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PREFACE




  The vast number of the works of Lope de Vega renders the task of selecting one of them as an appropriate text for publication very difficult, and it is only after having examined a large number of the works of the great poet that the editor has chosen La Moza de Cántaro, not only because it is one of the author's most interesting comedies, but also because it stands forth prominently in the field in which he is preëminent—the interpretation of Spanish life and character. It too is one of the few plays of the poet which have continued down to recent times in the favor of the Spanish theater-going public,—perhaps in the end the most trustworthy critic. Written in Lope's more mature years, at the time of his greatest activity, and probably corrected or rewritten seven years later, this play contains few of the inaccuracies and obscure passages so common to many of his works, reveals to us much of interest in Spanish daily life and in a way reflects the condition of the Spanish capital during the reign of Philip IV, which certainly was one of the most brilliant in the history of the kingdom.




  The text has been taken completely, without any omissions or modifications, from the Hartzenbusch collection of Comedias Escogidas de Lope de Vega published in the Biblioteca de Autores Españoles and, where it varies from other texts with which it has been compared, the variation is noted. The accentuation has been changed freely to conform with present usage, translations have been suggested for passages of more than ordinary difficulty and full notes given on proper names and on passages that suggest historical or other connection. Literary comparisons have been made occasionally and modern forms or equivalents for archaic words and expressions have been given, but usually these have been limited to words not found in the better class of dictionaries commonly used in the study of such works.




  The editor is especially indebted to Sr. D. Eugenio Fernández for aid in the interpretation of several passages and in the correction of accentuation, to Professor J. D. M. Ford for valuable suggestions, and to Sr. D. Manuel Saavedra Martínez, Professor in the Escuela Normal de Salamanca, for information not easily accessible.




  M. S.




  West Virginia University.




  




  
INTRODUCTION




  I. LIFE OF LOPE DE VEGA




  The family of Lope de Vega Carpio was one of high rank, if not noble, and had a manor house in the mountain regions of northwestern Spain. Of his parents we know nothing more than the scanty mention the poet has given them in his works. It would seem that they lived a while at least in Madrid, where the future prince of Spanish dramatists was born, November 25, 1562. Of his childhood and early youth we have no definite knowledge, but it appears that his parents died when he was very young and that he lived some time with his uncle, Don Miguel del Carpio.




  From his own utterances and those of his friend and biographer, Montalvan, we know that genius developed early with him and that he dictated verses to his schoolmates before he was able to write. In school he was particularly brilliant and showed remarkable aptitude in the study of Latin, rhetoric, and literature. These school days were interrupted once by a truant flight to the north of Spain, but at Astorga, near the ancestral estate of Vega, Lope, weary of the hardships of travel, turned back to Madrid.




  Soon after he left the Colegio de los Teatinos, at about the age of fourteen, Lope entered the service of Don Jerónimo Manrique, Bishop of Ávila, who took so great an interest in him that he sent him to the famous University of Alcalá de Henares, where he seems to have spent from his sixteenth to his twentieth year and on leaving to have received his bachelor's degree. The next five years of his life are shrouded in considerable obscurity. It was formerly believed, as related by Montalvan, that he returned from the University of Alcalá to Madrid about 1582, was married and, after a duel with a nobleman, was obliged to flee to Valencia, where he remained until he enlisted in the Invincible Armada in 1588, but recent research [1] has proved the case to be quite otherwise. It would seem that, on leaving the University about 1582, he became Secretary to the Marqués de las Navas and that for four or five years he led in Madrid a dissolute life, writing verses and frequenting the society of actors and of other young degenerates like himself and enjoying the favor of a young woman, Elena Osorio, whom he addressed in numberless poems as "Filis" and whom he calls "Dorotea" in his dramatic romance of the same name. In the latter work he relates shamelessly and with evident respect for truth of detail many of his adventures of the period, which, as Ticknor says, "do him little credit as a young man of honor and a cavalier."




