the 

"mujeres de vida libre," The indirect social criticism of 

the conventions of the larger society in El Vizcaino is 
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reminiscent of the satire in El rufiSn viudo. Both plays 

focus on respectable society from the perspective of a 

corrupt sub-culture. Both plays introduce a representative 

of respectable society, the Alguacil, who readily succombs 

to the temptation of a bribe. The satire of El Vizcaino is, 

however, more subtle. In El ruficin, Cervantes creates a 

self-contained criminal underworld whose hierarchical 

organization is a perverse mirror-image of "straight" 

society. In El Vizcaino, the prostitutes are more oppor

tunistic than criminal. They work within the context of 

the larger society, manipulating its conventions, trappings, 

and products. They are superb actresses working within the 

"gran teatro" of the city. They read the social script much 

in the same way that they read the libros de caballerla. 

The ironic interplay of life and literature, thema-

tically linked in this play by the central concept of 

encyafio, finds its summary statement in the closing song, 

Quinones, a fictional character who has returned to his 

"real" identity from his role-playing as the "vizcayno," 

composes a romance which includes the titles of real works 

of fiction, including Cervantes' masterpiece, the QuijoteI 

Deceit after deceit is exposed in this play, except, of 

course, the final illusion that these people are not real 

sevillanos but characters in a play. Like the "hechura" of 

the false chain, the workmanship of Cervantes' fiction is 

superb. 



CHAPTER VI 

EL RETABLO DE LAS MARAVILLAS 

The sixth entremgs, El retablo de las maravillas, is 

the prime example of a play conscious of its own theatri

cality. It is perhaps the best interlude in the collection 

because of its complex layering of illusion and reality, 

the central Cervantine obsession. El retablo can be seen 

as a dramatization of the conditions necessary for the 

creation of dramatic illusion and of the critical, social, 

and financial realities of the drama as a genre. 

The plot for this presentation of multi-planed 

reality is simple. Two charlatans and their musician-

accomplice have a plan for swindling the gullible residents 

of a rustic Spanish village. The plan is to present a play 

with no actors, no script, no scenery, and no overhead—a 

non-play, in fact. The villagers behave as if they were 

witnessing a performance because the tricksters establish 

two conditions necessary for seeing the marvelous visions: 

legitimate birth and limpieza de sangre. The presentation 

of the retablo is interrupted by the arrival of a quarter

master seeking lodging for government troops. By this 

time, the rtisticos are so convinced by the mad vision that 

they can no longer distinguish illusion from reality. They 
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believe that the Furrier is another figure of the marvelous 

show. The Furrier denounces them as mad/ and the entrem§s 

ends with the villagers' verbal and physical assault on the 

quartermaster, and the charlatans' proclamation of the 

success of their trick. 

Various sources have been suggested .for the plot of 

El retablo. The most commonly cited source is Table XXXII 

of Don Juan Manuel's Conde Lucanor, "De lo que contes<;io 

a un rey con los burladores que fizieron el pafio." Don 

Juan Manuel's collection was printed in Sevilla in 1575, 

and therefore could have been available to Cervantes."'* In 

this enxemplo, three tricksters make a magic cloth seen only 

to those of legitimate birth. Legitimate birth is also the 

condition for seeing the painting Eulenspiegel presents to 

the Landgrave of Hesse in Tale XXVII of Till Eulenspiegel. 

Marcel Bataillon argues convincingly that this tale "se 

2 acerca mSs a la versi6n adoptada por Cervantes," Schevill-

Bonilla note the similar plot material of Tale XLIX of El 

buen aviso of Juan de Timoneda, in which the painting is 

3 
invisible to cuckolded husbands, Finally, Joseph Gillet 

finds the story of Valetin et Orson to be a possible source 

1. Asensio, "Entremeses," p. 18 9. 

2. Marcel Bataillon, "Ulenspiegel y El retablo de 
las maravillas de Cervantes," in Varia lecci6n de cl&sicos 
espaholes (Macfrid; Gredos, 1964) , p. 260. 

3. Cervantes, Comedias y entremeses, IV, 226, 
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4 for three of the visions in El retablo. I do not wish to 

evaluate here the different claims for the probable source 

for the plot of Cervantes' entremfes. I have noted these 

theories because they all indicate that the plot material 

had already been translated from a folkloric tradition into 

literary texts by authors available to Cervantes. Cervantes' 

audience, readers of the collection of Comedias y entremeses 

or the anticipated viewers of the interlude, would also have 

been aware of the fictional origins of the episode. This 

knowledge is the first step in the confusion of illusion 

with reality. The tale appears to "come to life" before 

the audience as the players enact the story. The written 

word is transformed into an active reality at the most basic 

level of the story line—a transformation which provides the 

central axis for the mystifying marvel of the retablo. 

A more detailed analysis of the plot is necessary to 

reveal the intricate interplay of illusion and reality, the 

incorporation of dramatic principles in the performance, and 

the place of dance and music as structural elements. 

The preparation for the trick begins with the 

entrance of the two charlatans, Chanfalla and Chirinos. 

Chanfalla's first speech readies the audience for a 

deception, which, as Covarrubias indicates, is the essence 

4. Joseph E, Gillet, "Clavileno: su fuente directa 
y sus origenes primitivos," Anales Cervantinos, 6 (1957), 
2 52. 
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5 
of art: "es propio de los poetas fingir": "No se te passen 

de la memoria, Chirinos, mis aduertimientos, principalmente 

los que te he dado para este nueuo embuste, que ha de salir 

tan a luz como el passado del llouista" (IV, 105). By 

letting the audience in on the joke, Cervantes establishes 

the requisite mental distance between art and life. The 

dangers of destroying this artistic distance will constitute 

one of the main themes of this entrem^s and of Cervantes' 
g 

work as a whole. At the same time, this opening speech 

whets the appetite of the audience to discover the nature 

of the deceit. Cervantes tantalizes the audience by having 

Chanfalla refer to an earlier trick, "el del llouista." 

Although this reference has not been identified by Cervantine 

scholars, it may have been a well-known confidence game of 

the time. The audience now anticipates a similar deceit. 

Xf the "embuste del llouista" is merely an invention of 

Cervantes, it still serves to arouse the curiosity of the 

audience and insures their attention. 

The deceit is revealed to be a retablo which the 

charlatans and the musician will produce for the villagers. 

5. Sebastian de Covarrubias Horozco, Tesoro de la 
Lengua Castellana o Espanola, ed. Martin de Riquer 
(Barcelona* S~, A^ Horta, 1943) , p. 875. 

6, Many critics have noted Cervantes' experimenta
tion with narrative distance. One of the most perceptive 
articles on this aspect of Cervantes' prose fiction is 
George Haley, "The Narrator in Don Quijote: Maese Pedro's 
puppet Show," Modern Language Notes, 8"5 T1965) , 145-165. 
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Retablos were a popular art form of the sixteenth and 

seventeenth centuries. They were puppet shows, performed 

by travelling artists, especially Italians, in the 

provinces. The article under tlteres in Covarrubias gives 

a fuller description of the nature of the performances: 

Ciertas figurillas que suelen traer los extranjeros 
en unos retablos, que mostrando tan solamente el 
cuerpo dellas, los gobiernan como si ellos mesmos 
se moviesen; y los maestros que est&n dentro, 
detrSs de un repostero y del castillo que tienen 
de madera, estcin silvando con unos pitos que parece 
hablar las mesmas figuras, y el int^rprete que 
estS fuera declara lo que quieren decir. Y porque 
el pito suena ti_, ti, se llamaron titeres.7 

The retablo of Chanfalla, of course, has no puppets, but I 

have included the definition to show that the audience was 

accustomed to have the actions of the figures interpreted by 

a narrator, Chanfalla and Chirinos will serve as the 

intgrpretes of the fantastic visions while Rabelln plays 

appropriate background music. Rabelln's music prefigures 

the "music" of the army, the trumpet call announcing the 

arrival of the troops. The music accompanying the imaginary 

world of the dramatic fiction contrasts with the battle cry 

of the everyday world of the Spanish army. 

The idea of the battle charge is introduced by 

Rabelln with a typically Cervantine play on words: "iHase 

de hazer algo en este pueblo, seftor autor? Que ya me muero 

porque vuessa merced vea que no me tomo a carga cerrada" 

7. Covarrubias, p. 964. 
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(IV, 106) . A carga cerrada is an infantry charge; tomar a 

carga cerrada means to select something blindly, impetuously. 

The pitiful Rabelln wants the chance to prove himself. 

Chanfalla picks up on the idea of carga, and applies it with 

a third sense which continues the comic presentation of the 

musician's height: "Quatro cuerpos de los vuestros no haran 

vn tercio, quanto mas vna carga" (IV, 106). Here carga is a 

unit of measure for selling wood. The wordplay serves two 

functions. The comic comments on Rabelin's stature and 

musical ability set him up as the butt of a burlesque 

joke. Secondly, the exchange indicates the clever word 

control of the tricksters. This power is essential to the 

success of the deceit, to the creation of art. Verbal skill 

is an important attribute in Cervantes' works, Don Quijote's 

mastery of the language of the romances of chivalry places 

him in a superior situation on many occasions when his 

physical attributes would indicate defeat, The power over 

words is the most important manipulative tool in the 

embuste. The charlatans must test the gullibility of the 

town officials much as Maese Pedro had to certify the 

credulity of his audience with his "talking" ape. Chanfalla 

initiates the conversation with the villagers with a "con 

man's" typically flattering patter: "A tener yo dos ongas de 

entendimiento, huuiera echado de ver que essa peripatetica 

y anchurosa presencia no podia ser de otro que del dignissimo 

gouernador deste honrado pueblo, que, con venirlo a ser de 
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las Algarrouillas, lo deseche vuessa merced" {IV, 106-107). 

Chirinos continues the test of the ingenio of the villagers 

and extends the litmus paper reading of the importance of 

honor: "Honrados dias viua vuessa merced, que assi nos 

honra. En fin, la enzina da bellotas, el pero peras, la 

parra vuas, y el honrado honra, sin poder hazer otra cosa" 

(IV, 107). The country bumpkins fail the test for all are 

persuaded by the elegance of tone, the command of allitera

tion, and the flattery accorded them. Not even the 

Gobernador, who has pretensions to a certain linguistic 

expertise as a poet, notes the obvious fault in the logic: 

a pero gives rhanzanas, not peras which come from a peral. 

In fact, the rhetoric inspires the alcalde Benito Repollo to 

exclaim: "Sentencia ciceronianca, sin quitar no poner un 

punto" (IV, 107). The comically-deformed adjective begins 

the traditional burlesque conflict between the well-

intentioned but foolish alcalde and the pedantic escribano. 

Pedro Capacho shares Don Quijote's obsession with proper 

usage as he corrects the adjective to ciceroniana. 

As the preparation for the deceit proceeds, we see 

Chanfalla adopting the role of autor. Impersonation occurs 

on several levels as a real man, an actor, plays the role of 

Chanfalla, the charlatan, who adopts the role of Montiel, 

autor de comedias, and becomes an actor-narrator in his own 

production. This actor-autor uses all the rhetoric at his 

command to evoke the proper atmosphere for his verbal magic. 
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He gives his show a pseudo-scientific basis. According to 

Chanfalla, the retablo was fabricated by "el sabio 

Tontonelo" with the aid of such "paralelos, rumbos, astros 

y estrellas, con tales puntos, caracteres y obseruaciones, 

que ninguno puede ver las cosas que en el se muestran, que 

tenga alguna raza de confesso, o no sea auido y procreado 

de sus padres de legitimo matrimonio; y el que fuere 

contagiado destas dos tan vsadas enfermedades, despidase de 

ver las cosas jamas vistas ni oydas de mi retablo" (IV, 

108). The criteria for seeing the marvelous visions are now 

established; legitimate birth and limpieza de sangre. As 

Asensio points out, the addition of limpieza de sangre as a 

condition acclimatizes the folkloric tale of the "Emperor's 

Q 
New Clothes" to Golden-Age Spain. This second condition 

is comic in this setting because, as Noel Salomon indi

cates, rustics had the least to fear from an accusation of 

being tainted with Jewish or Moorish blood: "les paysans 

repr^sentaient, aux XVIe et XVIIe siecles, le secteur de 

9 population le plus orthodoxe religieusement." 

Cervantes is obviously satirizing the Spanish 

obsession with limpieza de sangre, yet social criticism is 

a by-product, rather than a main goal, of Cervantes* art, 

Limpieza de sangre was selected as a condition as much for 

8. Asensio, "Entremeses," p. 18 9. 

9. Salomon, p. 116. 
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its dramatic potential as for its reflection of a con

temporary social problem. Cervantes chose a condition that 

would inspire fear and desire in the audience. This 

communal response creates the homogeneity, the cooperation/ 

the "willingness to suspend disbelief" of the spectators 

which insures their belief in the fiction. The concept of 

limpieza de sangre embodies the confusion between appearance 

and reality. The appearance of being a cristiano viejo, 

essentially a social convention, acquires a vital reality 

for these characters. As Salomon points out, the charlatans 

transfer this communal racial prejudice to the group madness 

which accepts the visions as real: "L*hallucination 

collective a laquelle mene finalemente la superstition 

raciste de ses paysans est comrne la transposition th£atrale 

et symbolique d'une hallucination social rfiele."^ 

Once the conditions for seeing the visions have been 

established and repeated and the charlatans have been paid, 

the marvelous show is about to begin. Chanfalla's introduc

tion is a magical incantation which again illustrates his 

eloquent command of the mystical language necessary for the 

audience's mental preparation. His invocation to "el sabio 

Tontonelo" recalls Don Quijote's exhortation to his imagined 

chronicler: "i0 tur quienquiera que fuyste, que fabricaste 

10. Ibid, 
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este retablo con tan marauilloso artificio, que alcango 

renombre de las marauillas por la virtud que en el se 

encierra! Te conjuro, apremio y mando, que luego 

incontinenti muestres a estos seriores algunas de las tus 

marauillosas marauillas, para que se regozijen y tomen 

plazer sin escandalo alguno" (IV, 113-114).. The first 

vision to "appear" on the blank screen of the retablo is 

that of Samson, chained to the pillars of the temple. The 

image is a very effective opening scene for the deceit, 

since the trick requires the narrator to suggest an image 

and the spectators to flesh in the vision on the screen of 

their imaginations. The idea of Samson recalls a well-

known biblical figure whose story should be immediately 

recognized by the villagers. The story begins in medias 

res, at the moment of highest tension—Samson's terrible 

act of revenge as he pulls down the pillars of the temple 

to crush his enemies. It is a vivid image, full of 

dramatic action, that inspires fear in the villagers for 

two reasons, The first is the social condemnation they 

will suffer if they fail to see the strongman, and the 

second is the fear of being maimed by the crumbling 

pillars. The fear for their lives is both real and 

imagined—real, because in the standard Golden-Age 

metaphor honor meant life, and imagined because Samson is 

a fiction of their belief. Cervantes has ingeniously 

reversed the normal expectations. In this play, sticks 
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and stones may not break your bones, but words can hurt you. 

The desire to see the vision is so overwhelming that the 

rfisticos fail to note the comic discrepancies and the 

burlesque reductions in Chanfalla's speech. The autor calls 

Samson a "valeroso cauallero," an obvious anachronism, and 

he ends his description of the vision with an impassioned 

plea to Samson that he not destroy the temple so that these 

noble people will not be cracked like eggs in an omelette. 

The Old Testament hero, like Salome, has no place in a play 

for cristianos viejos. Benito Repollo is the first to react, 

and his comic fright is the response anticipated by the 

charlatans. Pedro Capacho and the Gobernador serve as the 

touchstones of reality, the other perspective plane, for 

they see nothing. They naturally speak only in asides, 

fearful to admit their doubts about the vision and their 

self-identities. Their asides, directed to the audience 

of the entrants, establish a relationship with the third 

level of reality. 

The second vision is a bull, another fearful image, 

for this is the famous bull "que mato al ganapan en 

Salamanca." The incident may be one which was familiar to 

Cervantes' audience, If the detail is just an embellishment 

of the fiction, Chirinos is clever in locating the episode 

in a well-known Spanish town. This realistic touch adds to 

the plausibility of the figure. The charlatans are now 

fully enacting their adopted roles of autores as they give 
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stage directions to guide the villagers' movements. The 

villagers metamorphose into the absent retablo puppets as 

the autores manipulate the strings of fear, Benito 

Repollo's will to see is so strong, his reaction so 

exaggerated, that he provides a detailed description of 

the bull's coloring. 

The visions continue to emerge from the blank 

screen. A pack of multi-colored rats, direct descendents 

of the pair spared by Noah's Ark, invade the stage. The 

fear has so gripped the spectators that Chirinos is free to 

assign exotically elegant and inappropriate colors— 

albargados, jaspeados, azules—to the rats. The traditional 

slapstick humor of women's fear of rodents is exploited. 

The madness mounts as Teresa insists that one of the rats 

has climbed up her leg and Benito thanks his luck that his 

real boots serve to keep out the imaginary rats. 

Chanfalla next describes the heavy rain which is 

falling. The water, too, has a biblical origin: it is 

straight from the spring that feeds the Jordan River. The 

autor employs poetic conceits to describe the magical powers 

of the rain: "Toda muger a quien tocare en el rostro, se le 

boluera como de plata brunida, y a los hombres se les 

bolueran las barbas como de oro" (IV, 117). All of these 

visions require action from the spectators-turned-puppets. 

Now the actors themselves are improvising on the script 

outline suggested by the charlatans, Juana Castrada and her 
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father urge the women to uncover themselves. Reality has 

not been totally abandoned yet, for despite the protesta

tions of the others, Pedro Capacho and the Gobernador remain 

as dry as brown grass. These two characters serve to re-

focus our attention to the illusory nature of the visions 

and away from the active show provided by the "live 

puppets." Cervantes takes care to indicate all the levels 

of the play-within-the-play at any given moment. This 

masterful juggling act is given another dimension as Benito 

Repollo and Rabelln resume their quarrel. Benito vehemently 

protests the bad music and demands Rabelin's ouster. The 

real music is interfering with the wild leaps of imagina

tion. Benito seems to need a respite from the exertion of 

maintaining the fiction, just as Cervantes needs to change 

the pace to distinguish clearly the limits of sanity. In 

his ire, Benito forgets that the retablo cloth has acquired 

a fictitious existence as a luxurious repostero, and he 

identifies it in terms of its everyday reality: a common 

blanket. This break in the constant stream of visions gives 

Pedro Capacho the opportunity to prove that he, too, is a 

cristiano viejo. He capitulates to the social pressure and 

the madness by declaring that the water has turned his 

mustache golden. 

The penultimate vision is another group of ferocious 

beasts, but now the madness is so overwhelming that 

Chanfalla can introduce non-existent creatures without fear 
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of contradiction. To the honey-eating bears he adds a pride 

of "leones rampantes," which exist only in heraldry. 

Benito, disturbed about the unpleasant nature of the 

visions, complains to "el sabio Tontonelo." His request 

for a more appealing sight is answered with the vision of 

the beautiful Salome, 

The culminating point of the retablo is Chirinos' 

description of Salome, the Jewess who received the head of 

John the Baptist as a prize for her dancing. The figure of 

Salome introduces the music and dance used to bring the 

other entremeses to a harmonious conclusion. Here it serves 

as a rousing end to the play-within-the-play. The stage 

directions indicate that a group of musicians, presumably 

off-stage, provide the accompaniment. The frantic, 

lascivious gyrations of the zarabanda and the chacona serve 

as an objective correlative for the group madness. The 

immoral excess of the nephew1s dance is also signalled 

linguistically as Benito envisions Salome: "Esta si, 

fcuerpo del mundo!, que es figura hermosa, apazible y 

reluciente. jHideputa, y c6mo que se buelue la mochacha!" 

(IV, 119). The total mystification of the villagers is 

summarized in the final exchange between the autor and 

Benito before the arrival of the Furrier. Benito suddenly 

realizes that Salome, a Jewess, is of the wrong raza to 

witness the retablo. Chanfalla's explanation—which 

explains nothing—is funny and powerful in its ironic 
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simplicity: "Todas las reglas tienen excepcion, serior 

alcalde," This reply is worthy of Don Quijote's mad 

explanation for his numerous defeats: it was the work of 

evil enchanters. In literature, as in magic, anything is 

possible if you only believe. 

The dance is brought to an abrupt end as a trumpet 

call announces the arrival of the Furrier. Reality, 

represented by a man of annas, breaks into the illusion 

much as the armed Don Quijote destroyed the fiction—and the 

puppets—of the retablo of Maese Pedro. The spectators 

refuse to let the illusion be destroyed and take up arms 

against the military man. 

Chanfalla recognizes the danger of contradicting the 

quartermaster's orders, but his warnings go unheeded. The 

villagers are convinced that this intruder is another of 

the magic visions. Benito even demands that Tontonelo 

remove the thirty soldiers. His command seems reasonable 

to him since his earlier request to change the nature of the 

visions was apparently granted. The comic irony is that his 

new-found creative powers do not control the actions of a 

real man. The Gobernador, who has suffered in silence 

throughout the performance, now urges his companions to 

recognize the reality of the Furrier's threats. The 

Gobernador is in a hopeless situation; now that he is 

correct, the Furrier accuses him of being mad. Unlike the 

tale in the Gonde Lucanor, truth is not accepted in El 
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retablo. The villagers turn on the quartermaster when he 

admits that he sees nothing. The Escribano, adopting the 

Latin words with which the Jerusalem crowd accused Peter of 

being a disciple, creates the shibboleth which will 

identify the Furrier as a heretic: "ex illis es." The 

Gobernador, recognizing that his position in' the community 

is in jeopardy, joins the accusing chorus. The spatial 

distance between illusion and reality is bridged as the 

villagers attack the Furrier. The fantasy, the obsession, 

becomes the operative reality as the power of the word to 

create becomes the power to destroy. The villagers rush 

forward fearlessly, guided by the prejudicial fiction that 

confesos and bastards are cowards. As the entrem^s ends 

with the general tumult of the fighting, Chirinos fears that 

the deceit has been discovered. Chanfalla knows better. 