  In the light of the recent information cited above, we know also that Lope's career immediately after 1587 was quite different from what his contemporary Montalvan had led the world long to believe. In the Proceso de Lope de Vega por libelos contra unos Cómicos, it is shown that the poet, having broken with "Filis," circulated slanderous verses written against her father, Jerónimo Velázquez, and his family. The author was tried and sentenced to two years' banishment from Castile and eight more from within five leagues of the city of Madrid. He began his exile in Valencia, but soon disobeyed the decree of banishment, which carried with it the penalty of death if broken, and entered Castile secretly to marry, early in 1588, Doña Isabel de Urbina, a young woman of good family in the capital. Accompanied by his young wife, he doubtless went on directly to Lisbon, where he left her and enlisted in the Invincible Armada, which sailed from that port, May 29, 1588. During the expedition, according to his own account, Lope fought bravely against the English and the Dutch, using, as he says, his poems written to "Filis" for gun-wads, and yet found time to write a work of eleven thousand verses entitled la Hermosura de Angélica. The disastrous expedition returned to Cadiz in December, and Lope made his way back to the city of his exile, Valencia, where he was joined by his wife. There they lived happily for some time, the poet gaining their livelihood by writing and selling plays, which up to that time he had written for his own amusement and given to the theatrical managers.




  Of the early literary efforts of Lope de Vega, such as have come down to us are evidently but a small part, but from them we know something of the breadth of his genius. In childhood even he wrote voluminously, and one of his plays, El Verdadero Amante, which we have of this early period, was written at the age of twelve, but was probably rewritten later in the author's life. He wrote also many ballads, not a few of which have been preserved, and we know that, at the time of his banishment, he was perhaps the most popular poet of the day.




  The two years following the return of the Armada, Lope continued to live in Valencia, busied with his literary pursuits, but in 1590, after his two years of banishment from Castile had expired, he moved to Toledo and later to Alba de Tormes and entered the service of the Duke of Alba, grandson of the great soldier, in the capacity of secretary. For his employer he composed about this time the pastoral romance Arcadia, which was not published until 1598. The remaining years of his banishment, which was evidently remitted in 1595, were uneventful enough, but this last year brought to him a great sorrow in the death of his faithful wife. However, he seems to have consoled himself easily, for on his return to Madrid the following year we know of his entering upon a career of gallant adventures which were to last many years and which were scarcely interrupted by his second marriage in 1598 to Doña Juana de Guardo.




  Aside from his literary works the following twelve years of the life of Lope offer us but little of interest. The first few years of the period saw the appearance of La Dragontea, an epic poem on Sir Francis Drake, and Isidro, a long narrative poem on the life and achievements of San Isidro, patron of Madrid. These two works were followed in 1605 by his epic, Jerusalén Conquistada, an untrustworthy narration of the achievements of Richard Cœur-de-Lion and Alfonso VIII in the crusade at the close of the twelfth century. Lope left the service of the Duke of Alba on his return to Madrid, or about that time, and during the next decade held similar positions under the Marqués de Malpica and the Conde de Lemos, and during a large part of this period he led a more or less vagabond existence wherever the whims of his employers or his own gallant adventures led him. About 1605 he made the acquaintance of the Duque de Sessa, who shortly afterwards became his patron and so continued until the death of the poet about thirty years later. The correspondence of the two forms the best source for the biography of this part of Lope's career. From 1605 until 1610 he lived in Toledo with his much neglected wife, of whom we have no mention since their marriage in 1598. But in 1610 they moved to Madrid, where Lope bought the little house in what is now the Calle de Cervantes, and in this house the great poet passed the last quarter of a century of his long and eventful life.