The town officials have totally accepted the fiction. The 

"virtue" of the retablo remains intact and it will be 

performed for profit to the rest of the town. 

The "play-within-the-play" technique, a favorite 

device of Cervantes, is.the most outstanding element of 

theatrical illusion in this entrem^s.^ It shows an 

artistic sophistication which has earned for Cervantes the 

11, Cervantes also uses this device in three of his 
comedias: Los banos de Argel, La entretenida, and Pedro de 
Urdemalas. See Jean Canavaggio^ "Variations cervantines sur 
le theme du theatre au theatre," Revue des Sciences Humaines, 
37 (1972), 53-68. 
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reputation as one of the best entremesistas of Spain. 

Threaded throughout the interlude are overt critical 

comments on the state of the contemporary stage. Several of 

these comments can be seen as a dramatized expansion of the 

literary history of the Spanish stage that Cervantes began 

in the "Pr6logo" to the collection. El retablo dramatizes 

the fact that the theatre is essentially an urban genre. 

Asensio feels that Cervantes relocated the action of the 

folkloric tale from the feudal palace to a town to 

acclimatize the plot and to capitalize on the pressure of 

12 
social appearances felt by a group of town officials. 

There is an additional reason why El retablo must take 

place in an urban setting. Unlike poetry or prose fiction 

which can be appreciated in private, the drama requires 

a physical stage, an audience, and a patronage system. In 

short, it needs to be financed and performed. The audience 

is composed of those who have enough idle time and pocket 

money to spend an afternoon at the corral. This group must 

be sufficiently large for the performance to make a profit. 

The drama is the most expensive literary medium to produce, 

for the actors must be paid, costumes and properties must 

be purchased and maintained, scripts must be bought, and 

impresarios must receive their commissions, Only a town 

with a certain monied population can support an established 

12. Asensio, "Entreraeses," p. 189. 
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theatre. The fiction of El retablo, unlike that of the 
i 

Quijote, cannot flower on the lonely, dusty highways of 

Spain. The economics of the stage are also humorously 

introduced in the burlesque description of RabelSn, in 

which reference is made to a "compafiia de partes." As 

Schevill-Bonilla explain, this term refers to a financial 

arrangement in which the profits of the performance were 

divided among the actors according to the importance of 

13 their roles. 
t. 

Although the theatres could survive without royal 

or noble financial support, they did require civil and 

religious sanction. Church authorities were especially 

opposed to the genre as impious, lascivious, and dangerous 

to the moral health of the nation. Cervantes was well 

aware of these moral objections, for he included them in 

three of his prose works, the Quijote, the Licenciado 

Vidriera, and the Coloquio de los perros. The moral argu

ments set forth by the Licenciado Vidriera serve as an 

interesting example of this type of criticism, for they 

refer specifically to the retablos; 

De los titereros dezia mil males; dezia que era 
gente vagamunda, y que trataua con indecencia de 
las cosas dluinas, porque con las figuras, que 
mostrauan en sus retratos, boluian la deuocion 
en risa, y que les acontezia embasar en vn costal 
todas o las mas figuras del Testamento viejo y 
nueuo, y sentarse sobre a comer y beuer en los 

13, Cervantes, Comedias y entremeses, IV, 223-225. 
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bodegones y tabernas. En resolucion, dezia que 
se marauillaua de como quien podia no les ponia 
perpetuo silencio en sus retablos, o los 
desterraua del reyno. 4 

The madman's objections point out the real threat to the 

existence of the theatre posed by the authorities. As 

Shergold's History of the Spanish Stage indicates, one of 

the reasons for the survival and growth of the drama was 

its association with charitable organizations, especially 

the hospitals: 

The first of these bodies to derive financial 
support from theatrical performances was the 
hospital for women run by the Cofradla de la 
Pasi6n y Sangre de Jesucristo, a charitable 
organization founded in 1565 with the object of 
caring for the poor. This hospital was in the 
Hermitage of San Millcln in the Calle de Toledo, 
and in order to provide funds for its maintenance 
the Cofrades were given the right to sponsor the 
performances of plays in Madrid, and to provide 
places where such performances might be held. ^ 

Chanfalla's self-description of Montiel, autor de comedias, 

alludes to the arrangement? "Hanme embiado a llamar de la 

corte los senores cofrades de los hospitales, porque no ay 

autor de comedias en ella, y perecen los hospitales, y con 

mi yda se remediara todo" (IV, 107). Chanfalla is quick to 

establish his legitimate credentials and pious connections 

to the rustic civil authorities. 

14. Cervantes, Novelas ejemplares, II, 103. 

15, N. D. Shergold, A History of the Spanish Stage 
from Medieval Times until the End of the Seventeenth Century 
(Oxford: Clarendon Press, 1967) , p~. 177. 
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The discussion between Chirinos and the Gobernador 

continues the incorporation of criticism into the creative 

work. Their conversation is a break in the normal flow of 

the plot. This rupture can be justified in terms of the 

time span of the action, since it allows Chanfalla the 

opportunity to set up the retablo and to receive the advance 

payment for the performance. The break is linked 

thenvatically to the rest of the action for it presents one 

of the critical issues which most concerned Cervantes: the 

conflicting demands of classical art and commercialism. 

The Gobernador, an aspiring playwright, wants to know which 

dramatists are in fashion in the capital. The Gobernador 

seems to have a notion of what is considered "classical" in 

the arts, for he has also composed a serious peom on the 

great flood of Sevilla. He recognizes, as did other 

leading playwrights and theoreticians of the day, that the 

vulgo ruled theatrical tastes and that the dramatists had 

to conform to the exigencies of popular fashion. With the 

figure of the Gobernador, who uses the comically diminutive 

nom de plume "Licenciado Gomecillos" and who, despite his 

vehement denial, may well have composed the ridiculous 

coplas "Lucifer estaba malo" and "T6male mal de fuera," 

Cervantes satirizes the poetasters of his day. Yet the 

Gobernador's complaints about plagiarism may reflect 

Cervantes' own objections to the literary theft he 

suffered, most notably at the hands of Avellaneda. We may 
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detect a note of bitterness on the part of the literary 

genius whose later dramas were never performed in Chirinos1 

Jitatements that thousands of second-rate c6micos famosos 

were the rage in Madrid. The satire on poetasters ends with 

Chanfalla's gleeful reaction to the news that the Gobernador 

fancies himself to be a poet: "iPoeta? TCuerpo del mundol 

Pues dale por enganado, porque todos los de humor semejante 

son hechos a la maqjacona; gente descuydada, credula, y no 

nada maliciosa" (IV, 112). This denunciation of poetasters 

includes the characterization of poets as credulous beings. 

The importance of the relationship between fiction and 

belief will be seen shortly. 

The most basic requirement of a successful drama is 

the "willing suspension of disbelief" by the spectators. 

The play-within-the-play provides a dramatized case-study 

of the methods used to insure the audience's acceptance of 

the illusion. Chanfalla and Chirinos, the surrogate poets 

of the entrem^s, employ some of the rhetorical devices 

recommended by the leading theoreticians of the day. They 

recognize Tasso's dictum that the audience must be persuaded 

that the events and characters depicted are worthy of 

belief.1^ As has been noted, Chanfalla proposes an 

astrological-astronomical basis for the creation of the 

retablo. The descriptions of the visions contain realistic, 

16. See Forcione, p. 174. 
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although often ridiculous, touches to enhance their 

veracity: the long-bearded sage is from the town of 

Tontonela and the bull is from the famous town of Salamanca. 

Even the lions, which Chanfalla admits are pure fantasy, are 

credited with the strength of Hercules. 

The use of the Bible as a source for the figures is 

truly ingenious. Chanfalla and Chirinos have no puppets, 

but need to create them in order to narrate and "interpret" 

the actions of the figures. By using biblical characters, 

the charlatans draw on the strong mental impressions these 

tales have left in the minds of the spectators. These vivid 

images—the destruction of the temple by Samson, the Flood, 

the baptism of Christ in the Jordan, the death of John the 

Baptist—were undoubtedly featured in the paintings mounted 

on the retablo, the altarscreen, of the church. The use of 

biblical images, therefore, lends a special meaning to the 

retablo of the play. It evokes the interplay of icon and 

mental image, the role of belief in the theatre, and the 

liturgical origins of the genre. This short interlude 

suggests the translation of image through various media: 

the biblical story which was recorded and later recited to 

the faithful, then transformed into pictorial art, next 

transferred to the metaphysical contemplation of the 

believer, and finally put into dramatic action in the 

entrem£s. The fiction of the original story, as it passes 

through the stage of belief, acquires an historical 
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reality, for truth, in the final analysis, is a function of 

belief. The Bible itself was considered an accurate 

rendering of the history of the world';" but the acceptance 

of it as true history is an article of faith. Once again, 

story and history lose their distinction in Spanish. 

The "play-within-the-play" here is not really a 

play, for it has no coherent plot that can stand independent 

of its context within the entrem£s. The unity of the 

retablo is provided by the nature of the visions; the fear 

or delight they inspire, their need for an active response, 

and their "historical" origins. 

The charlatans are aware of the need for more than 

internal verisimilitude of plot to insure the spectators' 

belief. The entrem^s is as concerned with the relationship 

of the fiction to the audience as it is with the technique 

of telling a plausible story. The audience must be put in 

a credulous mood, The spectators must lose their indi

viduality and become part of a group. The need for this 

homogeneity of response is illustrated by the "doubting 

Thomas" attitude of the Gobernador and Pedro Capacho, the 

critical spectators. At first, they refuse to surrender 

their identity. The Gobernador insists that he knows 

himself to be of legitimate birth and good Christian stock. 

His independence of mind only reluctantly gives in to the 

group pressure. This audience is defined much in the same 

manner as is any social group—as much by who is not 
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eligible as by the membership. Country clubs maintain their 

mask of prestige by prohibiting blacks and Jews; this 

audience is circumscribed by the social conditions of 

legitimate birth and limpieza de sangre. This "social club" 

function is important to note because the recourse to 

external forces to obliterate the spectator's self-awareness 

was limited by the physical conditions of the early stage. 

Modern theatres are constructed with just this purpose in 

mind: the seating area is dark, the spotlight focuses 

attention on the actors, the proscenium curtain signals the 

start of the action, and the properties and costumes enhance 

the illusion of reality. The afternoon performances in the 

open-air corrales allowed the spectators to see the action 

among the mosqueteros as clearly as the actions on the 

stage. Props and scenery were limited. In fact, the 

success of the retablo—both the charlatan's trick and the 

entrem^s--proves that dramatic illusion can be created with 

only a blank screen, a few magical words, and some sugges

tive images. 