  The next few years following this return to the capital were made sorrowful to Lope by the sickness and death of both his wife and his beloved little son, Carlos Félix, in whom the father had founded the fondest hopes. Then it was that Lope, now past the fiftieth year of his age, sought refuge, like so many of his contemporaries and compatriots, in the protecting fold of the Church. Before the death of his wife he had given evidence of religious fervor by numerous short poems and in his sacred work, los Pastores de Belén, a long pastoral in prose and in verse relating the early history of the Holy Family. Whether Lope was influenced to take orders by motives of pure devotion or by reasons of interest has been a question of speculation for scholars ever since his time. From his works we can easily believe that both of these motives entered into it; in fact he says as much in his correspondence with the Duque de Sessa. Speaking of this phase of the poet's life, Fitzmaurice-Kelly says: "It was an ill-advised move. Ticknor, indeed, speaks of a 'Lope, no longer at an age to be deluded by his passions'; but no such Lope is known to history. While a Familiar of the Inquisition the true Lope wrote love-letters for the loose-living Duque de Sessa, till at last his confessor threatened to deny him absolution. Nor is this all: his intrigue with Marta de Navares Santoyo, wife of Roque Hernández de Ayala, was notorious." But later, speaking of those who may study these darker pages of Lope's career, he adds: "If they judge by the standards of Lope's time, they will deal gently with a miracle of genius, unchaste but not licentious; like that old Dumas, who, in matters of gaiety, energy and strength, is his nearest modern compeer." We may say further that Lope, with no motive to deceive or shield himself, for he seems to have almost sought to give publicity to his licentiousness, was faithful in the discharge of his religious offices, evincing therein a fervor and devotion quite exemplary. Yet neither does his gallantry nor his devotion seem to have ever halted his pen for a moment in the years that succeeded his ordination. His dramatic composition of this period is quite abundant and other literary forms are not neglected.




  Two interesting incidents in the poet's life are never omitted by his biographers. They are the beatification, in 1620, of San Isidro and his canonization, two years later, with their accompanying poet "jousts," at both of which Lope presided and assumed a leading rôle. Before this time he was known as a great author and worshiped by the element interested in the drama, but on both these occasions he had an opportunity to declaim his incomparable verses and those of the other contesting poets, revealing his majestic bearing and versatility to the great populace of Madrid, his native city. He was thereafter its literary lion, whose very appearance in the streets furnished an occasion for tumultuous demonstration of affection.




  The last decade of the life of Lope de Vega saw him seeking no rest or retirement behind the friendly walls of some monastic retreat, but rather was it the most active period of his literary career. Well may we say that he had no declining years, for he never knew rest or realized a decline of his mental faculties. He did not devote by any means all his time to his literary pursuits, but found time to attend faithfully to his religious duties and to the cares of his home, for he had gathered about him his children, Feliciana, Lope Félix and Antonia Clara, of whom the last two and Marcela, in a convent since 1621, were the gifted fruit of illicit loves. In 1627 he published his Corona Trágica, a long religious epic written on the history of the life and fate of Mary, Queen of Scots. This work won for him the degree of Doctor of Divinity, conferred with other evidences of favor by Pope Urban VIII. Three years later appeared Lope's Laurel de Apolo, a poem of some seven thousand lines describing an imaginary festival given on Mount Helicon in April, 1628, by Apollo, at which he rewards the poets of merit. The work is devoted to the praise of about three hundred contemporary poets. In 1632 the poet published his prose romance, Dorotea, written in the form of drama, but not adapted to representation on the stage. It is a very interesting work drawn from the author's youth and styled by him as "the posthumous child of my Muse, the most beloved of my long-protracted life."[2] It is most important for the light it sheds on the early years of his life, for it is largely autobiographical. Another volume, issued from the pen of Lope in 1634 under the title of Rimas del licenciado Tomé de Burguillos, contains the mock-heroic, La Gatomaquia, the highly humorous account of the love of two cats for a third. Fitzmaurice-Kelly describes this poem as, "a vigorous and brilliant travesty of the Italian epics, replenished with such gay wit as suffices to keep it sweet for all time."




  Broken in health and disappointed in some of his fondest dreams, the great poet was now rapidly approaching the end of his life. It is believed that domestic disappointments and sorrows hastened greatly his end. It would appear from some of his works that his son, Lope Félix, to whom he dedicated the last volume mentioned above, was lost at sea the same year, and that his favorite daughter, Antonia Clara, eloped with a gallant at the court of Philip IV. Four days before his death Lope composed his last work, El Siglo de Oro, and on August 27, 1635, after a brief serious illness, the prince of Spanish drama and one of the world's greatest authors, Lope Félix de Vega Carpio breathed his last in the little home in the Calle de Francos, now the Calle de Cervantes. His funeral, with the possible exception of that of Victor Hugo, was the greatest ever accorded to any man of letters, for it was made the occasion of national mourning. The funeral procession on its way to the church of San Sebastian turned aside from its course so that the poet's daughter, Marcela, might see from her cell window in the convent of the Descalzadas the remains of her great father on the way to their last resting-place.




  II. THE EARLY SPANISH THEATER AND THE DRAMA OF LOPE DE VEGA




  The theater of the Golden Age of Spanish letters occupies a position unique in the history of the theaters of modern Europe, for it is practically free from foreign influence and is largely the product of the popular will. Like other modern theaters, however, the Spanish theater springs directly from the Church, having its origin in the early mysteries, in which the principal themes were incidents taken from the lives of the saints and other events recorded in the Old and the New Testament, and in the moralities, in which the personages were abstract qualities of vices and virtues. These somewhat somber themes in time failed to satisfy the popular will and gradually subjects of a more secular nature were introduced. This innovation in England and France was the signal for the disappearance of the sacred plays; but not so in Spain, where they were continued several centuries, under the title of autos, after they had disappeared in other parts of Europe.




  The beginnings of the Spanish secular theater were quite humble and most of them have been lost in the mists of time and indifference. The recognized founder of the modern Spanish theater appeared the same year Columbus discovered the New World. Agustín Rojas, the actor, in his Viaje entretenido, says of this glorious year: "In 1492, Ferdinand and Isabella saw fall the last stronghold of the Moors in the surrender of Granada, Columbus discovered America, and Juan del Encina founded the Spanish theater." Juan del Encina was a graduate of the University of Salamanca and lived at the time mentioned above in the household of the Duke of Alba at Alba de Tormes. It was here that, before select audiences, were first presented his early plays or Églogas. The plays of Encina, fourteen in number, were staged and constitute the modest beginnings of a movement that was to develop rapidly in the next two decades. A contemporary of Juan del Encina, Fernando de Rojas, published in 1498 his famous dramatized romance, La Celestina, which, while it was not suited for representation on the stage, was a work of great literary merit and had remarkable influence on the early drama. About the same time a disciple of Juan del Encina, Gil Vicente, founded the Portuguese theater and made notable contributions to Spanish letters, for he seems to have written with equal facility in the two idioms. Perhaps the greatest dramatic genius of the period, Bartolomé Torres Naharro, while he wrote in Spanish, passed the greater part of his life in Italy, where he published at Naples in 1517 an edition of his plays entitled Propaladia. He, first of Spanish authors, divided his plays into five acts, called jornadas, limited the number of personages, and created a plot worthy of the name.