El retablo de las maravillas is a dramatization of 

the essences of theatrical illusion. It incorporates a 

short history of the Spanish stage and criticism of the 

playwrights and impresarios of the age into its social 

criticism and humor of character types, It illustrates the 

magical power of the word over critical disbelief once the 

audience has been prepared to accept the fiction as a 
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representation of reality. It shows the role of action in 

the theatre, for the illusionary retablo "seen" by the 

villagers becomes a real play with a coherent plot, move

ment, characterization, and dialogue as the autores manipu

late the strings of their live puppets for Cervantes' 

audience. The performance of the puppet show, essentially 

a narrative experience for Chanfalla's audience, becomes 

a narrative and dramatic experience for us. The lesson of 

the interlude—the need to maintain a critical distance from 

a fiction masquerading as fact—is subverted by Cervantes' 

skill in seducing our belief in the reality of his 

characters. The artistic distance which we experience at 

the beginning of the entrem£s when we see the charlatans 

unmasked and hear the explanation of the trick is destroyed 

as we fall victim to the illusion mounted by Cervantes. The 

play-within-the-play device enhances the apparent reality 

of the characters, Cervantes' linguistic talent makes these 

characters speak realistically. Our empathy never reaches 

the mad level of the rflsticos who try to impose a fiction on 

the ordinary life of a "real" man, but Cervantes succeeds in 

making us think for a moment that the Furrier is a quarter

master and not an actor. Certainly Cervantes arouses our 

admiratio for the artistry of the dramatist. Reflection on 

this entrem^s can lead us to the consideration of our own 

lives as social masks, fictions. The confusion of life and 
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literature, el gran teatro del mundo, runs full circle. It 

is, indeed, a marvelous magic show. 



CHAPTER VII 

LA CUEVA DE SALAMANCA 

La cueva de Salamanca is a tale of illicit passion 

transformed into a work of art through the diabolical 

ingenuity of the student-turned-impresario. The credulous 

Pancracio is the gullible audience for the hypocritical 

posturings of his clever, lascivious wife and for the play-

within-the-play performed by the SacristSn and the Barbero 

and directed by the Estudiante. The theme of the entremSs 

is la verdad enganosa and the comic power of the play is 

derived from its skillful use of dramatic irony. 

The plot material is an amalgamation of two separate 

traditions, the ribald tales of husband-wife deception and 

lascivious monks from the French fabliaux and the Italian 

novelle and the Spanish folkloric legend associated with the 

"cueva de Salamanca." Before analyzing the possible sources 

of La cueva, a brief summary of the plot is in order. The 

entrem6s opens with the mutual demonstrations of grief 

between Pancracio and Leonarda, punctuated by the ironic 

laments of the maid, Cristina, as Pancracio leaves for a 

five-day journey to attend his sister's wedding. The 

sniggering pretense of marital fidelity is shattered with 

Pancracio*s exit. Leonarda is delighted with her husband's 

113 
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departure, for she and Cristina have arranged a romantic 

tryst with the sacristan Reponce and the barber Nicolas. 

While the women are discussing the evening feast, a poor 

student, Carraolano, enters the house seeking lodging for 

the night. The Estudiante's tale of poverty and travails 

overcomes the women's reluctance to allow a. witness to their 

affair. The two lovers arrive and all prepare to dine on 

the succulent repast provided by the lovers. Merriment turns 

to panic when Pancracio arrives home unexpectedly. Leonarda 

stalls her husband while the men hide. Pancracio suspects 

nothing until the straw in the attic collapses on the 

student, forcing him from his hiding place. To subvert 

Pancracio's suspicions, the Estudiante claims he possesses 

the secret knowledge of the famed "cueva de Salamanca" and 

offers to conjure up two devils. Pancracio is fascinated 

with black magic, but is afraid that the devils might 

frighten the women. The Estudiante assures Pancracio that 

the demons will assume the benign forms of the local 

sacristan and barber. His magical incantation is made 

incarnate as the lovers and the basket of food appear. The 

Sacristcln and the Barbero quickly adopt their new roles as 

devils and sing a romance in praise of the "cueva de 

Salamanca." The entremSs closes with a feast as Pancracio 

invites his deceivers to dinner in order that he may learn 

the secret science of Salamanca. 
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The Italianate flavor of the plot is signalled by 

the husband's name, Pancracio. William L. Fichter believes 

that a primary source for the play is a novella of Bandello, 

Nuovo modo di castigar la moglie ritrovato da un gentiluomo 

veneziano. The protagonist of the novella, Pancrati 

Giustiniano, accidentally discovers that his wife, Cassandra, 

wants to initiate an affair with a handsome monk. Pancrati, 

with the help of the maid, intercepts his wife's love notes 

and answers them warmly in the name of the monk. When 

Pancrati announces that he will be away on business over

night, Cassandra feigns distress and sends an invitation to 

her lover, Pancrati*s reply requests that Cassandra receive 

her lover in a darkened room. Once in bed, Pancrati submits 

his wife to a degrading, scatalogical humiliation. The 

monk is subsequently invited to dinner, and when Pancrati 

leaves the room, Cassandra upbraids the innocent, un

suspecting monk for his scurrilous behavior. The Bandello 

story, in which the husband is the victor in the battle of 

wits, has little in common with the entrem^s except the name 

of the husband, the lust of the wife, and her feigned, 

hyperbolic grief at the news of her husband's departure. 

In fact^ Fichter undermines his own case by suggesting an 

equally plausible source for Pancracio*s name: a variation 

1. William L. Fichter, "La cueva de Salamanca de 
Cervantes y un cuento de BandelloT7' in Studia Philologica: 
Homenaje ofrecido a DSmaso Alonso (Madrid; Gredos, 1960), 
I, 525-528. 
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on the stock commedia dell'arte figure of Pantalone, 

"Pangrazio il Biscegliese," a credulous old foo l . 

Within the Cervantine lexicon, the name Pancracio, 

which suggests the idea of "all.-.powerful," is comically 

absurd. In the prose Adjunta to the Viaje del Parnaso, 

Pancracio de Roncesvalles is the garishly-dressed, syco-

phantic young poetaster who carries a message from Apollo to 

Cervantes. The name may also be an ironic derivation from 

the chi l d martyr, San Pancracio (d. A.D. 304?). In the 

sixth century, St. Gregory of Tours, who called St. Pancras 

"the avenger of perjuries," asserted that God, by a perpetual 

miracle, visibly punished false oaths made in the presence 

of the martyr's relics. 2 This Pancracio, whose honor is 

sacrificed to his heretical belief in black magic, is 

deceived by the truth. 

La cueva de Salamqnca beqrs a striking resemblance 

to the second tale of the seventh day of Boccaccio's 

3 Decameron. The Boccaccian tale may not be the specific 

source for the plot of the entremes, but I include the story 

to illustrate one literary antecedent of the fo l kloric 

2. See Herbert Thurston, S.J. and Donald Attwater, 
ed., Butler's Lives of the Saints (New York: P. J . Kennedy 
and Sons, 1 956), II, 285. 

3. The similarity was first noted by Alfredo 
Gianninni in his translation of the i n terludes, Gl 'Inter
mezzi (Lanciano: R. Carraba, 1915); cited by G. T . No r thup, 
''Introduction," in Ten Spanish Farces o f the 1 6th, 17th a nd 
18th Centuries (New York: D. C. Heath , 1 92 2) , p . xx . 
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tradition of the cuckolded husband. As Filostrato explains 

in his prefatory remarks, his intention is to prove the 

ability of women, as well as men, to deceive their spouses. 

In the story, Peronella invites her young lover, Giannello, 

to visit her every day after her bricklayer husband has left 

for work. One festival day when he can find no work, the 

husband returns home in mid-morning and finds the front 

door bolted. Like Pancracio in La cueva, the husband 

interprets the locked house as a sign of his wife's prudence 

and chastity. Peronella orders Giannello to hide in a butt 

while she stalls her husband at the door. When the husband 

explains that he is accompanied by a man interested in buying 

the unused butt, Peronella ingeniously declares that she is 

already entertaining a prospective buyer. Giannello, over-

hearing the conversation, quickly joins the act by declaring 

that he will not purchase the butt until it has been 

thoroughly cleaned, The husband, eager for the money, 

believes the fiction and crawls into the butt to scrape it. 

While the husband is occupied, the young lover satisfies 

his appetite by mounting Peronella "eve n as the unbridled 

4 
and love-heated stallions of Parthia assail the mares." 

The lover then pays the seven florins and carries the butt 

home. The Boccaccian tale more closely parallels the 

cuckolding of the credulous Pancracio than the Bandello 

4. Giovanni Boccaccio, The Decameron, trans. 
Richard Aldington (New York: Dell, 1930), p, 408. 
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novella. Both husbands are deceived by the truth because 

they believe in their wives' fidelity. Peronella's fiction 

plays on her husband's greed; the Estudiante's "black 

magic" is attuned to Pancracio's superstitious beliefs. The 

shift from Peronella to Carraolano as the ingenious inventor 

of the deception marks the incorporation of .the second 

source for the resolution of the plot of the entremes. 

Cervantes' inclusion of the legend of the ''cueva de 

Salamanca" and the mention of Roque Guinarde, the famed 

bandit of the Barcelona area, serve to nationalize the 

folkloric tale and to provide elements of geographica l and 

historical veracity for the incidents of the interlude. 

One of the earliest Spanish tales involving 

necromancy is found in Don Juan Manuel's Conde Lucanor, "De 

lo que acontesci6 a un Dean de Sanctia go con D. Illan, el 

grand maestro de Toledo." In the enxemplo, the Dean travels 

to Toledo to learn the art of black magic from Don Illan. 

The master elicits a promise of gratitude from the clergyman 

before taking him to a secret cave. The Dean is promoted, 

in rapid succession, to Archbishop, Bishop, Cardinal~ and 

finally, Pope. At each promotion, Don Illgn remind s the 

clergyman of his promise and asks that his son b e named to 

the vacant post. Each time, ignoring the master's request, 

the clergyman appoints one of his relatives, 

enraged Illan accuses the Pope of ingratitude. 

Finally, the 

The Pope 

then charges Illan with heresy and threatens to impri son 
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him. Suddenly, the clergyman finds himself back in Toledo, 

reduced to his original post. Although the ingratitude 

portrayed in the enxemplo seems to have little relationship 

with the infidelity depicted in the entrem6s, both works 

illustrate the results of broken promises, for Leonarda has 

clearly broken her marriage vows. 

According to Miguel Garcia Blanco, in his compre

hensive survey of the evolution of the legend of the "cueva 

de Salamanca," the association of the art of necromancy with 

the sacristy of the church of San Ceb'riSn dates back to the 

Middle Ages: 

En un momento impreciso, que suele situarse in los 
albores del siglo XIV, cuenta la tradici6n local 
que un sacristln, o un bachiller, o el propio 
diablo, segdn los mSs, daba lecciones de astrologla, 
magia y ciencias ocultas en la cueva subterrSnea de 
San CebriSn. Los alumnos tenlan que ser siete; la 
duraciSn de sus estudios, siete anos, y por suerte 
era designado el que debla pagar al maestro^ Si 
as! no lo hacia, quedaba preso en la cueva. 

By the first third of the fifteenth century, a new version 

of the legend incorporates the figure of Don Enrique de 

Villena, famed as a brujo. According to the revised 

version, Villena was one of seven students of the Devil. 

When he refused to pay, Villena was locked in the cave. 

While the others were absent, he hid in a large jar, then 

slipped behind the altar of the adjoining church and escaped 

5, Miguel Garcia Blanco, "El tema de la cueva de 
Salamanca y el entrem£s cervantino de este tltulo," Anales 
Cervantinos, 1 (1951), 81, All of the information on the 
legend is taken from this article. 
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the following day. To this story was appended the folkloric 

detail of the Devil imprisoning forever the shadow of the 

escaped student. The growing fame of the city's university 

fixed Salamanca as the site of the infernal studies. This 

association gave rise to a popular, but false, etymology 

for the name of the town: "Algunos quieren que £ste, de 

psallo + mantici, divinatio, quasi cantus divinus, parece 

aludir a la fSbula de que en Salamanca se ensenaba la en-

cantaci6n y arte de nigromancia, en una cueva que llaman 
g 

San Cebri^n." One of the first literary manifestations of 

the legend is contained in a long poem, probably written 

in the late sixteenth century, by Juan Ram6n de Trasmiera 

entitled Triunfo raimundo o coronaci6n en que se celebran 

las antigiiedades y linajes de la ciudad de Salamanca. The 

following four lines from the poem were customarily repeated 

in seventeenth-century texts when referring to the legend: 

Estudio nigromantesco 
De la cueva cipriana, 
do es opini6n castellana 
de siete quedar uno preso. 

The legend reached its height of literary fame in the 

seventeenth century, but the first to capitalize on its 

7 
dramatic potential was Cervantes. 

6. Covarrubias, p. 921. 

7. Other dramatizations of the legend, especially 
the Villena version, include Juan Ruiz de Alarc6n's La cueva 
de Salamanca, Rojas Zorrilla's Lo que queria ver el MarquSs 
de Villena, Calder6n's El dragoncillo, Bances Candamo1s El~ 
astr61ogo tunante, George Scudery's Le soldat magicien, 
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The opening exchange between Pancracio and Leonarda 

gives new comic life to the fossilized courtly love formulas. 

Their expressions of grief at parting, replete with meta

phorical endearments like "mi angel," "lumbre destos ojos," 

and "descanso mio," derive from the ausencia-muerte theme of 

the cancioneros. Leonarda's declaration that she will find 

no joy during her husband's absence is a prose rendition of 

a popular letrilla of the sixteenth century found in Juan 

de Timoneda's cancionerillo Enredo de amor; "No se hicieron 

los placeres, / ni las glorias para ml; / penas y dolores, 

g 
si." Leonarda dramatically prefigures the death she will 

suffer by fainting. The stylized tone of the language is 

broken as soon as Pancracio leaves. Leonarda drops her 

tragic mask and erupts in a burst of proverbial phrases that 

express her true delight at her husband's departure: "iAlla 

daras, rayo, en casa de Ana Diaz! iVayas y no bueluas! La 

yda del humo" (IV, 127), Cristina's exclamations underscore 

the comic irony of the scene and demonstrate the double-

edged power of words when manipulated by a clever actress. 

Cristina's reaction to Leonarda*s fainting—"JO, que bien 

ayan las bodas y las fiestas! "—contains a double irony. 

Hartzenbusch's La redoma encantada, and numerous German 
versions. See Garcia Blanco, pp. 92-103 and Cotarelo y 
Valledor, pp. 549-569. 

8, See Luis Alberto Blecua, "'A su albedrlo y sin 
orden alguna.' Nota al Quijote," Boletln de la Real Academia 
Espanola, 48 (1967), 513. 
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The first meaning, the one intended for Pancracio, is that 

weddings and parties which force a separation between 

husband and wife are anything but blessed events. The 

second meaning, which can be appreciated by the audience 

once the sham is revealed, is a literal interpretation of 

the ironic exclamation. The maid is delighted that she will 

be able to see the "barbero de mis higados y nauaja de mis 

pesadumbres." Cristina's advice to Pancracio to remain at 

home, first seen as the exaggerated reaction of a silly 

servant, proves to be prudent advice. The irony of 

Pancracio's promise to return "si Dios no me quita la vida" 

is revealed when the ausencia-muerte equation acquires a 

new validity. His absence will mean death--the death of his 

honor. Out of concern for his wife, Pancracio offers to 

stay home, but Leonarda insists that he fulfill his promise 

to attend the wedding. She claims that she does not want 

her husband to earn the reputation as "descortes," for his 

reputation reflects on her. As she piously explains, 

marital honor is reciprocal: "es vuestra honra la mia" (IV, 

126). This entrem^s illustrates the potential danger of 

this reciprocal relationship. The man places his honor in 

the vessel of his wife; Leonarda's actions prove how fragile 

that vessel can be. La cueva de Salamanca exploits the 

dramatic tension of the honor situation, but the comic 

irony, stylized language, and broad slapstick nature of the 

action save it from being a serious analysis of the honor 
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question. Honra is merely a verbal tool in Leonarda's 

dramatic equipment. 

In the opening scene, Pancracio is portrayed as an 

honest and loving husband and brother. In contrast to other 

Cervantine cuckolded husbands, like Anselmo in El curioso 

impertinente, Carrizales in El celoso extremeno, or 

Canizares in El viejo celoso, Pancracio is not obsessed with 

jealousy or an unbalanced desire to test his wife's fidelity. 

As Am^rico Castro and Robert Piluso have noted, in the 

majority of cases of adultery in Cervantes' works, the 

husband bears the principal burden of responsibility for his 

wife's misconduct. Piluso groups Pancracio with these 

guilty husbands, but his analysis is based on a mis-reading 

of the text: "Cervantes vuelve a tratar el tema [del viejo y 

la nina] en La cueva de Salamanca. A1 tema se anade el de 

los celos. A causa de la disparidad de edad, el viejo 

guarda tan cuidadosamente a su mujer, que su partida es 

para ella una invitaci6n para pecar con el sacristSn. 

These comments are more applicable to El viejo celoso than 

to La cueva. There is no indication in the text that 

Pancracio is considerably older than Leonarda. In fact, 

9. See Castro, p. 129 and Piluso, p. 147. 

10. Piluso, p. 95. 
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11 Rafael Osuna describes Pancracio as "joven y afectuoso." 

The only reference to Pancracio1S jealous overprotection is 

Leonarda's passing remark that now that her husband has 

departed "no os han de valer vuestras valentias ni vuestros 

recatos" (.IV, 127) . Surely Cervantes would have emphasized 

the age difference or Pancracio's obsessive jealousy if 

these were his principal faults. Pancracio's fault is his 

credulity and his obsessive interest in superstition and 

the black arts. Leonarda's lust is given free rein because 

her husband's will to believe in her fidelity is stronger 

than any suspicions he may harbor. Her ingenious dramatic 

posturings and stylized speeches succeed because of the 

blind faith of her audience, Pancracio. The marriage is a 

mis-match of intelligence. Leonarda belongs to the 

misogynist tradition of astute, scheming, lascivious 

females. Pancracio, on the other hand, is a gullible fool. 

His simplicity and belief in magic make the ingenious 

solution of the Estudiante work. Armando Cotarelo y 

Valledor feels that Pancracio's acceptance of the student's 

magic is not sufficiently prepared for in the text: 

Menos plausible es, B. mi parecer, el tipo del marido 
Pancracio? bien que no sospeche las desenvolturas 
de su mujer y la tenga por dechado de virtudes, 
pues que £sta es tacha de todos los maridos del 
teatro; pero lo que no se concibe fScilmente es su 

11. Rafael Osuna, "La distribuci6n de las obras 
literarias con referencia a los entremeses de Cervantes," 
in Homenaje a William L. Fichter (Madrid: Editorial 
Castalia, 1971), p. 572. 
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extraordinaria candidez, rayana en la tonteria. 
Aquel hombre, de.cierta posici6n y cultura, cuyo 
discurso y buen juicio vemos resplandecer en las 
primeras escenas de la piececilla, cree luego en 
las infernales artes de un estudiante apicarado y 
vagabundo; toma por diablos autSnticos & quienes 
estS harto de conocer y comunicar, y aun pasa como 
legltimas las expresiones y procederes que los 
pseudo-demonios usan al final, bastantes £ 
desengailar S. un nino.^2 

Cotarelo y Valledor fails to note the obvious clue to 

Pancracio's character given in the first scene. When 

Leonarda faints, Pancracio first orders Cristina to fetch 

a glass of water to revive her mistress, but then he decides 

to apply another remedy, a magical incantation. Since 

Leonarda's faint is a feint, the magic "works" and she is 

revived. Pancracio, convinced of the efficacy and power of 

magic, will be the perfect audience for the play-within-the-

play. As Casalduero observes, "La realidad moral indudable 

del marido que no sabe ver lo que pasa a su alrededor sirve 

de apoyo para la fantasia c6mica, cucinto m&s irreal 

mejor. 

The scene between Pancracio and his compadre Leoniso 

serves the double purpose of advancing the exposition of the 

plot and reinforcing the character of Pancracio. The men 

have returned home early because the wheel on their coach 

has broken. This explanation is repeated by Pancracio when 

Leonarda stalls him at the front door. Thus the information 

12. Cotarelo y Valledor, p. 544, 

13. Casalduero, p. 209. 
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imparted in this short scene is not as essential as the 

expanded portrayal of Pancracio's credulous nature. 

Pancracio's description of his wife's hysterical behavior 

at his departure is a reprise of the opening scene. The 

audience, apprised of Leonarda's true sentiments, can now 

fully appreciate the comic irony of the first scene. 

Pancracio's unfounded but unshakeable faith in his wife's 

fidelity is humorously displayed in his comparison of 

Leonarda with two classical paragons of feminine virtue: 

"No ay Lucrecia que se llegue, ni Porcia que se le yguale; 

la honestidad y el recogimiento han hecho en ella su morada" 

(IV, 134). 

La cueva de Salamanca is a sexually daring entrem^s, 

for in it the women openly declare their lust, Leonarda's 

explanation for admitting the poor student—"ya sabes mi 

condicion, que no puedo negar nada de lo que se me pide"— 

is a telling comment on her adulterous nature. Her base 

appetites are evident in the delight she takes in the 

agile dancing of her lover and in her confession that she, 

too, enjoys performing lascivious dances: "tengo yo mis 

puntas y collar escarramanesco" (IV, 144). Cristina's 

sexual interests are illustrated in her comic defense of the 

"romancista" barber: "Para lo que yo he menester a mi 

barbero, tanto latin sabe, y aun mas, que supo Antonio de 
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14 Nebrija" CIV, 132). The carnal quality of the entrem^s is 

highlighted in Cristina's description of the basket of food 

sent by the lovers: "esta tarde embiaron con la lauandera, 

nuestra secretaria, como que eran panos, vna canasta de 

colar llena de mil regalos y cosas de comer, que no parece 

sino vno de los serones que da el rey el Iueues Santo a sus 

pobres; sino que la canasta es de Pasqua, porque ay en ella 

empanadas, fiambreras, manjar bianco y dos capones que aun 

no estan acabados de pelar" (IV, 128), Her comparison with 

the royal "serones" is a reference to the King's symbolic 

re-enactment of the washing of the disciples' feet by 

Christ during the Last Supper. Each year the King fed and 

15 
washed thirteen poor people in the royal palace. As 

Cristina notes, their feast is more representative of Don 

Carnal's Easter victory over Dona Cuaresma than it is of the 

King's Lenten piety. Cervantes uses religious terminology 

throughout the entremSs to establish a tension between the 

sacred and the profane which finally resolves in the 

typically Cervantine hybrid "sacridiablo." Cristina 

suggests that the Estudieinte may share in the "reliquias de 

la canasta," The "relics" in this basket are not the 

venerated bones of saints, but chicken bones. The maid's 

promise that if the Estudiante is discreet he will see 

14, Don Quijote recounts another version of this 
joke in the Quijote, I, Chapter 25. 