  For almost half a century after the publication of the Propaladia the Spanish theater advanced but little, for this was the period when Carlos Quinto ruled Spain and kept the national interest fixed on his military achievements, which were for the most part outside of the peninsula. But about 1560 there flourished in Spain probably the most important figure in the early history of the national drama. This was the Sevillian gold-beater, later actor and dramatic author, Lope de Rueda. The dramatic representations before this time were doubtless limited in a large measure to select audiences in castles and courts of noble residences; but Lope de Rueda had as his theater the public squares and market-places, and as his audience the great masses of the Spanish people, who now for the first time had a chance to dictate the trend which the national drama should take. In his rôle of manager and playwright Lope de Rueda showed no remarkable genius, but he began a movement which was to reach its culmination and perfection under the leadership of no less a personage than the great Lope himself. Between the two Lopes there lived and wrote a number of dramatic authors of diverse merit. Lope de Rueda's work was continued by the Valencian bookseller, Juan de Timoneda, and by his fellow actors, Alonso de la Vega and Alonso de Cisneros. In this interim there took place a struggle between the popular and classic schools. The former was defended by such authors as Juan de la Cueva and Cristóbal de Virués, while the latter was espoused by Gerónimo Bermúdez and others. The immortal Cervantes wrote many plays in this period and claimed to favor the classic drama, but his dramatic works are not of sufficient importance to win for him a place in either party. Thus we find that in 1585 Spain had a divided drama, represented on the one side by the drama of reason and proportion fashioned after Greek and Roman models, and on the other a loosely joined, irregular, romantic drama of adventure and intrigue, such as was demanded by the Spanish temperament. Besides the defenders of these schools there was an infinite variety of lesser lights who wrote all sorts of plays from the grossest farces to the dullest Latin dramas. Before taking up the discussion of the works of the mighty genius who was to establish the popular drama, it is well to give a brief glance at the people who presented plays and the places in which they were given.




  As has been already observed, the dramas of Juan del Encina and his immediate successors were probably presented to limited audiences. It is not improbable that parts were often taken by amateurs rather than by members of regular troupes. However, at an early date there were many strolling players who are classed in the Viaje entretenido in no less than eight professional grades: (1) The bululú, a solitary stroller who went from village to village reading simple pieces in public places and living from the scanty collections taken among the audience. (2) The ñaque, two players, who could perform entremeses and play one or two musical instruments. (3) The gangarilla, group of three or four actors of whom one was a boy to play a woman's part. They usually played a farce or some other short play. (4) The cambaleo was composed of five men and a woman and remained several days in each village. (5) The garnacha was a little larger than the cambaleo and could represent four plays and several autos and entremeses. (6) The bojiganga represented as many as six comedias and a number of autos and entremeses, had some approach at regular costumes, and traveled on horseback. (7) The farándula was composed of from ten to fifteen players, was well equipped and traveled with some ease. (8) The compañía was the most pretentious theatrical organization composed of thirty persons, capable of producing as many as fifty pieces and accustomed to travel with dignity due the profession. Of still greater simplicity were the theaters where these variously classified actors gave their plays. In the villages and towns they were simply the plaza or other open space in which the rude stage and paraphernalia were temporarily set up. Quoting from Cervantes, Ticknor says of the theater of Lope de Rueda: "The theater was composed of four benches, arranged in a square, with five or six boards laid across them, that were thus raised about four palms from the ground. The furniture of the theater was an old blanket drawn aside by two cords, making what they called the tiring-room, behind which were the musicians, who sang old ballads without a guitar." In the larger cities such simplicity cannot be expected in the later development of the theater, for there the interest and resources were greater. In this respect Madrid, the capital, may be considered as representative of the most advanced type. In that city the plays were given in corrales or open spaces surrounded on all sides by houses except the side nearest the street. By the beginning of the seventeenth century these corrales were reduced to two principal ones—the Corral de la Pacheca (on the site of the present Teatro Español) and the Corral de la Cruz, in the street of the same name. The windows of the houses surrounding these corrales, with the adjoining rooms, formed aposentos which were rented to individuals and which were entered from the houses themselves. At the end farthest from the entrance of the corral was the stage, which was raised above the level of the ground and covered by a roof. In front of the stage and around the walls were benches, those in the latter position rising in tiers. On the left hand and on a level with the ground was the cazuela or women's gallery. The ground to the rear of the benches in front of the stage was open and formed the "standing-room" of the theater. With the exception of the stage, a part of the benches and the aposentos, the whole was in the open air and unprotected from the weather. In such unpretentious places the masterpieces of Lope de Vega and of many of his successors were presented. With this environment in mind we shall proceed to a brief review of the dramatic works of el Fénix de los ingenios.
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