15, Cervantes, Somedias y entremeses, IV, 234-235, 
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"misterios y cenarS maravillas" comes true in an unexpected 

manner. The miracle of the evening will be the "magic" 

appearance of two devils. The Sacristan's charitable offer 

to the student of two escudos is essentially a bribe. The 

SacristSn's sacriprofano dance, which derives from the stock 

comic satire of lascivious monks, prefigures the list of 

infernal dances that closes the play. 

The women's repressed sexual fantasies come to life 

on the stage. Leonarda's reference to Pancracio as "mi 

cepo" reveals her opinion of marriage as an imprisonment. 

She is eager to break the chains of her bondage and give 

free rein to her sexuality. This technique of repression 

and explosion is paralleled in the opening and closing 

mechanisms of the play's action. When Pancracio departs, 

the house is closed up tight and the carefully concealed 

basket of food is uncovered. The security is necessary for 

the secrecy of the affair. The elaborate precautions, like 

those of Cafiizares in El viejo celoso, are, of course, 

counter-productive, for they become an open invitation to 

break the hermetic seal in order to expose the hidden 

treasure. The Estudiante holds the key to open this 

Pandora's box of vice, Cristina recognizes his extra

ordinary power to penetrate infernal, inner recesses; 

"Cosa estrafia es esta, que no ay pobre que espere a que le 

saquen la limosna a la puerta, sino que se entran en las 

casas hasta el vltimo rincon, sin mirar si despiertan a 



129 

quien duerme, o si no" (IVr 129). Carraolano's magic key is 

the power of the word, of wit and ingenuity, the art of the 

dramatist."1,6 The Estudiante's entrance is artfully con

trived. He first flatters the women and then plays on 

their sympathy with the pitiful tale of his aborted 

17 pilgrimage to Rome. During the journey, his uncle died. 

Finding himself alone, he decided to return home, only to be 

attacked by bandits near Barcelona. The bandits mercilessly 

took all of his money because the famous Roque Guinarde was 

not present to restrain his men. The women, despite their 

concern about having a witness to their "liuiandades," are 

moved to pity. When Pancracio arrives, all is carefully 

concealed again. The secrecy is successful until the straw 

collapses on the student and Pancracio orders his release 

from the attic. The student's "magical" plot to save the 

situation exposes taboo areas as he flushes the Sacristan 

and the Barbero from their hiding places. 

Art exposes and art conceals. The impromptu play-

withinr-the-play transforms the lovers into actors, the 

16. The Estudiante's name, Carraolano, is mentioned 
only once in the stage directions. This bachiller shares 
the quick socarr6n wit of another Cervantine bachiller, 
Sans6n Carrasco. The similarity in names is striking, The 
Estudiante's wordplay on pelar recalls other dramatic 
students—the clever students who trick the peasants out of 
food in Juan del Encina's Auto del repe!6n. 

17, The mention of Rome recalls the Italianate 
atmosphere of the play, Rome's dual reputation as the Holy 
See and a city of sin reinforces the sacriprofano tension 
of the play. 
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student into autor, and the truth into fiction. The 

frightened SacristSn and Barbero quickly adapt to their 

roles. Their execution is successful because they possess 

sufficient background knowledge of the legendary cave to 

make their improvisation convincing. Their role-playing is 

reminiscent of Dorotea's masquerade as the Princess 

Micomicona in Part 1 of the Quijote. Her charade is con

vincing because, having been trained up in the school of 

chivalric romances, she knows the lingo. Like Dorotea, the 

lovers falter on a few details and run the risk of destroy

ing the illusion. The tension between truth and deceit 

heightens the farcical nature of the final scenes. The 

first threat of exposure is Cristina's ridiculous 

question, n iy estos h^n de ser diablos bautizados?" The 

Estudiante's quick-witted response echoes Chanfalla's 

"explanation" for the vision of Salome, a Jewess, in a 

performance reserved for cristianos viejos: "Aunque podr3 

ser que estos los fuessen, porque no ay regla sin excepcion" 

(IV, 13 9). The clever Leonarda is the first to react to the 

marvelous vision, and her exclamation helps condition the 

credulous Pancracio's interpretation of the "demonios": 

"jlesusl IQue parecidos son los de la carga al sacristan 

Reponce y al barbero de la plaguela!" (IV, 141). Cristina, 

the accomplice, then joins the act by reminding her mistress 

that one must not mention the name of the Lord in the 

presence of devils. Similarly, the Estudiante stops the 
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Sacristein from swearing to God, for too many exceptions to 

the rule might spoil the trick. For the sake of Pancracio, 

the Estudiante pretends he has prevented the demon from 

uttering the name of Satan: "Tengase, por vida suya, y no 

passe adelante. jAmiguito soy yo de diablos juradores! 

Demonico, demonico, agui no venimos a hazer pecados 

mortales, sino a passar vna hora de passatiempo, y cenar, 

y yrnos con Christo" (IV, 141). The irony is exceedingly 

rich. Despite Cristina's foolishly incongruent description 

of the devils as honorable, courteous, and "hombres de 

bien," and the barber-devil's wish that "Nuestro Senor pague 

a vuessas mercedes la buena obra," Pancracio remains en

chanted by the infernal vision. Pancracio's acceptance of 

the deceit again illustrates the importance of audience 

belief for the success of dramatic illusion. 

The other essential key to success in this entremgs 

is intelligence, measured by linguistic skill and the 

ability to play a role. Leonarda proves her talent in the 

opening scene, The SacristSn's linguistic ability is 

illustrated in the Gongorine excesses of his greeting: "10, 

que enhorabuena esten los automedontes y guias de las carros 

de nuestros gustos, las luzes de nuestras tinieblas, y las 

dos reciprocas voluntades que siruen de vasas y colunas a la 

amorosa fabrica de nuestros desseos!" (IV, 131). The 

Estudiante is the supreme language artist, as indicated by 

the SacristSn's jealous comment: "Pues me ha miedo el pobre 
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estudiante; yo apostar£ que sabe mas latin que yo" (IV, 

133). The Estudiante's magical incantation, a burlesque 

of the maga's evocation of the dead in Juan de Mena's 

18 Laberinto de la fortuna, activates the power of the word 

to organize perception. The incantation provides a program 

for "reading" the vision of the "sacridiablos." The play-

within-the-play proves that through artful execution one can 

achieve one's goals. By creating the fiction of the devils, 

the Estudiante and the lovers can enjoy the carnal feast— 

with the blessing of the cuckolded husband.' Their artistic 

achievement parallels that of Basilio, who wins the hand of 

Quiteria from the rich Camacho by means of an ingenious 

drama. 

La cueva de Salamanca presents a Faustian notion of 

knowledge, which can be used for good or evil. Pancracio's 

ultimate downfall is his desire to know the wisdom of the 

infernal "cueva de Salamanca." The other characters have 

used their ingenuity to perpetuate a sin. Their talent is 

almost a product of the black magic taught in the 

Salamancan cave. The inclusion of the legend moves the 

entremSs beyond Boccaccio's anti-clericalism into a 

metaphysical analysis of the power of art. In El Vizcaino 

fingido, Cervantes makes it clear that Solfirzano's ingenious 

trick is essentially harmless. La cueva, although it never 

18. See Asensio, "Entremeses," p. 192. 
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develops into a serious drama de honor, explores the other 

side of the coin. Cristina's amazed reaction to the romance 

praising the "cueva de Salamanca"—dque tambien los diablos 

son poetas?"—is answered by the Barbero's "Y aun todos los 

poetas son diablos" (IV, 143). This, of course, is a facile 

Cervantine satire on poets, but it points to- the diabolical 

power of the artist to control perception. As Forcione 

notes, 

Cervantes' surrogate poets have very little in 
common with the inspired figures who haunt the 
groves and springs of Parnassus. Nearly all of 
them are tainted with criminality; they glory not 
in the act of edification, but rather in the art 
of deception; and their abode is not the city, 
but some underworld kingdom which is opposed to 
conventional values. 

La cueva de Salamanca is another of Cervantes' devilishly 

clever plays. 

19, Forcione, p. 306. 



CHAPTER VIII 

EL VIEJO CELOSO 

El viejo celoso has attracted more critical atten

tion than any of the other entremeses. The criticism 

generally falls into two categories: a scholarly search for 

sources or a discussion of the morality of the play. The 

issue is complicated by the necessary relationship between 

the entremSs and the two versions of Cervantes' exemplary 

novella, El celoso extremefio. The order of composition has 

not been definitively established. Schevill-Bonilla con

sider the entremfSs to be a preliminary sketch for the 

novel,^ but Asensio argues that traditionally the burlesque 

2 form follows the heroic. Whatever the order, it is clear 

that Cervantes uses to full advantage the conventions of 

both genres. The novella allows for a more detailed 

portrait of the biography of Carrizales and a lengthy 

description of Loaysa's deliberate assault on Leonora's 

labyrinthine prison. The novella's exposition is matched by 

the poetic economy and intensity of the entrem|s. 

Cervantine scholars have suggested numerous sources 

for El viejo celoso. The cuckolding of Canizares responds 

1. Cervantes, Comedias y entremeses, VI, 156. 

2. Asensio, "Entremeses," p. 193. 

134 



135 

to the universal theme of la precaution inutile. Frank 

Sedwick's study of the "useless precaution" plot traces the 

motif to the first European collection of Oriental folk 

3 
tales, the Disciplina clericalis of Pedro Alfonso. Tale X 

of the Disciplina clericalis is the source for the story in 

Clemente Sanchez de Vercial's Libro de los enxemplos por 

a. b. c., which Bonilla, Cirot, and Cotarelo cite as the 

origin of the guadameel device of the entrem^s.4 In the 

enxemplo, the husband leaves the house, entrusting his wife 

to the care of his mother-in-law. She, knowing that her 

daughter loves another man, invites the lover to dinner. 

When the husband arrives home unexpectedly, the lover hides 

in the bedroom. Weary from his journey, the husband 

announces that he is going to bed. The quick-witted 

mother-in-law insists that first he inspect the liengo that 

she and the wife have made. The women hold the ends of 

their handiwork to shield the escape of the lover. 

The precautionary aspect of the cuckold theme can 

also be traced to SSnchez de Vercialfs collection. Sedwick 

3. See Frank Sedwick, A History of the "Useless 
Precaution" Plot in Spanish and French Literature, University 
of North Carolina Series in Romance Languages and Litera
tures, No. 4 9 (Chapel Hill: University of North Carolina 
Press, 1964), pp. 11-13. 

4. See Adolfo Bonilla y San Martin, ed., Entremeses, 
by Miguel de Cervantes Saavedra (Madrid: Asociaci6n de la 
Librerla de Espana, 1916), pp. 242-243; George Cirot, 
"Gloses sur les 'Maris Jaloux* de Cervantes," Bulletin 
Hispanique, 31 (1929), 4; and Cotarelo y Valledor, p. 518. 
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gives the following resume of the tale; 

In enxemplo CCXXXV a man asks advice on how best to 
guard a wife. He is advised to put his wife in a 
tall house with stone walls, with openings limited 
to one door for passage and one window. The house 
having been built and the domestic routine estab
lished, he sleeps with the door key under his 
head. One day the wife sees a gallant through the 
window, consorts with him, and then night after 
night plies her husband with excessive wine so 
that he might not notice her likewise-nightly 
excursions to meet the gallant. The husband 
becomes suspicious, and the remaining events of 
his locking her out, her pretended jump into the 
well (it was a stone she had dropped), his going 
to the well while she sneaks back into the house, 
her locking him out thus to deny her relatives 
(previously summoned by the husband) the truth of 
his accusations—all are derived from the 
Disciplina clericalis and reappear in the Seventh 
Day, Fourth Story of Boccaccio's Decameron.^ 

The mention of Boccaccio illustrates the wide diffusion of 

the theme, which accounts for the seemingly inexhaustible 

list of possible sources for Cervantes' entrem^s. 

The opening scene of El viejo celoso is a conversa

tion between Lorenza, the young wife, Cristina, her niece 

3nd maid, and Ortigosa, their neighbor. The two young 

women express their desire for freedom from the infernal 

jealousy of Cafiizares. Xn an attempt to preserve Lorenza's 

naive iqnorance and to protect his honor, Cafiizares has made 

her a virtual prisoner in her ov/n home. He has the only key 

to the seven doors leading to their bedroom. He refuses to 

let any outsider enter the house, even cats or dogs 

"solamente porque tienen nombre de varon," He forfeits a 

5. Sedwick, pp. 21-22. 
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good buy on a tapestry that contains human figures in favor 

of a more expensive but innocuous landscape scene. He even 

attempts to sound-proof the house against the seductive 

power of music by chasing away any nocturnal serenaders. 

The Celestina-like Ortigosa takes pity on the young bride 

and suggests a plan for smuggling a rich, handsome, and 

discreet young man into Lorenza1s bedroom. Despite her 

concern for her honor and her fear that the plan might 

fail, Lorenza finally accepts the counsel of her spirited 

maid and authorizes Ortigosa to proceed with the plan. 

The scene then shifts to the street outside the 

house where Caftizares is describing to his Compadre the 

torments of being married to a fifteen-year old girl. 

Canizares' inordinate jealousy is seen in action when he 

denies his friend's polite request to enter the house. 

Ortigosa returns and distracts Canizares with a 

long-winded tale of woe while the gal£n silently slips into 

the bedroom behind the protection of the guadameci. After 

Ortigosa's departure, Lorenza upbraids her husband for his 

unwarranted suspicions of vecinas and, in a fit of anger, 

locks herself in the bedroom. From behind the closed door 

she exuberantly describes the physical charms of the ga!5n. 

Scandalized, Canizares threatens to break down the door. 

Lorenza opens the door, throws a basin of water in Canizares' 

face to cover the galctn1 s escape, declares that her 

seduction was only a fiction, and loudly protests her 
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innocence, Ortigosa, an Alguacil, and a group of musicians 

and dancers, attracted by the clamor# enter the house to 

investigate the disturbance. Canizares claims that it is 

only a minor marital squabble and that peace has been 

restored. Despite Canizares' objections, the entertainers 

celebrate the peace with a romance and a dance. The 

entremgs ends on this false note of harmony as Canizares is 

forced to apologize to Ortigosa. 

The morality of El viejo celoso has been a source of 

continuing controversy among the critics. Grillparzer's 

statement that the work is the most scandalous piece in the 

g 
annals of the theatre represents one extreme. Armando 

Cotarelo also censures the play: "Indecente y escandaloso 

7 es ... que la esposa se haga justicia por su mano." 

AmSrico Castro's statement that "nunca ha escrito Cervantes 

con tal desvergonzado cinismo como en esta deliciosa 

obrit^" became a keystone in the polemic over the "religious 

Q 
hypocrisy" of Cervantes. The polemic centers on the 

difference between Lorenza's unpunished adultery and 

Leonora's exemplary defense against Loaysa's advances in 

the second version of El celoso extremerio. Castro feels 

6. Asensio, "Entremeses," p. 196; Cirot, p. 31; and 
Marrast, p. 127 all quote Grillparzer without indicating the 
source. 

7. Cotarelo y Valledor, p. 528. 

8. Castro, p. 135, 
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that in the entrem6s "Cervantes aparece .,. sin mSscara en 

la espontaneidad de su pensar" while for the novela 

Cervantes adopts a mask of religious piety to conform to 

social and moral expectations. Castro argues that 

Cervantes approves of Lorenza's act of rebellion as a 

justified response to Cariizares1 abnormal jealousy: "Es 

pues, manifiesto que a Cervantes no le asustaba contarnos 

en forma aprobatoria—si la ocasi6n le permitla—c6mo se 
Q 

cumple un acto de adulterio." GonzSlez de AmezGa attacks 

Castro, claiming that the novela clearly establishes "el 

horror cervantino al pecado mortal."^"0 

Other critics justify the difference between the 

immoral interlude and the exemplary novella on the grounds 

that the entrem6s was traditionally a bawdy genre, written 

to entertain rather than to instruct. E. C. Riley answers 

this approach when he notes that morality is not a question 

of genre. He continues^ 

What there can be no arguing about is that by 
Cervantes1s professed standards (if not by those 
of some other writers of his time, or even of the 
censor who passed it for publication) the piece 
is indecent. And what is important is not to 
draw false conclusions from this. It is a false 
conclusion that Cervantes's lapse from principle 
is incompatible with belief in that principle. 

9. Ibid., p. 246, 

10. Agustin GonzSlez de AmezCia, Cervantes, creador 
de la novela corta espanola, II (Madrid: Consejo Superior 
de Investigaciones Cientlficas, 1958), 262-263. 
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On the contrary, the two not uncommonly go 
together.H 

Eric Bentley, in his essay on the "Psychology of Farce," 

reinforces Riley's important observation. Although critics 

have contended that the bedroom farce is amoral, Bentley 

points out that "it is hard to imagine what true indiffer

ence to morals could produce, if anything at all. Comedy 

and farce presuppose accepted standards , . . and where 

there is no established virtue, there can be no sense of 

outrage. The marriage joke, then, exists only for a culture 

12 
that knows itself committed to marriage," 

Julius L. Klein sidesteps the morality question by 

declaring the adultery scene implausible. He interprets the 

time span of the dramatic action literally and therefore 

feels that the sexual act could not have been consummated 

13 
in the three minutes it takes to enact the scene. 

More recent critics find a certain exemplarity in 

the entremSs^ For Robert Piluso and Re.fael Osuna, the moral 

lesson derives from the very immorality of the play. In 

Piluso's words, the didactic message of the play is that 

"del matrimonio entre viejos y jfivenes no puede haber mSs 

que adulterios, deshonor, conflictos y dolores, porque 

11. Riley, p. 95. 

12. Eric Bentley, "The Psychology of Farce," in 
Let's Get a Divorce and Other Plays (New York: Hill and 
Wang, 1958), p^ xi. 

13. Klein, II, 237; cited by Cotarelo y Valledor, 
p. 528. 
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14 
falta el elemento flsico." El viejo celoso belongs to the 

type of comedy that ridicules vices rather than establishes 

examples of moral virtues. Without attempting to defend 

Cervantes* personal morality, I would like to focus on the 

structure and characterization of the entrem£s to illustrate 

the poetic inevitability of the denouement. 

The opening scene of El viejo celoso provides the 

perspective from which the audience must judge the actions 

of the characters. If in the novela the introductory 

narration gives a biographical perspective for the pro

digality, greed, and jealousy of Carrizales, the entrem^s 

introduces the monomania of Canizares from the point of view 

of its victims. The play necessarily opens with the 

complaints of the two desperately bored young women. The 

strength of the dramatic convention of the "viejo y la 

nina" theme is such that Cervantes needs only to establish 

the disparity in ages to win the audience's sympathy for the 

plight of the "poor little rich girl." Cristina's comically 

hyperbolic description of Canizares as "viejo, y reuiejo y 

mas que viejo" situates the play within the convention. 

Lorenza is the abused subject of Canizares' despotic rule. 

The excess of her husband's obsession prepares for the 

extreme nature of Lorenza's rebellion. Even Canizares 

recognizes that the magnitude of the rebellion will equal 

14, piluso, p, 100, 
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the force of the repression: "[Vivo descontento] De que no 

passarS mucho tiempo en que no caya Lorencica en lo que le 

falta, que serfi vn mal caso, y tan malo, que en sfilo pen-

sallo le temo, y de temerle me desespero y de desesperarme 

viuo con disgusto" (IV, 152) . The cuckolding of Canizares 

is less the satisfaction of a lascivious desire than the 

comic triumph of youth over old age, of ingenuity over 

despotic force. 

In Golden-Age drama, jealousy was considered a 

natural corollary of the erotic impulse: "Donde hay amor hay 

celos." Yet in this entrem^s, Cervantes clearly delineates 

the unnatural nature of Canizares' obsessive jealousy. His 

jealousy is not a product of his love for Lorenza, but 

rather the result of his self-love, his greed, and his 

desire to create his own honor. He needs no other fuel for 

his jealousy than the chimeras of his own tormented 

imagination. As he confesses to his Compadre, he is jealous 

"del sol que mira a Lorencita, del ayre que le toca, de las 

f^ldas que la valupan" (IV, 152), He is not in- love with 

his wife; in fact, he was not even driven to marriage by a 

desire to possess her sexually. The Compadre tries to 

justify his friend's unfortunate match by quoting St. Paul's 

dictum that it is better to marry.than to burn with sexual 

desire. The seventy-year old Canizares confesses "que no 

auia que abrasar en mi, sefior compadre, que con la menor 

llamarada quedara hecho ceniza" (IV, 151). This ironic 
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wordplay on the name Cafiizares, which Honig translates as 

"Strawtubes," underlines the perverse nature of the old 

man. Unlike Rodolfo in La fuerza de la sangre, Canizares 

refuses to recognize the importance of sex in marriage. 

As Rodolfo explains, "Moqo soy, pero bien se me entiende que 

se compadece con el sacramento del matrimonio el justo y 

deuido deleyte que los casados gozan, y que si el falta, 

15 
cojea el matrimonio y desdize de su segunda intencion." 

In an obscene double entendre, Canizares indicates that his 

marriage has not been consummated: 

Compadre: las mugeres querrian gozar enteros los 
frutos del matrimonio. 

Canizares: La mia los goza doblados (IV/ 153). 

Cafiizares has disrupted the biological nature of marriage. 

This tyrant governs through enforced ignorance and economic 

dependence instead of through love and affection. It is 

only natural that Lorenza's revenge takes the form of 

adultery. 

Canizares married in order to have a pet, a play

thing that would provide him companionship and amusement. 

He wanted a widow to mourn his death, not a wife. He bought 

a poor, naive fifteen-year old girl and then constructed an 

elaborate safe in which to store his treasure. He insured 

her fidelity by isolating her from the rest of the world. 

15. Cervantes, Novelas ejemplares, II, 13 9. 
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Cafiizares1 elaborate precautions to safeguard his 

honor are counter-productive because they represent a moral 

error. The old man attempts to force the free will of his 

young bride by imprisoning her. Ironically, Lorenza is free 

in her imprisonment; the galSn succeeds in penetrating the 

impregnable fortress. Cafiizares is ultimately the prisoner 

of his monomania. As the Compadre observes, Cafiizares* 

jealousy is a self-fulfilling prophecy: "este es de aquellos 

que traen la soga arrastrando, y de los que siempre vienen 

a morir del mal que temen" (IV, 153) . Cafiizares never 

learns the lesson of his novelistic counterpart. The 

message of El celoso extremeno is that the only successful 

form of governance is self-governance. Only when Carrizales 

pardons Leonora and frees her to marry Loaysa does the old 

man gain control over her actions. She willingly exchanges 

the confines of the house for the confines of the convent, 

- In Lorenza we witness the awakening of sexual desire, 

accompanied by the forging of an independent will and the 

acquisition of the ingenuity of an artist. While Cafiizares' 

fear of being deceived has driven -him to desperation, 

Lorenza's desire for freedom drives her to the desperate 

solution of deceit. She is bored to death; "estoy tan 

aburrida, que no me falta sino echarme vna soga al cuello, 

por salir de tan mala vida" (IV, 149) . She decides it is 

better to sin on the side of life—sex—than on the side of 

death-<-suicide. At first she is hesitant about exchanging 
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pleasure for honor. Lorenza is instinctively aware of the 

lesson of "El curioso impertinente." When Cristina urges 

her aunt to try Ortigosa's plan, Lorenza replies: "Que 

estas cosas, o yo se poco, o se que todo el dano esta en 

prouarlas" (IV, 154). Lorenza appears concerned about her 

honor, but a rapid-fire comic exchange with her spirited 

maid reveals that Lorenza's real fear is not dishonor but 

discovery: 

Lorenza: lY la honra, sobrina? 
Cristina: £Y el holgarnos, tia? 
Lorenza: lY si se sabe? 
Cristina: <*Y si no se sabe? 
Lorenza: lY quien me asegurarS a mi que no se 

sepa? (IV, 147-148). 

Lorenza is then assured by Ortigosa that her cunning is 

equal to Canizares' precaution, Lorenza laments that she 

has been unable to discover where Canizares hides his keys, 

but she quickly learns that the master-key to unlock the 

labyrinthine prison is ingenuity. Lorenza gets a lesson 

in deception from Cristina, who states that if Canizares 

should discover the wished-for frailecico, she would claim 

that the intruder was a "duende." In effect, Cristina 

would be lying with the truth for, as Asensio notes, 

"frailecico" refers to both a young boy dressed as a monk 

and a "duende," called fradinho da mao furada in Portuguese 

and fraticello in Italian.16 Cristina explains that if 

caught, she would kill Cafiizares and throw his body into the 

16. Asensio, Entremeses, p. 208, n. 8. 



Lorenza: Que no son sino veras; y tan veras q-ue 
en este genero no pueden ser aayores. 

iAora echo de ver quien eres, vie^o 
naldito; que hasta aqui he viuidc 
enganada contigo! (IV, 160-162}-

When Cariizares threatens for force open the door, Lcrtr.: 

tells him that it is open and he can enter: "y vera cSeac 

verdad quanto le he dicho." His response is that 

que te burlas, si entrare, para desenojarte" fiv, . 

deception is still taking place as the young sears escapes 

and Cafiizares, his eyes full of water, says: *;?or Dios, 

que por poco me cegaras, Loremja! iA1 diablo se dan Ias 

burlas que se arremetan a los ojosl " (IV, 162). Car.irar 

physical blindness is symbolic of his cental bliniiM#. 

He obstinately refuses to see the truth; he dismisses 

anything that does not conform to his wishes. He is liz* 

perfect audience for the little charade enacted try Lucres 

At this point it is important to note t?ve diffea 

between the galcin of the entremSs and the character of 

Loaysa in the novela. Loaysa is an individual, a dtveZt 

personality. He consciously assaults the fortress, 

insinuates himself into the house, and attempts to se^is< 

Leonora. The gal3n is not a seducer, a burlador type. 

He is a silent, faceless phantom—merely a tool ir. 1ere: 

ingenious charade. Lorenza, the plaything, the puppet, 

becomes the puppeteer who manipulates the string* c* 

and jealousy that control Cafiizares. 
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well. Lorenza is shocked by the scandalous suggestion, yet 

her adultery results in the metaphorical death of Canizares' 

honor. 

Ortigosa's method for introducing the galSn into the 

house is adopted from Lorenza's story of the tapestry that 

Canizares refused to purchase. The vecina diverts 

Canizares' attention with a guadamect painted with the 

handsome, virile figures of four chivalric knights and lords 

from Ariosto's Orlando furioso. Aware of Canizares' 

obsession, Ortigosa emphasizes the life-like quality of the 

portraits: "Tenga vuessa merced dessa punta, sefiora mia, y 

descojamosle, porque no vea el senor Canizares que ay engano 

en mis palabras. Alee mas, senora mia, y mire c6mo es bueno 

de cayda. Y las pinturas de los quadros parece que estan 

viuas" (IV, 156-157). As Ortigosa unfolds the guadameel to 

prove that she is not deceiving Canizares about the excel

lence of the workmanshipf the greater deception—-the 

entrance of the galc[n*-~occurs behind the outstretched hide. 

Ortigosa's statement initiates the ironic play on truth and 

deception, fiction and reality, burlas and veras, which 

dominates the final scene. The language of this climactic 

scene emphasizes the confusion between the real and the 

apparent: 

Cristina; Rifiala, tio, porque no se atreua, ni aun 
burlando, a dezir deshonestidades, 

Canizares; jBobear, Lorenga! iPues a fe que no 
estoy yo de gracia para sufrir essas 
burlas! 
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Lorenza: Que no son sino veras; y tan veras que 
en este genero no pueden ser mayores. 

fAora echo de ver quien eres, viejo 
maldito; que hasta aqui he viuido 
enganada contigo! (IV, 160-161). 

When Canizares threatens for force open the door, Lorenza 

tells him that it is open and he can enter: "y vera c6mo es 

verdad quanto le he dicho," His response is that "aunque se 

que te burlas, si entrare, para desenojarte" (IV, 161). The 

deception is still taking place as the young man escapes, 

and Canizares, his eyes full of water, says: "jPor Dios, 

que por poco me cegaras, LorengaJ rAl diablo se dan las 

burlas que se arremetan a los ojos!" (IV, 162). Canizares* 

physical blindness is symbolic of his mental blindness. 

He obstinately refuses to see the truth; he dismisses 

anything that does not conform to his wishes. He is the 

perfect audience for the little charade enacted by Lorenza. 

At this point it is important to note the difference 

between the galcin of the entremgs and the character of 

Loaysa in the novela. Loaysa is an individual, a developed 

personality. He consciously assaults the fortress, 

insinuates himself into the house, and attempts to seduce 

Leonora. The gal£n is not a seducer, a burlador type. 

He is a silent, faceless phantom—merely a tool in Lorenza's 

ingenious charade. Lorenza, the plaything, the puppet, 

becomes the puppeteer who manipulates the strings of honor 

and jealousy that control Caftizares, 
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Lorenza, with the help of Ortigosa, brings to life 

the spectres that haunt the tormented imagination of 

Caftizares. The deception is merely the realization of 

Caftizares' worst fears. He feared the diabolical influence 

of vecinas; Ortigosa helps convince Lorenza to take a lover. 

Caftizares refused to admit any males—even their artistic 

images—into the house; the galcin enters behind the protec

tive cover of the portraits of four chivalric knights. 

Caftizares tried to lock up Lorenza to protect her from 

others; she locks him out of the bedroom. Caftizares sound

proofed the house against the seductive charms of music; 

dancers and musicians cavort uncontrolled in the house. 

Once the illusions have come to life, Canizares refuses to 

recognize their reality. In the dramatic confusion between 

illusion and reality, Lorenza succeeds in her scheme to 

"enganar con la verdad." 

The final song emphasizes the futility of attempting 

to control destiny. The struggle between fate and free will 

is an undercurrent in the entrem^s. Lorenza introduces the 

theme when she explains why she married Canizares. Like the 

unfortunate girl in the traditional song of G6mez Arias, 

sung in the play by Cristina, Lorenza was sold into slavery. 

Lorenza claims that had she realized what was happening, 

she never would have pronounced the fatal "si, que se 

pronuncia con dos letras y da que llorar dos mil aflos." 

She concludes this speech with fatalist resignation: "Pero 
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yo imagino que no fue otra cosa sino que aula de ser esta, 

y que las que han de suceder forgosamente, no ay preuencion 

ni diligencia humana que las preuenga" (IV, 146). Of course 

she is morally wrong, for "las estrellas inclinan pero no 

fuerzan la voluntad." Through the example of Ortigosa, 

Lorenza learns that through deception she can control her 

fate. After the bedroom scene, the echo of her earlier 

resigned attitude is dramatically ironic: "fMirad con quien 

me caso mi suerte, sino con el hombre mas malicioso del 

mundoj fMirad c6mo dio credito a mis mentiras, por su ... 

fundadas en materia de zelos, que menoscabada y assendereada 

sea mi ventura" (IV, 162). She is now free to deceive 

Canizares again. 

Caftizares makes the same theological error. He 

usurps Lorenza's God-given free will. He can see the speck 

in Ortigosa's eye but fails to notice the beam in his own 

eye. He chides Ortigosa for her impertinence—"Sefiora 

Hortigosa, abreuie y vayase, y no se este agora juzgando 

almas agenas"--• yet he never relents in his efforts to 

control Lorenza's "alma ajena." As Lorenza notes, his 

inordinate jealousy subverts the natural order of the 

universe; "de las sospechas haze certezas, de las mentiras 

verdades, de las burlas varas, y de los entretenimientos 

maldiciones" (IV/ 162). His attempt to control Lorenza is 

ultimately as useless as the efforts of the farmer to 

protect his crops from Nature: 
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Llouer el trigo en las eras, 
las vinas estando en cierne, 
no ay labrador que gouierne 
bien sus cubas y paneras (IV, 164). 

The song suggests that once the crisis has passed all will 

return to normal: "las riflas de por San Iuan / todo el afio 

paz nos dan," This harmonic note is an illusion, for the 

peace envisioned by Canizzres will never be restored to his 

household. Control has properly passed to the younger 

generation. 

El viejo celoso is a celebration of the triumph of 

natural instincts over despotic moral error. Yet Cervantes 

presents this victory in an ironic light. Nature cannot 

triumph without the art of deception. This deception is in 

favor of God-given free will and the natural biological 

order, but lying—even with the truth—is morally wronq. 

And the triumph of nature is presented in a dramatic 

fiction—a fiction in which Castro claims we can find the 

"real" Cervantes, The real victory belongs to Cervantes, 

the consummate artist. 
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